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Chapter 1

INTRODUCTION

Background of the Problem

In the seventeen years since the end of World War Il duringlwvbéentral staging has
become increasingly prevalent, two alternative approatthplay production have also
been developing. Both share in the movement away from pnistestaging. These
alternatives have been efforts to retain the actor-audiémmacy of central staging
without the rigidity of the pure arena theatre. One of thgger@aches is horseshoe
staging in which the audience surrounds the acting arearea #ides making possible
the use of scenery at the open end of the "horseshoe,” The afipeoach includes
within its province both central and horseshoe staging dsagether forms. This is
the production concept called flexible staging,

In flexible staging no single arrangement is considered asgent for a theatre.
The space allotted to actors and audience is changed tdsuieeds of each produc-
tion. Thus the seating and acting areas may assume a nunmimrfafurations limited
only by the potentialities of the theatre building.

While the concept of complete flexibility may be traced baxkitoposals made by
Adolph Appia around 1921, flexible theatre as a general theschcquired momentum
principally in the pastten years. In 1953, Gassner pointethe advantages of flexible
staging for non-commercial and educational theatresasted in arena productions:

Indeed the ideal solution for the ‘little theatre’ it has bhgeroposed is
flexible staging rather than invariable central staging;stage could then
b an arena when central staging seems most feasible, but beylayed
differently when a different type of production is deemeefprable®

In the same publication, the experienced arena producdy, Xeaton, affirmed that
"the trend today seems to be toward the flexible policy, alfomost flexible theatres
operate with their acting areas largely surrounded by aogi&?

1John Gassner, Producing the Play, rev. ed., p, 538.
2Kelly Yeaton "Arena Production” in Gassner, op. cit., p. 544

1



2 Roger M. Altenberg

It is too early to discern whether adaptable structures lmatome the dominant
mode of theatre architecture for the future, but there isum@stion of the importance
of the concept at the present time. In the United States atlgamnstructed flexible
theatre is the Harvard Drama Center which can be adjusteckfdral, horseshoe, or
proscenium staging. One of the new theatres to be built ferLihcoln Center for
Performing Arts in New York City

will be a flexible theatre. Furthermore, several of the desifpr "ideal theatres”
produced by the participating teams of leading stage dessgand architects under
a 1959 Ford Foundation grant have included provisions failfiity. The George
Izenour-Paul Schweikher plans call for

...mechanical walls, and flexible ceiling lighting to all@vdirector to
carve any desired shape room. By means of computer conti@libm
can change shape during the performance. The large thsasdixed sec-
tions of seats mounted partially on large movable platfotonsansform
the proscenium shape into three- or four-sided sedting.

Flexible theatres have also been built recently on a muctemadest scale. Oc-
cidental College in Los Angeles, for example, has within tlast three years opened
its "Papermill Playhouse” which provides for central stagiend staging and other
variants, without any elaborate equipment.

In England, interest has existed for some time in the "opagest a horseshoe
arrangement using a raised platform. Flexible staging dvew has also been pursued.
According to Richard Southern, Southampton University s@seduled to construct
an adaptable theatre in 1961. Ten years earlier Southerddsagined one which was
built for the University of Bristoft

In Germany, a small theatre has been constructed at Mannkieiah is a "very
ingenious structure providing for at least six variatiofisseating and performance
areas.®

As one looks backward, several theatres constructed inrtited/States in previous
decades appear as landmarks in the development of flexililil 951 Frederick Koch,
Jr. opened his Ring Theatre at the University of Miami whicimbined peripheral
revolving stages with a central arena. At the University afifornia in Los Angeles
in 1942 Ralph Freud converted a basement room into a thehiohwas used a great
many staging arrangemerftsin 1941, Paul Baker established his Studio Theatre at
Baylor University with stages built around the sides of anamith the audience seated
in swivel chairs’

As the history of flexible staging is traced backwards in toisntry it finally comes
to a stopping place. This pointis in 1924 with the foundin@dmor Brown’s Playbox
theatre within his home on Fairoaks Avenue in Pasadena. &ttismely intimate
theatre, according to all the presently available evideappears to have been the first
flexible playhouse in the United States. The historians Ma@m and Melnitz have

S3Leon G. Shiman, "Theatres for Tomorrow,” Saturday Reviepril28, 1962, p. 45.
4Richard Southern, The Seven Ages of the Theatre, pp. 290-291

5Theodore Hatlen, Orientation to the Theatre, p. 265.

6George Altman, et al.. Theatre Pictorial, item # 516.

7“The Technician’s Workshop,” Theatre Arts Monthly, Jul@4tl, P. 547.
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credited it as the originator of the form in this country, mtoig out that it preceded
Okhlopkov’s efforts in the Realistic Theatre by a number edigs®

Under Brown’s direction. The Fairoaks Playbox and its sasoes achieved the
greatest longevity of any American flexible theatre to datee Playbox Theatre pre-
sented plays for thirty-three seasons, between 1924 an@l Td% Fairoaks Playbox
was moreover an important early practitioner of centraisig. As Indicated by Margo
Jones in her survey of theatre-in-the-round, the first Riaylresented centrally staged
productions approximately eight years before Glenn Huglegan his work in a Seat-
tle Penthouse. Margo Jones found only two sources of cestrging in the United
States which preceded the Fairoaks Playbox, These wereahZidtham and Milton
Smith’s productions at Columbia University dating from 29&and T. Earl Pardoe’s
productions at Brigham Young University in 1922.

Since the Fairoaks Playbox theatre has become recognizbd afoneering flex-
ible playhouse in the United States and a significant canibto the development
of central staging, it might be expected that the studenhedtre history would have
access to a considerable amount of information concerhifidne reverse of this situ-
ation is actually the case. Pew details have been presantgherally available pub-
lications. More, but not a great deal, has been written aBontvn’s second Playbox
theatre on Herkimer Street, which was constructed in 1930.

This study was undertaken to penetrate the obscurity whiekemtly exists con-
cerning the exact nature of the Fairoaks Playbox. The perpeas to give a detailed
production history which would serve as a step toward maeart} defining the role
of the Fairoaks Playbox in the development of central andiflexstaging*

Statement of the Problem
The problem of this study has two principal aspects:

1. What experiences and influences led Gilmor Brown to estabh intimate flex-
ible theatre?
(&) Whatwas the nature of Brown’s theatrical training anulagel background?

(b) What was his previous experience in forms departing fommventional
proscenium staging?

(c) What specific influences stimulated Brown to found the/Bée?7

(d) Whatwas the relationship of the Playbox to the Pasadenan@inity Play-
house?

(e) What was the nature of the physical plant selected by Brmw his inti-
mate flexible theatre?
2. What was the production history of the Fairoaks Playbox?
For each production the following inquiries were made:

8K. McGowan and W. MelnitzThe Living Stagep. 501.
9Margo Jones, Theatre-in-the-Round, p. 38
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(a) Who directed the play?
(b) What was the nature of the play?
(c) How was the play staged?

i. Where were the sets placed in the room?
ii. Where did the audience sit?
iii. What were the patterns of movement and grouping of ator

(d) What were the characteristics of the scenery, progeitghting, and spe-
cial effects?

(e) What was the nature of the acting?

i. To what extent was it representational or presentatibnal
ii. What adjustments were made for the unusual intimacy etltieatre?
iii. Who were the individual actors?

(f) How did audience members react to the performances?

i. How did the general audience react?
ii. How did the critics react?8

Definition of Terms

A number of specialized terms were used In this study. Sontleewfi are commonly
used by theatre historians, while others have been morattg@elded to our growing
theatrical vocabulary, The following list includes thosents most prominently used,
briefly defined within the context of this study.

Simultaneous Settings
A scheme in which individual settings, each representirgpasate location, are
put in place before a performance begins. The action theresioom set to set,
avoiding the necessity for shifting scenery during the ganance.

Formal Stage
A stage which employs permanent architectural elementdasia scenic back-
ground.

Permanent, Adaptable Setting
A single basic setting which remains throughout a play, ugoieag minor mod-
ifications to suggest changes of scenic locale.

Actor-Audience Intimacy
The attempt to bring the actors and the events of the plaintoser relationship
to the audience, heightening the audience’s sense of ipaitian in the drama.

Intimate Theatre
A very small theatre in 'which audience members are phylsicabse to the
actors.
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Presentational Acting
The presenting or showing of characters and the story toulleace, with the
actors often playing directly to the audience, revealingjrtawareness of the
presence of spectators.

Representational Acting
Acting in which the performers apparently assume the ithenfithe characters
they are playing, attempt to hide awareness of the presdnggectators, and
play entirely to the other characters in the drama.

Actualism
The attempt to create the impression that the events of agpéagccurring as in
real life.

Proscenium Staging
Staging in which the proscenium arch is considered as a tkefiné of demar-
cation between the world of the play and the world of the autke The actors
confine their performance to the area behind the arch.

Non-Proscenium Staging
Forms of staging in which a proscenium arch is either corepletbsent or is
disregarded as a line of demarcation between the actingaacéhe audience
area*

Flexible, or Adaptable, Theatre
A theatre in which it is possible to stage a play in a varietfasfns, with no
single arrangement considered as permanent for audiedaecting areas.

Central Staging
Arena staging, circus staging, theatre-in-the- round—The arrangement of
the action of a play so that the audience sits around thesagtofour sides.

Horseshoe Staging
An arrangement in which the audience Bits on three sideseohtitors. On the
aide unoccupied by the audience, it is possible to placerdsbackground*

“Sandwich” Staging
The audience sits in two opposing sections with the actieg ar between.

“L” Staging
The audience sits along two walls of the room, while the actirea extends
along the other two walls.

End Staging
The audience sits opposite the acting area. This is theitradi audience place-
ment in proscenium staging.

Opposite-end Staging, or “Turnabout” Staging
The use of acting areas at opposite ends of a room. The aedstrchetween
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them. The term "turnabout” refers to the necessity for tognthe audience’s
seats to face in the opposite direction when the secondggatea is used

Significance of the Study

This study was undertaken to give the first detailed accofi@ilonor Brown’s first
Playbox theatre which has been recognized as the earliestrkitexible playhouse in
the United States. Since there is now a growing interestarfléxible use of theatre
space, additional knowledge concerning the American mfdtee movement should be
of value to students of theatre history. Furthermore thasting to produce plays in
intimate flexible theatres may find some practical assigt@mstudying the production
record of the Fairoaks Playbox.

Along with the historical record and reconstruction of tieging at the Fairoaks
Playbox, this study has brought forth a more precise andsite account of Gilmor

Brown'’s background than has hitherto been available. Intaddo founding the
Fairoaks Playbox, he was prominent as the founder and lemg-$upervising Director
of the Pasadena Playhouse. He was a leader in the non-coialtiezatre in America.

Review of the Literature

Other than the four pages by Gilmor Brown contained in an l@aggraphical essay
published in 1957, the specific literature dealing with thedaks Playbox consists of
brief references ranging from a few sentences up to a fewgpapas.

The first mention of the Fairoaks Playbox, other than refegsicontained in purely
local sources, apparently was madé he Little Theatre News nationally distributed
publication of the New York Drama League. In January, 1925thriodical described
the Fairoaks Playbox as a tiny, intimate theatre presentingual plays!

In 1928 Brown described the role of the Fairoaks Playboxiwithe comprehen-
sive program of the Pasadena Community Playhouse, degldué it was an experi-
mental theatre. Its experiments, however, were more aéebthan those of either the
Workshop or Mainstage of the Playhouse.

It demanded a more advanced audience, he claimed, one fridiscrimination
and free from popular bias*®

In her Master’s thesis entitled "A History of the Pasadenan@wnity Playhouse,”
May Rose Borum in the following year presented some sigmifigeneral statements
on the use of central staging in the Fairoaks Playbox and sheofivarious parts of
the room for acting areas during a performance. She obtdieeéhformation from

10The Turnabout Theatre of Los Angeles, in existence duriedl®%0's, had a puppet stage at one end of
the theatre and a stage for live entertainers at the other.alitlience sat in swivel chairs. At intermission
time the chairs were turned so that the members of the awslfaced in the opposite direction from which
they formerly faced.

11| jttle Theatre NewsJanuary 26, 1925.

12statements of Brown quoted by F. W. Hersey in “unusual Aspetthe Pasadena Community Play-
house,” Drama, 19:50, November, 1928.
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interviews with Gilmor Brown. The thesis also contained &fobut important quo-
tation of Brown’s opinion of the acting technique required the Fairoaks Playbox;
the necessity for trained actors who had absolute contrblcamcentration in their
performances$®

Kenneth Macgowan, in his informative survey of American caumity theatres
published in 19S9, very briefly referred to the experimentak of the Fairoaks Play-
box. He noted that this intimate theatre was one in which titieance and the stage
were confined in the same rooth.

In an article inTheatre Artsconcerned primarily with the Herkimer Playbox, Har-
riet Green told of the first three seasons of the theatre IrFtiaks studio. She
indicated in a few sentences of description that the playe g&en -without a stage,
and with meticulous attention to "detail and finish of penfiance.” She observed that
a strong factor in the theatre’s success had been the discbyeudiences that un-
der favorable conditions illusion could be heightened eatihan dispelled by close
proximity to actors'®

In 1942 Glenn Hughes acknowledged that Brown had precedeédhistaging pro-
ductions "with the play intruding Itself into the audienath the stage and auditorium
merged.” Hughes asserted, however, that the Pasadenacprdtad not "established
and maintained an aren&®

The first of Brown’s two significant descriptions of the worktbe Fairoaks Play-
box appeared in a 1945 article published in a Journal deuotélge interests of the
non-commercial theatre and circulated mainly among itddes In "Confidential The-
atre,” Brown described the beginnings of the Fairoaks Riayb a large room in his
home, a room which had formerly been a painter’s studio. lgemed his discoveries
concerning the technique of acting required for such amitie theatre, as well as his
theory on the "personalizing” and heightening of audieresponse to the situations
of the play, He revealed that the Herkimer Playbox was buth & design embodying
a number of the characteristics of the Fairoaks studio, mahged to provide even
greater flexibility’

As national interest in central staging flared up followihg tsuccess of Margo
Jones’ Theatre '47 in Dallas, a number of articles and bopkeared which referred
to the status of the Fairoaks Playbox in toe evolution of ttemna theatre. Kenneth
Macgowan wrote in an essay published in the Mew York Times98l that Glenn
Hughes had credited his idea of central staging to Macgowdnlanes’ boolConti-
nental Stagecraftlt was the description of the Circus Medrano in Paris as ampatl
arena theatre which had impressed Hughes. Macgowan iddtzé the credit be-
longed rather to "the Playbox which Gilmor Brown and Ralplewt created as an
adjunct to the Pasadena Playhouse around 1925.

13May Rose Borum, "A History of the Pasadena Community Plagediunpublished Master’s thesis.
The university of Southern California, Los Angeles, 1920)104.

14Kenneth Macgowan, Footlights Across America, P. 152.

15Harriet Green, "Gilmor Brown’s Playbox,” Theatre Arts, yul935, p. 512.

16Glenn Hughes, The Penthouse Theatre, p. 12.

17Gilmor Brown, "Confidential Theatre,” National Theatre Gerence Bulletin, August, 1945, pp. 20—
26".

18kenneth Macgowan, "Theatre in the Round,” New York Timesrfia21, 1948.
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In the same year, Freud contributed an article to a journablbége and high school
dramatics, discussing his contact with central stagingpénRairoaks Playbox. Freud
stressed, however, that the Playbox concept included rhargjtist the central staging
form. Intimacy and flexibility were the highly important feaes*®

Among a number of reports on arena theatre in the Octobef) 586e ofTheatre
Arts, one by Albert McCleery attributed the origin of centralggtey movement in the
United States to Brown’s 1924 Playbox theatre. McCleeryragethat

from that initial venture in fluid staging grew the Penthod$matre of
Glenn Hughes, Margo Jones’ Theatre- in-the-Round in DaRatph Freud’s
U.C.L.A. project, the arena | conducted at Fordham for soe@eg; as well
as dozens of other arena stads.

In 1951 Margo Jones reviewed the modem development of dstagng, referring
to the Fairoaks Playbox as bringing more renown to the teglnfollowing earlier
efforts at Columbia University and Brigham Young Univeysit

She pointed out that the Fairoaks Playbox laid the grounklfeoithe flexible play-
house built by Brown in 1938 She herself had wanted to establish a flexible theatre
in Dallas instead of the pure arena foffn.

In the 1953 revised edition of John Gassner’s Producing thg, Relly Yea ton
discussed the values of flexible staging. He referred tosésat the Pasadena Playbox
and spoke of the Influence of the Playbox on other West Coaatris’3

Frank M, Whiting in 1954 emphasized the fact that "Gilmor Bros original Play-
box was as revolutionary in its flexibility as in its intimaty*

Joseph Golden’s 1955 doctoral dissertation on the devedapwof arena theatre
credited the Fairoaks Playbox with being at its inceptianrtreet important American
experiment in non-proscenium staging which had thus faernigiace. Although the
study was very carefully written, Golden erred in his dgstash of the interior of
the Fairoaks Playbox. He had inadvertently described ttexior of the Herkimer
Playbox?®

Macgowan and Melnitz in 1955 pointed out that the variantfaf arena theatre
known as the flexible playhouse began to take shape in 1924 thieefirst Playbox
was created in Pasadena. They stated that it was clearlydagegsor of the Russian
Okhlokov'’s flexible Realistic Theatre founded in 19%2.

In 1956 the first book devoted to a detailed discussion oftflexstaging techniques,
as well as those of central staging appeared. This was Wadgle's Central and
Flexible Staging, Boyle reiterated the pioneering stafub® Fairoaks Playbox in his
excellent, though brief, historical coveragfe.

19Ralph Freud, "Central Staging is Old Stuff,” Players MagaziDecember, 1948, p. 52.

20Albert McCleery, "An Invitation to Action,” Theatre Arts, @ober, 1950, p, 48.

2IMargo Jones, Theatre-in-the-Round, p, 38.

22Ipid., pp. 58, 188.

23Kelly Yeaton, "Arena Production,” in Gassn@toducing the Playrev. ed., p. 544.

24Frank M. Whiting, An Introduction to the theatre (1954 e@.)199.

25Joseph Golden, "The Position and Character of Theatre iRthind in the united States” (unpublished
doctoral dissertation. The University of lllinois, 1955)

26Kenneth Macgowan and William Melnitz, The Living Stage, p15

27\Walden Boyle, Central and Flexible Staging, p. 16.
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With so many general statements made about the significdfri@man’s theatre
but so few concrete details published, it was salutary treatdunder himself attempted
to provide more information for the public. In 1957, threeagsebefore his death.
Brown wrote an essay on his life’s work, in which he traceda & the influences
which inspired him to found the Fairoaks Playbox. He stateat he had become
interested in central staging through reading Macgowarggiestions concerning the
Cirque Medrano, that he had practiced the technique in thedks Playbox, and that
he had in turn suggested the form to Glenn Hughes as "suitéltetplanning of the
intimate theatre that he was to have in a Seattle hot€l.Brown Indicated that the
Playbox was not simply an arena theatre but stressed fligxibil

For the first time in the literature on the Playbox, Browndisthe actual repertory
of his theatre, giving the names of fourteen plays produagihd the first two sea-
sons. He also provided a detailed quotation from the prograthe first production
explaining the purposes of the intimate theatre.

This unfortunately was the extent of the specific informatioven by Brown. The
remainder of the material relating to the Fairoaks seas@ssimthe form of general
statements concerning such aspects as the limited pregettie slight indications of
locale, the "eavesdropping” reaction of the audience. hégiBrown nor any of the
previously mentioned writers had described the actualaizkarchitectural features of
the Fairoaks Playbox, revealed which plays were centrédigexd, or, for that matter,
provided any detailed information on the variants of flegiflaging used in any of the
productions. The names of the directors and actors paatioigin the three pioneering
seasons had not been mentioned.

After surveying this literature, one can conclude that tbelg and historical sig-
nificance of the Fairoaks Playbox have been reported in a suoftsignificant publi-
cations, especially in recent years. It is evident, howehat the actual nature of the
theatre has never been depicted In such a way that its piodaatan be visualized,
The general absence of photographs has not helped in tlaisirddere then is a theatre
which has become famous while its work is really unknown.

Sources of Material

A large number of primary sources were consulted in thisystithe purpose of this
section is to describe the nature of the sources and theiifis@nce to the study.

The Fairoaks Playbox Building

While the Herkimer Playbox was torn down in 1958, the buidgin 251 South Fairoaks
Avenue, in which Brown established the first Playbox, is byedappy quirk of fate

still standing. In the summer of 1959 the present investightid a series of pho-
tographs taken of its interior and exterior. At that time aédm@rea had been partitioned
off within the studio at the Fairoaks end, the walls had bemmied with plaster board,
and one fireplace had been removed. The covering over th@oeein had also been

28Gilmor Brown, "A Dream on a Dime,” in David H. Stevens, Ten diails in the American Theatre, p.
171.
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removed, according to Maurice Wells. Except for these feanges the building was
in very much the same state as at the time of its use as an tettheatre*

Since 1959 the studio has undergone further remodeling avitelling installed
which now hides the original exposed-rafter constructiot eross beams. A partition
extends completely across the width of the studio cuttirffgaagection of the room
near the Fairoaks end. With the studio In this state, thiestigator made detailed
measurements and drawings in the fall of 1961. Allowing flee imodifications, he
attempted to accurately reconstruct the original conulitithe 1959 photographs were
most helpful aids in this process.

Records of the City of Pasadena

Important sources of material for corroborating findingssome of the physical char-
acteristics of the Fairoaks Playbox were the records of thillBg Department of the
City of Pasadena and the Office of the City and County Assessor

Fairoaks Playbox Scripts

A very helpful source of information for the reconstructimiithe staging was the col-
lection of Fairoaks Playbox scripts containing stage dioes, which the investigator
was able to assemble. No one at the Pasadena Playhouse ktteeMadation of the
scripts used in the Fairoaks productions. At one time, hewe&rown had recorded the
fact that he had donated Playbox scripts to the Playhouséheéassumption that some
of these may have been from the Fairoaks years, a persistnechsvas made through-
out the Playhouse Library, which unfortunately was in thecpss of being completely
re-catalogued. All individual copies of plays, and colient containing Playbox titles,
on the regular shelves, on storage shelves, and in boxesexamined for evidence
of connection with the 1924-27 productions. The result & search VJIBS the as-
semblage of ten scripts containing stage directions, diagr property lists, and other
information relevant to the Fairoaks Playbox productions.

Scrapbooks

Three different sets of scrapbooks formed a major souraafofmation. These books
were immediately accessible as regularly classified pustad the Pasadena Playhouse
historical source collection.

Two sets of scrapbooks had been assembled by Mademoisalteel®ichert in
1948. She Informed the investigator that in 1948 she haddtlummaterial for the first
set in boxes at Brown'’s house and with his permission andultati®n had organized
it into four separate volumes. These scrapbooks compresedhrelating to the life
and work of Gilmor Brown. The first three volumes are referredn abbreviated
form in the footnotes of this study as GB1l, II, and Ill. Theufth volume is called
"Gilmoriana” following the title given to it by Mademois@&lRichert.

The second set of scrapbooks contains the Playbox voluraes 1924 to 1950.
The first volume covering 1924 to 1931, includes programeywgdhotographs, and re-
views and articles from newspapers and periodicals dewlitigthe Fairoaks Playbox
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and the beginnings of the Herkimer Playbox. The Playboxxdmraks are designated
in the footnotes as PB |, 11, 11, and so forth.

The third set of scrapbooks used in this study was the enaicalection of mate-
rial which constituted the Pasadena Community Playhoulsenes. These books were
begun in 1919 and have been kept up until the present time sdiapbooks contain
newspaper clippings, magazine articles, and advertisiatgemrelated to all the activ-
ities and personnel of the organization. A great source féitdity for this research
study was the fact that Playbox items were generally mixedithout any separate
identification among all the other clippings. The processaafrching for the rare Play-
box clippings was thus something like pearl diving. Thess/Rbuse scrapbooks are
referred to in the study by the abbreviations POP 1, 2, 3, abddsth.

Playhouse Photograph Albums

A photographic record of the early efforts of the Pasadena@onity Playhouse

proved useful for an analysis of Brown'’s pre-Playbox stggigchniques, especially
in outdoor productions. These photographs were availabkeparate volumes, the
first two being particularly pertinent to the content of tsiady.

Governing, Board Minutes

The two volumes of minutes of the meetings of the GoverningrBof the Playhouse
were significant sources of Information concerning theti@aship of the Playbox to
the Playhouse. They also provided valuable informatiornar@ng to the Playbox
directors.

Gilmor Brown’ s Correspondence and Other Papers

The files of Gilmor Brown’s correspondence, which could pgdhhave been of great
value, were disappointingly incomplete. Only a. few randitems have been pre-
served from the years prior to 1930, almost none of which leebearing on the

Playbox. From 1930 to 1938 a slightly larger number of lstteave been saved, while
the entire file of letters from 1938-40 has been kept intabe dorrespondence which
had been on file in Brown’s office during the years immediapgiceding his death,

approximately 1952 to 1959, was also preserver?. From thssgears a number of
letters pertinent to this study were found. In addition te dorrespondence. Brown’s
financial papers, copies of his income tax returns from 182dugh 1958 and a group
of documents relating to his ownership of various real egpabperties, including the
Fairoaks building, were preserved in the Playhouse cadlectf Brown'’s papers. From

these items it was possible to obtain data concerning Bofimancial status, although
there was an absence of information concerning the opgratists of the Fairoaks
Playbox.
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Interviews

Since the first Play-box closed its doors thirty-five years,abis study was a race
against time so far as some of the individuals associated tivéé theatre were con-
cerned. The main emphasis in the interviewing was devotdédet@roducer and the
directors of the Fairoaks Playbox. Gilmor Brown was stiv@] and in spite of failing
health granted the investigator a number of interviews betwl957 and 1959. He
died in January, 1960. A range of topics was covered in theriigws with Brown,
with especial attention paid to the producer’s earlier ge®rhile there were a number
of areas in which Brown’s memory could be of little help, hes\garprisingly acute on
other topics. A crucial area for this study toward which haldaontribute few details,
was the staging of specific productions at the Fairoaks Bbayb

In the case of Maurice Wells, the situation was quite diffitreThrough a great
stroke of fortune as far as this study was concerned. Wetlsjyet returned to Cal-
ifornia from the East coast after an absence of thirty yeamd, had settled again in
Pasadena. Since he was in his early twenties at the time abhisection with the
Playbox as co-director, he was still under sixty years of atge time he was inter-
viewed. Furthermore he had an extremely accurate and etaimory of the days of
the Fairoaks Playbox, an appraisal which was reached thrihwégrepeated corrobora-
tion of his remarks by other evidence.

Ralph Freud, Brown’s other directing associate, was alsilable for interviews
and was close to the same age as Wells. Having had a greatarnamith production
processes and the direction of plays throughout his caheeprovided a number of
unique details concerning the Fairoaks Playbox performsinc

In addition to the above directors fifteen other individuaése interviewed, some
of whom gave information concerning Gilmor Brown, while etk had contributions
to make in regard to the Fairoaks Playbox. Among these were:RBger Stanton,
Professor of English at the California Institute of Tectomyl, who had been an actor at
the Playbox during the 1925-26 season.; Dr. Fairfax P. Walkfice- President of the
Pasadena Playhouse and formerly Dean of the School of thatféhevho had acted
in a Playbox production in the 1924-25 season. AssociateeBsor Emeritus Cloyd
Dalzell of the Department of Speech of the University of ®euh California, spoke of
several Playbox productions in which she had acted. ThedpiBtar-Hews Critic,”
the play reviewer for the Pasadena newspaper, Mrs. Alicad$aBaskin, told of her
years covering productions at the Playbox and the Playhdti$® character actress
Elisabeth Patterson revealed pertinent facts about Bodays at drama school and
his early years as a leading man and director of his own tgurompany, a period
in which she was an active participant. Ruth Burdick, theedtArt Supervisor and
stagecraft teacher in the Long Beach, California schoold, af her observation of
Playbox productions as an audience member, and of her sudrsteefforts in flexible
staging in Long Beach, Mademoiselle Jeanne Richer!, theagemof the Herkimer
Playbox for a twenty year period, provided many details eoning Gilmor Brown
and the Playbox idea. Others who told of Brown'’s work and geatity were Morris
Ankrum, Thomas Browne Henry, Charles Lane, Julia Farnswamd Mary Greene.
Of this last group only Morris Ankrum, however, had known avatked with Brown
prior to 1929.
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Methods

In conducting the research for this study, the usual metlob@xternal and internal

criticism of historical sources were used. To indicate sofiike techniques employed,
a few of the specific problems encountered and the steps talsaive them are briefly

discussed.

External Criticism: Verification of the Identity of Sources
Newspaper Articles, Reviews

In the Gilmor Brown scrapbooks and occasionally in the Péeydrrapbooks, newspa-
per clippings were pasted in without an indication of the aavhthe newspaper, the
name of the drama critic, or the date. When it could be ascedahat the newspaper
was one of two or three in a particular city, the printing stgf each was compared
with print in the slipping. From this evidence the newspapauld often be identi-
fied. When the date was not given on the clipping* referenddsmthe article often
provided an approximate date,

In the reviews of the Fairoaks Playbox, a number of clippifigm the Pasadena
Star-Newdlid not carry a by-line for the name of the reviewer. Fromrivitavs with
Alice Haines Baskin and Maurice Wells, it was learned thas MBaskin went by the
title of the "Star NCWB Critic,” while the other reviewer fahe newspaper used his
own name if any credit for the review appeared. The otheicasigs the Scottish-born
Alexander Inglis. When neither the title of "Star Hews Qritor Inglis’ name ap-
peared, it was necessary to determine the author ship thithkegstyle of writing and
the frame of reference of the reviewer. In general the difiees between the two writ-
ers was clear, making the identification not overly difficuitglis had a great Interest
in England and English literature. In addition his writingsealed certain stylistic pe-
culiarities. Mrs. Baskin was much more interested thanis¢riglthe technical aspects
of production, and tended toward a lyrical mode of expresaidimes.

Fairoaks Playbox Scripts

The verification of the Identity of a script of a play as one ethhad been used at
the Fairoaks Playbox was a most Important matter. Hot ordytldé script need to
be validated for Its connection with the studio theatre, thetspecific notations and
diagrams within it had to be shown to be these for the Fairpagduction and not an
earlier or later performance given elsewhere. Procedwged imcluded the following:

1. Playbox director’'s handwriting. In most of the scriptsifid this meant either
the writing of Gilmor Brown or Maurice Wells. Known sampleseach were
carefully studied for identifiable characteristics, Browwmarticular possessed a
very distinctive style of handwriting.

2. writing was analysed for references to matters connegtirdthe Playbox pro-
duction or connected with other events occurring at the tifrthe production.
For example, in Maurice Wells’ copy of Justice he made notetfor the casting
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of minor characters in Cyrano, which was in the final stage®béarsal on the
mainstage at the time Justice was being prepared for thedaiPlaybox.

. were examined for their relationship to the structurdefRlaybox theatre. Since

the architectural features of the Fairoaks Playbox weredlifferent from other
theatres, numerous diagrams conforming to the structuied oot easily fit other
productions. In the scripts of "Desire,” Bernice and The dna there were
highly unconventional ground plans which fitted the FaioBlaybox perfectly,
but would have been very peculiar sets elsewhere.

. The diagrams and stage directions in the scripts werecalsgpared with the

extant photos of Fairoaks Playbox productions. This wagdadth The Discov-
ery and The Ship, where no contradictory facts emerged. Versamipt of The
Truth About Blayds was compared with the photographs of timBks Playbox
performance it became obvious that the setting and moveniatiitated in the
script were not for that production.

. To further rule out the possibility that a script may haeet for a production

given elsewhere by Brown or Wells, the records of the Plaghouere care-
fully examined for listings of such performances. All of thetations within
the given script then had to be compared with the Informatibich could be
obtained concerning the settings, the theatre, the stdginthe non-Playbox
performancesThe Tragedy of Marirhe DiscoveryandThe Shipappear to have
been given only at the Fairoaks Playbox. A number of othedypections, how-
ever, were given at the Playhouse after the intimate thgatf®rmances, Thus
the scripts ofAnthony and AnnandJusticehad to be carefully examined in light
of the known facts concerning the Playhouse productiongh¥rcase of Justice
there were photographs of the Mainstage performance whiolwed some dis-
crepancies with the evidence in the script. At the same thmeestwas material
in the script which more closely matched the Fairoaks Playimmbined with
other evidence the conclusion could be reached,with sos@asce, that the
particular script did indeed contain the director’s notastfie Fairoaks Playbox
performance.

Internal Criticism

Reconstruction of the Staging

An especially strong goal of this study was the reconstougtso far as possible, of
the manner of staging of the twenty-two productions givethatFairoaks Playbox. To
accomplish this purpose, even to a limited extent, a ratbeiled procedure of internal
criticism had to be followed. Among the steps taken were dhlewing:

1. All of the plays given in the theatre were read with the @tiom of two which
were not available: “The Trackwalker’s Child” and "Song Wivings.” 2° Both
of these were original plays.

29In this study the titles of one-act plays and unpublisheBlénigth plays are enclosed within quotation
marks. The titles of published full-length plays are unided.
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The plays were analyzed for the basic staging demands eztjlldy the dramatic
action. The playwright’s descriptions of settings and stdjections were also
examined.

2. All of the contemporary descriptions of the Fairoaks Btayperformances were
analyzed for the types of settings, the use of space, the maveof actors, and
other aspects of the staging,

3. The small number of extant photographs were examinedail fier information
concerning the part of the room used, the nature of the funmigroupings, the
relationship of the set to the audience area, as well as éssubsidiary purpose
of noting the identity of the actors, their costuming and ewgk

4. Scripts which met the tests of verification as copies usd¢ldd Fairoaks Playbox
productions were studied in complete detail. Every notatias examined for
its value as a clue to the staging process. These were therdestin their
entirety on separate cards and sheets of paper in order aiearly observe the
groupings and patterns of movement. Fitting together theaicoof references
to parts of the Fairoaks Playbox, ground plans of the sedfitige dimensions of
the acting and seating areas, were gradually reconstructed

5. Individuals who had participated in the productions asaors or actors, and
those who had seen the performances as audience membegsinteeviewed
for the evidence they could present concerning the stagirtgs information
was then compared for consistency with the evidence fronctimemporary
records. Furthermore, when two or more persons intervigwesdented infor-
mation concerning the same production or staging technihissevidence was
examined for consistency among the individuals interregat

6. Conclusions regarding the settings were recorded inngtqulans drawn to a
one-quarter-inch-to-a-foot scale. The patterns of moveraad groupings of
actors were described in summarizing accounts for eachuptioeh, accompa-
nied where necessary by diagrams to clarify the finding.

“Reconstructions” of the Acting

The problem of reconstructing or evaluating the acting ftbendistance of thirty-five
years by one who was not an eyewitness to the performancéobeisusly., a diffi-
cult one* The best that could reasonably be done in such at&ituwas to record and
interpret the descriptions and evaluations provided bytiiemporary critics, as well
as the evidence given now by the persons interviewed. Teesatisome satisfactory
level in the conclusions drawn, these procedures were used:

1. Where more than one critic reviewed a Fairoaks Playbodymtion, the com-
ments on the acting were compared for differences of opjraod for insight
into the level of frankness of each. It was especially usefgbompare the com-
ments of those who appeared to be "supporters” of the FasrBllybox and the
Pasadena Playhouse, with those critics who seemed to benaotel in their
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attitudes. In general, the critics for the Pasadena StarsNAlexander Inglis
and Alice Baskin, wanted to encourage the efforts of the dRasa Community
Playhouse and its intimate theatre adjunct. This did notgmethem, however,
from making very candid comments on the nature of the acfifigey endeav-
ored to phrase their remarks in tactful language. The gébedy of critics from
outside Pasadena did not tend to be as concerned with dipjoamal therefore
provided a useful basis of comparison*

. Wherever there were reservations about the acting, nenmatw politely worded,

an attempt was made to penetrate the meaning of the obsmwagince Inglis
and Baskin tended to be "supporters,” their negative contsnrok on extra
significance.

. Reviews of performances by Fairoaks Playbox actors iardtieatres formed a

supplementary background for interpreting the evaluatimintheir work in the

Fairoaks Playbox, This broader range of comment was an aeédimg through
the veil of Journalistic diplomacy. Most of the Playbox menfiers appeared in
productions of the Pasadena Community Playhouse, and wigjecsto reviews

by critics from the greater Los Angeles area.



Chapter 2

GILMOR BROWN'S
EXPERIENCE PRIOR TO
ESTABLISHING THE
FAIROAKS PLAYBOX

In this chapter the background of Gilmor Brown will be ex@diin order to reveal the
general nature of his training and theatrical work priortte founding of the Fairoaks
Playbox, and the specific experiences which led him towarddtinding of his flexible
non-proscenium theatre. The early years of the PasadenaGoity Playhouse will
also be discussed.

Brown’s Family Background and Early Years

Gilmor Brown was born into a family of business people, bukeast two members
had been connected with the theatre. His father, OrvilleMBroborn in 1845, had
been stage struck as a young man and had become an actoringtoampanies
much against the wishes of his parents, who considered ¢fagréhhardly respectable.
For a while Orville even managed his own troupeAfter his marriage in 1872 to
Emma Augusta Gilmor, he abandoned hie theatrical careeemteded a succession of
business ventures, HiB half-brother, Burt Brown, revetbégpattern by beginning as
a business man on New York’s Wall Street and later enteriadhbatrical field as an
associate of William A. Brady, the eminent produter.

1AIma E. Riggle, “North Dakotans in CaliforniaThe Fargo [North Dakota] ForumDecember 30, 1934.

2|nterview with Gilmor Brown, July 10, 1957.

3“Loved Woman of Theatre,” Unidentified newspaper clippinigca November 17, 1947. [Gilmoriana,
p. 26.]

4Brown, loc. cit.
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Although the Brown family were New Yorkers, Gilmor was bomdaaised in the
midwest. His father had gone out to North Dakota on medicaicadto bolster his
health, a prescription the rationale of which Gilmor nevaitejunderstoctiin sub-
zero weather Orville maintained and developed his homdsiad land near the tiny
village of Mew Salem, He ultimately became the proprietaa géneral store, an Indian
trader, the operator of a grain elevator in Mandan, and teedounty commissioner
from his district®

While Orville was thus attaining prominence in the commynitis third son,
George Gilmor Brown, was born. The date was June 16, ¥886son, Richard had
died as a child, but another son, the now eleven year old Fresdk on hand to keep a
brotherly eye on the new member of the family.

Gilmor (who was known as George until he was nineteen), westhool in Man-
dan, and soon began expressing hie theatrical impulseglyiaing his schoolmates,
both Indians and Caucasians, into a company of actors. |Bithvn barn, the eight
year old boy ran the children through performances of selesfrom the school read-
ers, until his father discovered whet had happened to théyfasheets. Under no
circumstances was the young director to use them again asrsfe

Shortly after this event, the family moved to Denver, CottraThere Gilmor fin-
ished elementary school with no further attacks on the fahmien, but with dramatics
still a strong interest. As he often liked to recall in lateays, his decision to devote
his life to the theatre came to him in the eighth grade. Thattreat stirred him so
deeply was hie opportunity in January, 1901, to watch thelrated Mrs, Flake and
her company perform IBecky SharpThe performance seemed to him to have reached
the peak of the actor’s art and the ultimate in elegance afymtion. Years afterwards
he enthused, “Oh! what a revelation that brought me on theipiites of theatre.
What a production! what a cast! what a revelation of subtkegnificent acting.

As a result of this experience, he immediately made planstbgp a company of
child actors'? a step which was the beginning of a career as an actor-diretich
lasted almost sixty years. Gathering together as many herlood children as possi-
ble, he established an intimate theatre in the basemenrd bblme. Perhaps this may be
called the germination of the Fairoaks Playbox. Aa a yowerdst developed the idea
that one could create a theatre out of whatever facilitie®wehand. Since the family
lived in the vicinity of Tuxedo Place, Brown gave his compé#mg rather debonair title
of the Tuxedo Stock Company.

His approach to theatrical production at the age of fourteme at least one point
of resemblance to his later practice. He enjoyed turningaggaodly number of plays
and saw no reason why they could not quickly be made readyutaligpconsumption.

Slbid.

6New Salem [North Dakota] Journaluly 27, 1934. (Gilmoriana, p. 27.]

"During his entire career in Pasadena, Gilmor Brown neveligylisted the year of his birth, although
he admitted that his birthday was June 16. The present ligagst accumulated five pieces of evidence
proving that the year was 1886. It is no longer necessaryeseant this evidence, since the recently acquired
collection of Brown’s personal papers at the Pasadena &leghcontains United States census records from
1900 to 1910. These records show statements by Brown’s gateat Gilmor was born in 1886.

8Higgle, loc. cit.

9Notes on Playbox program fédanity Fair, November 5, 1956.

10Gilmor Brown, "A Dream on a Dime,” in Stevens Ten Talents ie tkmerican Theatre, p. 162.
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Serving as company playwright as well as director and leadictor, he employed
great speed in writing scripts for his juvenile actors andegapidity in rehearsing the
plays.The Denver Newsecame interested in the Tuxedo Stock Company and reported
Brown’s methods; “The playwright spends a week writing a/@ad usually composes
one act at a sitting. Then he takes a rest of a day or two an@edsdo anothét:

Rehearsals of each play lasted no more than a week. A newgtfodwas given
every month. Brown’s audience consisted mainly of adulte wduld afford the oner-
ous admission charge of five cents.

The type of play which the young producer preferred at timetivas the romantic
historical drama. Cardinal Wolsey and Alexander Borgiaen@s favorite characters.
Xn addition he wrote sensation melodranise Denver Newdescribed one of them:

The Wayland Robbery’ has one thrilling character in it chli&@he Three
Fingered Murderer,. and the whole plot bristles with situzd calculated
for hair miserst?

The basement theatre went its merry way until the firm voicgaséntal authority
once more had to intervene. Neighbors had been coming to Bh@wyn with com-
plaints that their children had become so involved in théiigations to the Tuxedo
Stock Company that they were neglecting their school woikn@ was forbidden the
use of the cellar. If his parents thought that this would dtop from continuing his
career as Denver’s youngest theatrical producer, they amieusly mistaken. Gilmor
found refuge in the church, more specifically in the basern&Bt. Mark’s Episcopal
Church, The conservative but kindly minister. Dr. Houghfoeermitted Gilmor to pro-
duce his own version of that questionable play. The Belle @yNork, but prayed all
the while for the souls of these innocehts.

It was through St. Mark’s that the youth came to meet a womemn wdis to have
a great influence upon him. The church operated a family c&8tp,Mark’s in the
Mountains.” Here in the summer of 1901 or 1902, the teenageaine acquainted
with Mrs. Florence Adams, a woman who ran a fine drama schoGhicago. Dr.
Houghton had asked her to be in charge of camp activities.V@ikenor informed her
that he would like to present a play that he was in the prockssiting that summer,
she decided to make it a featured event.

Inspired by a particularly striking location near the camvpjch seemed en excel-
lent setting for a drama, Brown had embarked on the compasiti his play, modelled
after a Greek tragedy, The place where this sorrowful sagatavanfold was domi-
nated by a majestic cliff with a flat area below it, and a streaming in front of this
level terrain. The audience was to sit across the streamrigdkward the hillside.
Brown was already fascinated with the idea of finding pladesmthan conventional
theatres, to fit the needs of particular dramas. In this adsmurse, he wrote hie play
to fit the location.

When the performance night arrived, Gilmor and the threespagho with him
formed the cast, built bonfires, one at each side of the tdifijuminate the scene. A

11penver Newsindated clipping, circa 1901. [OB I, P. 1.]
12|pid.
Bnterview with Gilmor Brown, July 10, 1957.
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sizable audience “streaked in from everywhere.” Greatadeatory scenes took place
at the top of the cliff, to which the actors could easily climd climactic point was
reached with the death of the heroine, played by one of the oy

Although the performance was probably amateurish enougb, Mdams was fa-
vorably impressed by Brown’s potential. She encouragednuther to have the boy
acquire theatrical training, and indicated that she wow@dappy to accept him as e
student whenever he was able to come to Chicago,

During the spring of 1903 the Brown a left Denver to resettlébrth Dakotat®
They moved to Glen Ullin, a town with a population of 350, wh@rville operated a
real estate office and served as Justice of the PéaSince there was no secondary
school in the Immediate ares, and because Gilmor wantedttnokegular tutelage
in acting, his mother took him to Minneapolis in the fall. Tléhe continued his
high school education and supplemented it through attgrdasses in acting and oral
interpretation at the Johnson School of Music, Oratory arahiatic Art!’

Back in North Dakota in the summers of 1904 and 1905, he busiedelf pro-
ducing one act plays, and Shakespeare’s Much Ado About Ngtii amateur benefit
programs for organizations in the area. These were givetoinr' halls” with rudi-
mentary facilities for theatrical performancés.

It was during the fall of 1904, that Brown’s forms! educatimmminated. He
had been working hard at his high school studies, but founith@maatics, especially
geometry, distressing. Furthermore, he had been longigg to Chicago to train under
Mrs. Adams. Thus when he “flunked miserably” in geometry eixations that fall,
in his Junior year!® he decided to quit high school altogether and realize hiardse
in the midwestern metropolis. Emma Brown accompanied lghteén year old son
to Chicago and established him in a rooming house, leavimgtbithe good graces of
Florence Adams and her drama school.

Mrs. Adams’ school proved to be a stimulating place for Giimbhrough his
teacher, he was able to usher at the Chicago Auditorium wheaw performances
by such artists as Bernhardt, Duse, Rejane, and C&Puss.the wife of the manager
of the Auditorium, Mrs. Adams was able to bring to her studinumber of great
theatrical and musical personalities of the era. The fankwaach actress, ReJane,
spoke to the students while she was in Chicago on her Ametasmin December,
1904. Of significance as one of the influences which eventpatiduced the concept
of the Fairoaks Playbox was a demonstration given by thes&tiShe showed how an
entire drama could be staged on a tiny square platfdrm.

The training Gilmor received in the school stressed thesdasand made little use
of modem realistic play% Perhaps the roost Important aspect of the teaching was the

14Brown, loc. cit.

15Denver News, undated clipping, circa January 1-11, 19081,[6. 5.]
16Riggle, loc. cit.

17Brown, loc. cit.

18programs and reviews of these performances are in OB I.
BInterview with Gilmor Brown, July 10, 1957.

20Gilmor Brown, “A Dream on a Dime,” p. 163

21ibid., p. 177.

22Interview with Elizabeth Patterson, August 14, 1958.
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inspirational power of Mrs. Adams herself. It left an inddi mark on Brown who
paid tribute to her all through his life. Years later he wrotéis teacher:

In her honor there stands in the corner of the Art InstituteCbfcago,
a statue inscribed, .TO Florence Jane Adams, who was a genthse
evocation of personality.’

The drains school served mainly as e “finishing school” fariaity prominent young
ladies. Among the girls, there were some, however, who sdrajhing for the profes-
sional stage. There were few men in the classes. Elizabér&an, long a character
actress in films, was a fellow student with Gilmor. AccordiogMiss Patterson, the
teacher and the girls doted on the handsome blond youthmftilvas the pet of the
place.”?3

Brown'’s First Professional Work

After two seasons at the school. Brown began his first truéepsional work in June,
1906. He had the good fortune to find a Job playing bit parthién3hakespearean
touring company of Ben Greet, who were on their way to coneplle¢ir current tour
with a two months’ jaunt through the South. The company oftesed at locations

other than conventional theatres., 'with many of the penfamces taking piece out-
doors. From Greet the young actor learned much about thengtafplays with scenic
simplicity and maximum use of suggestion from the few propd dems of scenery
employed. The plays were given on an Elizabethan platfoagest

At the conclusion of the tour with Ben Greet in July, Brown watmost imme-
diately into the company of Harold Nelson, who was gettirgdsefor a trek through
Canada. This tour, which took the young actor through manphefoutposts of the
central and western provinces, ended in 1907. Brown plagédymuthful end charac-
ter parts in a repertory consisting mainly of historical attbkmas end Shakespearean
plays, Following this he went on a short barnstorming tou€ahada with the smell
William Yule Company?® From 1907 to 1909, he traveled in the company of May
Stuart, playing mainly through the South and Southwest,dssupporting player and
later as leading man. Again Shakespeare was the staple affibgoire, although the
public was also favored with a piece entitled Ingomar thebBean. In his recollection
of the tour, Brown said of the middle-aged actress that “shedoing Shakespeare end
doing It very badly.” May Stuart had wrung

from a Houston, Texas theatre critic the reaction, “Good God Juliet!” 26

When the “second lady” of the company left for another engag@. Brown sug-
gested that his friend Elizabeth Patterson be hired as ageplent, Miss Stuart took
hie advice, but this ultimately led to friction. The actresanager became extremely
jealous of what she mistakenly assumed to be a romantiesttbetween her leading
man and the new member of the troupe. Life in the company besamnbearable for

23pattersonloc. cit.

24Interview with Gilmor Brown, July 13, 1957.
25\pid.

26Brown. loc. cit.
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Miss Patterson that she resigned, and was promptly follawéhis action by Gilmor
and an actor named Jackson Rigby.

This incident, which occurred in February, 1909, was thé&uad cause of Brown'’s
becoming a theatrical producer et the age of twenty-two. &tklieen thinking about
starting up his own company, but now bed a good reason to tli@aln April, with
the support of his parents who joined him in the venture. Bréermed a company
under his father's name: “The Orville Brown Comedy Playetsville was in actuality
the business manager of the group, although he occasigiajlgd parts. Mrs. Brown
assisted as costume mistress, end general factotum.

She proved to have extraordinary capability in bossing tieevs in the loading
and unloading of the scenery, as well as financial acumengatizing for service®
At this time she was fifty-eight end her husband sixty-fouila@ which reveals their
venturesome spirit since this was apparently their firgtitJexperience in operating a
theatrical troupe. Gilmor’s brother, Frank, also joine@d&t*advance man,” seeing that
the company was well publicized in each town on their rétite.

The tour through Kansas, Colorado, Wyoming, and Utah wasngekto be a fi-
nancial failure, since it took the performers into ruralaeluring summer months
when the farmers worked late in their fields. It provided &eotink in the chain of
experience, though, which moulded Brown'’s ideas on thesdtadaptability. In Utah
he had to devise ways of fitting his productions into Mormourches in towns where
there were no theatré8.

As a director of professional actors Brown revealed himgelbe efficient and
sensitive. Elizabeth Patterson, who was his leading ladyrerour, has described his
conduct of rehearsals:

He knew what he wanted and insisted on it. But he also let tbplpdind
their own way. They were experienced actors. When he feltesoimgy
should be changed he would tell the actors. Even though heawasger
than the rest of the company, they respected his ability.

Gilmor was interested in all the details of the productidre &cting, the
settings, the costumés.

Aside from a few months stint with the Bill Bittner CompanyQklahoma in 1910,
Brown was occupied with tours of his own company between 18891913. The
territory he covered continued to be the less populatecsasEKansas and the West,
so that he often had to make adjustments to very Inadequpégddouses” and “town
halls.” In Alpine, Texas he presented The Merchant of Veriitan opera

house with only kerosene lanterns for his stage lightingcesielectricity had not
yet reached the towft.

27patterson, loc. cit.

28Marjorie Driscoll, Los Angeles Examiner, clipping not datdut circa February, 1945.[Gilmoriana, p.
70.J

29Riggle, loc. cit.

SOpatterson, loc. cit.

3ipid.

32Unidentified clipping. Alpine, Texas newspaper, circa 19GB II, p. 11.]
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Outdoor Non-Professional Productions

In 1912, the actor-director embarked on the first of his sumdrematic festivals with
amateurs. These productions were given outdoors duringutimeners of 1912,. 1914,
1915. and 1916. They were important in Brown’s developmieath for the consider-
able experience he gained in working with amateur actolsatse training for a future
community theatre director, and for the additional teche&he acquired in producing
plays without a siege, proscenium arch, or curtain.

His first outdoor production was A Midsummer Night's Dreame kehearsed a
cast of 21 specking characters supplemented by 80 fairiésles, played mainly
by children. The play was produced in Kinsley, Kansas, a tawth a population of
2,500. Sponsorship came from a woman’s organization, tieayNight Club, for the
benefit of the Public Library fund. Brown learned early theportance of interesting
women'’s clubs in backing theatre enterprises, a lactic whias to prove repeatedly
useful in the years to come, This was especially true in tegathe founding of both
the Pasadena Community Playhouse and the Fairoaks Playbox.

The theatre was created in a natural Betting of a grove oft giattonwood trees,
with a creek running upstage of the trees. A bridge was bailbss the stream con-
necting the two acting areas. Above the stream was fairylaeidw it the setting for
the other scenes in the play. Brown paid particular atterttichis lighting, placing his
instruments up in the trees where they were able to effdgtilicow their beams down
on the acting areas. In addition he used a bank of footliglatsked from the audience
by a covering of leaves.

The seats for the spectators ranged right up to the edge aldivey area. The
comedy opened on a note of Intimacy with the Duke of Athenk¥ad by a train
of men and women, proceeding from behind the audience, dog/main aisle, over
the footlights and onto the stage. A troop of elves led by Obemnd fifty little girls
dressed as fairies, led by Titania, also came down the dibley crossed the bridge
over the stream and entered the upstage area of “fairyldhd@he production struck e
number of citizens as Just about the greatest thing that@mrened in Kinsley. The
Kansas City Star a which sent out a reporter to view the pridsiucseemed to agre@.

In 1913 Brown spent the summer in stock in Pasadena, a citanaeswhich will
be discussed shortly. In the summer of 1914, however. Braorecte:d outdoor produc-
tions in both Kinsley and Hutchinson, Kansas. The Hutchin@camatic Festival, as
it was called, took place first. Brown again exhibited hidlskidealing with women’s
groups by obtaining the sponsorship of the Renaissancedidbtchinson, who were
to divide the profits with him on approximately a 50-50 bagise ladies’ club arranged
the festival as a benefit for a day nursery for children of irggkmothers.

In Hutchinson Brown had to create his theatre since therenwaggular facility
available for outdoor productions. The place selected Wwagyarden of a residence
belonging to Mrs. Henrietta Briggs-Wall. It contained apls&etch of lawn at the end
of which was a wooded section, dominated by tall maples aadrgshrub$® For hie

33Statements by Charles Edwards, Brown’s Kinsley associat¢he production, in The Hutchinson
[Kansas] Gazette, June 19, 1914. [GB II, p. 14.

34Kansas City Star. June 9, 1912. [QB I, p. 99.3

35The Hutchinson Gazette. July 16, 1914.
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production of Twelfth Night, the director used a very simpletting, consisting of a
few marble benches and Grecian pedestals placed withinattiegbound of trees and
greenery® The lighting scheme followed his plan of masked footlighlisspgreen,
rose and yellow lights mounted up in the trééd he total effect impressed the critics
as extremely beautiful, as lovely as a “Maxfield Parrishypiet’ 38

That Brown was fully aware of the “New Stagecraft” technigqiesimplification
and suggestion, end was attempting to use it in Twelfth Nighs revealed in the
comment of the Hutchinson Gazette:

The new stagecraft is a suggestive idea that swings away themeal-
istic work that has long held sway, and the lights play a maostdrtant
part in the setting of the play. They kindle and quicken thagmation.
. . . Fresh from the centers where the new world [sic] is haitmtials,

Gilmor Brown will give Hutchinson insight into the best ththe stage is
offering in New York and abroad, when he presents the playWednes-
day, Thursday, and Friday night$.

Brown'’s early interest in the new scenic technique shouldphasized, since a defi-
nite relationship exists between the Hew Stagecraft andribrea stage.

In all. Brown directed fifteen separate outdoor productiohseven plays during
the four summers devoted to this activity. He followed thedhinson play of 1914
with a production of As You Like It in Kinsley. In 1915 and 19B8own continued
what had become an annual event in Hutchinson, but alsodpisavork to several
other towns. He produced plays in Lincoln, Herington, Shn]and Stafford, Kansas,
as well as Rochester, Minnesota, the city dominated by thgoMaothers. In each
case he had to plan his productions to fit the differing laceti In both Kinsley and
Rochester his work stimulated plans for construction ofq@erent outdoor theatres.

Of these open air presentations only two need be mentiorred ®ae was the per-
formance of The Piper in Hutchinson; the other, Sakuntal&tafford. The Hutchinson
play was Josephine Peabody’s version of the story of the Pigel of Hamlin, which
proved to be Brown'’s best loved acting performance in theddartown. Presented
in 1915 in the Briggs-Wall garden. Brown again practicedage@mplification in the
setting. To represent the public market of Hamlin, he emgdioy well with a wayside
shrine upstage of it. Many of the scenes centered about tire$h As The Hutchin-
son News reported, the shrine and the well “were about the stalge 'properties.
used.”4!

The Stafford performance of Sakuntala is of concern beciuwsee given horse-
shoe staging. When discussing hie concept of flexible anttalestaging many years
later,

36The Hutchinson News. July 16, 1914.

37The Hutchinson Gazette, loc. cit.

38Ibid.

39The Hutchinson Gazette, “To Rehearse Tonight on Open AgeStdndated clipping, July, 1914. [GB
I, P.25.3

40The Hutchinson Gazette, June 10, 1915. [GB II, P. 42.]

41The Hutchinson News, June 10, 1915. [GB I, p. 40.
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Brown referred to this production of the Hindu drama as a dtefjgredecessor of
the Playbox? The play was given in the new city park of Stafford, as an evelebrat-
ing the opening of this civic acquisition. For his actingagethe producer employed
the bandstand which had been constructed in the park andearirafront of it. The
indication that the audience sat around the actors was htaug in a contemporary
description of the production:

Part of the stage was the bandstand, and part of it a seng-oifsand in
front of it.

The seats followed the circle, after the fashion of the dalgemthe play
was written when the audience sat on the ground outside dige.sfUn-
derlining not in the original¥

In addition to these outdoor productions. Brown gave séwedaor plays using
amateurs during the 1915-16 season. At this time he wagttgisettle in Hutchinson
since theatrical touring had been in a general decline asr@asof livelihood for ac-
tors. He tried to obtain a position teaching dramatics inpielic school system but
was not successfdf. In lieu of public school teaching, he opened his own “Gilmor
Brown School of Expression” in a rented house in the city. I4e formed an orga-
nization called “The Festival Players” (among whom were safhis students), with
the purpose of developing a nucleus of amateur actors fosuhremer dramatic festi-
vals. A series of plays were performed to keep the actorsinitrg during the winter
months?®

An Indoor Production of a Greek Tragedy

A number of The Festival Players participated in a largesspedduction which Brown
directed under the auspices of the Hutchinson Women 4B Qlhis, presentation of
Euripides’ The TroJan Women given in the Convention Hallhef tity, was Brown'’s
first recorded effort in staging a classical Greek drama.a&interested in historical
traditions, he tried according to the program of the plapresent “as nearly as possi-
ble the conditions and atmosphere of the ancient Greekrtheht this respect he was
moving toward the intimacy concept of the arena, as he hadkur@ala and a a Max
Reinhardt had done in circus productions of Oedipus and Triest€ia approximately
five years before this. The program described the settinglas\s:

The setting represents the orchestra circle, the stepshanstage of an
ancient Greek theatre. . . . As no curtain is used a trumpéwahl
announce the beginning and end of the performéhce.

42plice Haines Baskin, “A Little Room,” [Caption; Again of Gilor and the Playhouse”), Pasadena
Star News, undated clipping in possession of the presem¢mwrReferences in the article indicate July,
1954 as the probable date.

43The Kinsley Graphic, August 17, 1916. [OB I, p. 64.]

44Bill Brown, “Pasadena Playhouse Has Roots in Hutchinsohg Hutchinson News-Herald, February
13, 1955. [POP, 1955, “General,"J

45prospectus of “Gilmor Brown School of Expression” in GB I1,51.

46program of The TroJan Women in GB II, p, 57.
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The Convention Hall bed a main floor end two balconies whigraagntly extended
around the sides of the auditorium toward the stage. The flmnwas called “the
arena floor,” On this arena floor were seats for the audiendérenpert of the setting
representing the Greek orchestra circle. True to anciadition an altar was placed in
the center of the orchestra, around the altar the floor wagqmhto produce the effect
of inlaid tile.

From this orchestra circle wide steps covered in white abhdeth led up to the
stage. The stage was “all draped in white to represent thengrbefore the tents
where the captive Trojan women were being kept.”

The closeness to the audience of the actors performing ortthestra circle and on
the steps was clearly demonstrated when an accident odalurig the performance.
When she threw herself down on the steps, the actress pl#yinipsane Cassandra
accidentally spilled burning fluid onto the cloth coveringterial. As the performer
tried to snuff out the spreading flame with her hand, a man thenaudience rushed up
the steps to help her, When the flames were extinguished thérenfighters received
a round of applause from the hou$e.

From these outdoor and indoor productions in Kansas, it neagelen that Brown
was developing concepts of the adaptability of productimna variety of forms of
theatre structure and scenic arrangement. He was movirggddhe intimacy principle
through staging such plays as the Indian and Greek clagsiBasadena he continued
along these lines, ultimately developing an intense désiexperiment with complete
freedom in flexible intimate staging,

First Visits to California

Brown’s permanent residency in Pasadena began in 1916, Wwheamrived there with
a small stock company to play in the Savoy the&irdt was not, however, the first
time he had been there. In the spring of 1913 a tour with his prfessional com-
pany ended in Los Angeles, Since ht bed not been able to wokk dnamatic festi-
val for Kansas this season, he needed employment to carrgtinongh the summer
months. By a turn of circumstance, he heard of the difficsitiee little Savoy Theatre
in Pasadena had been having with an alcoholic leading ma@ani@ht the actor failed
to show up for a performance, end Gilmor was called in to i@plm. As a result he
played leading roles with the company from June 2 througheXtaer 9, 193.3. and in
addition took over the direction of the plays during his kest weeks at the Savoy.

In November Brown left for a more lucrative engagement in & taking with
him several of the Pasadena actors. This was followed byn&istiArizona. The
summer of 1914 found him producing his outdoor festivals indHinson and Kinsley,
Kansas, but he planned a return to Pasadena. On August 25,th8Kinsley Graphic
reported:

47The Hutchinson News, February 15, 1916. [GB II, P. 58.3
48The Hutchinson Gazette, February 17, 1916. [GB II, P. 58.]
49pasadena Daily News, May 29, 1913.

50lbid., October 18, 1913.
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Gilmor Brown left for Pasadena, California today where hé iead a
company of his own. They will play the entire season in stachree of
the theatres In Pasadetta.

Although Brown did make his way to California, he was unablearry out this
plan to establish a resident company in Pasadena. Instetidveded with a troupe
through small towns in California, playing in Chino, Glemdpand Upland, for exam-
ple, at admission prices of fifteen and twenty-five cents, fiortdo meet the deadly
competition of notion picture¥. He must have spent some time in Pasadena during
this season, for the announcements of the Hutchinson Besfid915 publicize the
director as “Mr. Gilmor Brown of Pasadena?

During 1915-16, Brown remained in Kansas trying, as we haes sto establish
himself in Hutchinson. He was turning thirty years of age aray have felt that it was
time that he settled in one place, especially since thedtoaring was becoming more
and more hazardous.

His School of Expression did not turn out to be a gold nfthenrolling only a
modest number of students. Furthermore his professionahtpin Kansas from his
base in Hutchinson had been limited in scope. As a resulthwirs. J. B. Durand, a
visitor to the Kansas town from Pasadena, urged him in tharsemof 1916 to try his
hand once wore in California, he gave the matter some settmugyht. Mrs. Durand
had initiated a Tuesday morning Drama Class in Pasadenasiinterested in bringing
good spoken drama to the city. She assured Brown he would dippost from her
group, and she promised to introduce him to outstandingdeasamembers of the
Drama Leagué&®

Becoming Established in Pasadena

Brown arrived in Pasadena in September, 1916 with his psrérg brother, and his
sister-in-law, the actress, Virginia Lykins Brown, and hissociate for the past few
years, John Allard. He had assembled a company consistimgroill number of pro-
fessional actors, a group to which he soon added such Pasadeteurs as Wendell
Wilson and Marjorie Sinclair, members of the Pasadena Mascramatic club. Mar-
jorie Sinclair, was a member of the “winter colony” and residt the ultra-fashionable
Hotel Maryland. As his leading lady he had brought Lilliand® a young woman
who had acted in theRochester, Minnesota summer festizbhad offered to help in
the financing of the Pasadena Block compahy.
He rented the 500 seat Savoy Theatre in which he had perform&@l3. It's

reputation as a theatre was none too good with the consexaéiment in the city since

5151GB I, p. 63.

52pyplicity leaflets, (SB II, pp. 15, 21, and 3-4.

53Announcement, OB II, p. 36.

54The Hutchinson News Herald, loc. cit.

55Gilmor Brown, “A Dream on a Dime,” p. 164.

56Miss Buck accepted leaser roles throughout the seasonrafteiving negative reactions to her first
performance, She was initially replaced by Josephine Dilltho later became dark Gable’s dramatic coach
and first wife.

S7Interview with Gilmor Brown, May 6, 1959.
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it had housed burlesque shows prior to 1913 in addition ttkstompanies and motion
pictures. Charles Prickett recalled that local colleg@stis on one occasion fired
spit balls at the burlesque queefisBrown announced that his theatre would charge
“popular prices for the best shows possible” in order to lneftore the position that the
spoken drama had held before films had thrown it into an e=iH3b advertise The
Man of the Hour, hie opening production, he borrowed a bieysid pedalled about
the city distributing handbills. They proclaimed admissgrices of twenty-five to fifty
cents for evening performances, end ten to twenty-five cntsatinee$®

The story of the next two seasons might be called the deathransfiguration of
a stock company. What happened in essence was that Browitedtquore and more
recognition from the cultural leaders of the community wHihding it increasingly
difficult to maintain his company. This was due to the limitgtendance of the general
public. On January 19. 19171 a committee of prominent ¢iszglaced a notice in
the Pasadena Star-News endorsing the Savoy Stock Compéay agyanization that
will prove of value to the community.” The notice praised ®ros “resourcefulness
in adapting his performances to an inadequate stage In tiyetloeatre available at
present.” The committee urged the public to guarantee tchase in advance a number
of seats each month, so that Brown would be able to preserd thigh-class royalty
plays.” An advance sale of tickets was also needed simplgép khe theatre operating.
For the sake of economy the producer had already been foocptesent a goodly
number of old melodramas such as Piney Ridge and St. EImo.

After the fervent appeal of the citizen’s groups, mattetsmit improve apprecia-
bly. When Brown presented royalty plays of the better type, attendance was still
poor, and he had to turn back to mediocre non-royalty plagkgap plays,” he called
them) to compensate for the los$édronically the inferior plays often brought in the
larger audiences. The director was learning that the gepatdic of Pasadena had
simple tastes which would need considerable developmdaitddramas with literary
value would be appreciated,

While the public remained unconcerned over these effolisitg it culture. Brown
continued to receive encouragement from the PasadenarCsdritee Drama league.
He had taken part in the establishing of this local brancthefrtational organization
in November. Cooperating with it, he had presented speeidbpmances at the Savoy,
consisting of superior one act plays and original scriptigt@r by local playwrights.

In 1917 he began presenting distinguished one-act playsréaircraisers for the
regular Tuesday matinee and evening performances. Amerghtirt plays given were
such dramas as Maeterlinck’s “’Hie Intruder,” Strindberfirhe Stronger,” and Yeats’
“The Pot of Broth.” In addition Brown gave a series of aftesndecture-readings for
Drama League members at the music hall of Pasadena High ISdHednterpreted
Tartuffe, Oedipus, Androcles and the Lion, and Shakuntadepmpanying each read-
ing with a discussion of the pertinent aspects of theatrtyisassociated with the
particular play. In this way, the director of the Savoy St@tknpany was cooperating

58 aurie Grey, “A History of the Pasadena Playhouse,” Sedtid®16-17f p. 3.

59Josephine Dillon, Queen of Savoy Stock Company,” “She Hdereity not identified? not dated, but
reference in article indicates a date during week of Oct8bd®©16. [OB llI, p. 14.3

80Grey, loc. cit.

6lpasadena Star-News, April 30, 1917.
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with and developing the goodwill of the segment of his audéeewho wanted to see
him produce dramas of quality in Pasadena.

By the end of the season of 1916-174 Brown saw that he couldmgel maintain
en entire company of paid professional actors. The Drairague Center had been In-
terested in promoting a civic theatre for Pasadena. On Bfrithe Star-Hews reported
Brown'’s address at e meeting of the League members in whichtieed his sugges-
tions for such a civic theatre. He proposed a combining of allsmucleus of profes-
sional actors with a body of amateur performers. The difietsrepertory of the group
would extend beyond that of the usual stock company by inctu8hakespearean dra-
mas, original scripts, and other plays of unusual literauy dramatic value. Hew ideas
in stagecraft would also be tried out.

On June 1 the Drama League Center held a public meeting fgrutmose of or-
ganizing the community playhouse. Three hundred peoplesepting the leading or-
ganizations in the city and the general public, attendezigbssion. The distinguished
Presbyterian minister, Robert Freeman, presided. As dtrafsthe meeting a com-
mittee was formed to work with Brown in developing plans foe hew theatre group
which would be called The Community Players. On this oceaBimwn repeated his
concept Of the repertory, adding the suggestion that thesplaeed not always be of
the ’high brow. order, and that comedies should predomihéte

While there was thus a glimmer of hope for a theatrical fuiaréasadena for
Brown and his professional associates, their financial itimmdin the late spring of
1917 was extremely precarious.

The company of ten actors, six men and four women, playedrnmser engage-
ments in Pomona and Pasadena until the beginning of Aughsn ifi the week of Au-
gust 6, the troupe pared down to a total of six to “barnstorméls California towns.
These six actors, a number which included Brown and hisrsistiaw, became the
nucleus of the paid professionals in the new professiomataur Community Players.

While his theatre now had a community organization offigiatbnnected with it.
Brown still had complete financial responsibility. The sleahumber of paid actors
helped to reduce expenses, but he was to face another difféart One ruse he prac-
ticed for sheer purposes of survival was the piratical aatapt and rewriting of plays,
presenting them under new titles, to avoid royalty costs.cbigfessed this at a later
date, describing the practice as hie “black market” opengfi Thus, of twenty-eight
productions given during the season, seven plays wereal lestebeing anonymously
written. These embraced such titles as “Wanted, A Wife,"dThibulations of Jimmy,”
“College Claims” and “Have You a Little Burglar In Your Honie%

Brown further avoided royalties by the laudable expedidresenting seven of-
ferings of classic works (Shakespeare, Moliere, Sheriglan), He also presented three
non-royalty nineteenth century comedies and several diiltriginal one acts. It was
undoubtedly the poorest season the Samuel French Companyad in Pasadena.
Brown presented only three full-length plays for which he&y royalties.

During this period Brown drew an Income for himself averaggtout six or seven

62pasadena Star-News, June 2, 1917.
63| aurie GreyA History of the Pasadena Playhou&ection |, Season of 1917-18 p. 14.
841bid,., p. 31.
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dollars a weel® With the company run on a co-operative basis the actorswedéhe
same amourf® The handwriting on the wall was appearing in bold, cleaehstso
far as the retention of paid professionals was concernedn@®the summer of 1918
plans were made for the continuance of the theatre as a ctetypdenateur operation,
with only Brown, as director, receiving remuneration fongees. His salary for a ten
month season was to be $2,000.

With the incorporation of the Pasadena Community Playhésseciation in Oc-
tober 4, 1918, the transformation from stock company to aaratommunity theatre
had been completed. Brown no longer had any personal firlardigation, but he had
to manage his players through a season handicapped by tildeterfluenza epidemic
which had struck the country. Bans on public meetings antbpeances kept the
Community Playhouse (the Savoy Theatre under its new nalosgda during most of
a four month period, while the rental charge for the premésgginued. At one point
performances were given with both actors and the painfutiglsaudiences wearing
gauze masks as a mandatory health precaution. Accordingotwr®s own account,
the Governing Board of the Playhouse came to him at this diffjancture and admit-
ted defeat under the financial harassment resulting frorepidemic, “The board met
with me and sadly said that they feared we must close for gndch.””

Of course, B. rescue occurred. Brown remembered its findrtbaldiming;

At that critical moment s letter came to me from Aline Barrkthat en-
closed a check for two thousand dollars. The Playhouse wasi&

Miss Barnsdall had recently attempted to establish artiarfiitle theatre in Los Ange-
les, but the enterprise had become defunct. The wealthgdsditad apparently admired
Brown'’s perseverance, as well as his goals.

As the season continued, the Playhouse followed its plawrierproduction per
month rather then the weekly change of program which Browhdzaried over from
hi a stock company experience. The new practice allowedrieteur actors several
weeks, rather than days, of rehearsal, To help train mendf¢h® community who
were Interested in acting, directing, or play-writing, agical program went into op-
eration, This was the presentation of what were called “wsloop” productions. Three
of them were presented in this season under the directionayid@alzell and Flo-
rence Macafee. Here the scope of the Playhouse repertoly beexpanded through
the inclusion of artistic one-act plays and original saijpt the Workshop programs.
As a press release explained:

People interested in writing for the stage will find the wdrlp a valuable
department where they can learn the mechanics of the thaatrmwhere
else®®

At the end of the season, the Workshop was abandoned. Thehioeaver, was not
lost, for Brown revived this training program in 1946 andheh became well estab-
lished.

65Alma E. Higgle, loc. cit.

66]_aurie Grey, note card of interview of Grey with Carl Huxl&gtober, 1948.

87Gilmor Brown, “A Dream on a Dime,” p. 167.

681hid.

69Monroe Lathrop, “Topics in Stagelend,” Los Angeles Exprédsvember 18, 1918. [PCP 1, p. 18.
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The theatrical year of 44-SO started an upward trend for tharozation after a
dismaying first year as s. completely amateur group. At Biewrging the Board
agreed to hire a combination business manager-publigigettir. The choice of H. 0.
Stechhan was undoubtedly one of the happiest personnaliaieziever made in the
history of the Pasadena Playhouse. Stechhan immediatghted the first campaign
to sell season tickets, a step which brought in $2,%0@.was certainly not a greet
sum, but it was most comforting to an organization which haerbproceeding up to
then on a series of small loans negotiated through a loc&, ban

In addition to his activities in behalf of the theatre’s ficas, Stechhan launched a
vigorous publicity campaign. He generated so many artimtethe Playhouse in local
and national publications that within two to three yearsttieatre had become known
throughout the country. In his releases the publicist ersizled the community aspect
of the Playhouse, a point on which Brown and the Governing@stongly agreed.
This was not an “art theatre” to be developed for a speciguelibut en institution
which proposed to serve as a focal point for the cultural esgion of the entire com-
munity. It fostered musical activity as well as theatricedguction. It sought to give
all a chance to participate in plays, either before the ubkckstage, or on numerous
production committees. The theatre was not trying to prequofessional actors, but
to provide an outlet for the expression of “citizen actorStich was the tenor of the
publicity, and it was a truthful “image” of the Playhouselaiststage of its development

Not only did Stechhan build up the community concept but Be ghid particular
attention to publicizing Brown as the key figure of the theatAs a consequence,
the Pasadena director achieved s kind of “star” status whéchad probably never
contemplated in his days as a touring actor. He became orteeahbst prominent
community theatre directors in the nation within a very fevass.

In the same year that Stechhan was employed another impaddition to the
paid staff was made. Carl P. Huxley, known as Fred, began wrdenf service as
stage manager for the Playhouse which lasted until he lljeda&d on the job some
thirty years later. In these early years he built and oftesigied sets as well as stage-
managed the productions.

By 44 the Playhouse began expanding its activities in a numbdirections. It
started a summer series of outdoor productions, a summenkoh theatre, and it
initiated a children’s theatre. Within a few years all of¢beparticular activities were
dropped, but they were definite signs of growth in the orgation.

For 1921-22 Brown asked for two assistant directors BO titmhtumber of produc-
tions might be increased from nine to fifteen during the ragsgason. Prom December
through April Pasadena was s popular winter resort for \galisitors from across the
country. Brown wanted to provide more plays during these tinmnWith the advent
of these assistant directors, in addition to the previogsiaition of an Assistant Busi-
ness Manager, Charles Prickett, and a second stage texyrtice staff had grown to
approximately nine membefs.

Another important sign of growth was the serious effort beirpended in planning

7OMinutes of the Governing Board of the Pasadena CommunityhBlzse, Vol. |, p. 51.
"linformation from Pasadena Community Playhouse progranitté MWomen, October 24, 192!.
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for the purchase of land and the construction of a new thexddirg. This was a step
which was not only desirable but becoming more and more sacgss the rental for
the “old Savoy” continued to spiral upward and as dissatigfa with the limitations
of the theatre increased.

The repertory, which had improved considerably by this tinvas beginning to
take on the diversified pattern which became the hallmaePiayhouse. It Included
along with its predominant number of popular comedies (mgér “black market” se-
lections), a few classics such as the works of Shakespedr8lagridan, an unusual
colorful play (for example. Yellow Jacket), one or two prends of original plays, and
occasionally a strong modern drama. Ibsen’s An Enemy of daple and Galswor-
thy’s Strife were examples of the last category.

While the Playhouse was developing. Brown'’s financial ctbodiwas also on the
upswing . For 1941 his annual salary from the Playhouse readhes $3,406272 With
this improvementin his finances, he was able to negotiatpuhghase in July, 192! of
a large twenty-five year old house on Fairoaks Avenue, ndtdan the Playhouse. He
made a down payment df 000onapurchasepriceof7,000, and spent an additional
41400 renovating the building. The house had belonged totést who used a portion
of the first floor as his studio. Brown found the studio a cometplace for committee
meetings and rehearsals. It ultimately became the homedfdhroaks Playbox.

Brown’s Pasadena Productions: Adaptability, Simplification. Inti-
macy

During these years prior to the founding of the Fairoaks Btay while Brown was

establishing himself and the community theatre in Pasadhenaut into further practice
concepts of staging which proved to be of significance foirtimate flexible theatre.
In both indoor and outdoor productions he gained more e&pee in adapting plays
to diverse surroundings and to architectural limitatiods. maintained his interest in
simplification and suggestion in settings, and worked toveator-audience intimacy
through the use of a forestage indoors and through horsesagiag outdoors.

One of Brown'’s talents which was especially praised by thigan’s group which
endorsed the Savoy Stock Company was his ability to adagdrbductions to fit the
small stage of the Savoy Theatre. He continued to surprideeaces with the manner
in which he and the scene designers under his supervisioa thadtage accommodate
all sorts of scenic requirements. One writer called it a klga

Gilmor Brown is the modern ‘miracle man’ performing weeklyratles
at the little playhouse with its tiny stage no bigger than alénoom, that
is made to create the illusion of a Roman amphitheatre, aarocavern
of unearthly radiance and beauty, and a modern drawing raavillaHe
is a magician’*

72Copy of Gilaior Brown’s federal income tax return for 192rcAives of the Pasadena Playhouse.

73Brown’s salary increased to 4,00 in 1942, remained levelil t®'4. when it Jumped to
6,000. By199hereachedhisli fetimepeakinsalary fromthe Playhouseat9,000.

74“Community Players,” California Life, May 1, 1940. [POP L, 123 ]
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The stage on which such theatrical magic was accomplished tatal width of
thirty feet, a depth of eighteen feet, end a height from thgesfloor to the roof of thirty
feet. There was almost no wing or flying space, and very littten behind the average
set’®> Many sets extended to within a foot of the back wall of the tlreeaConsequently,
actors had to go out of the building into the rear alley to nfakessovers.” On rainy
days umbrellas were of assistance in protecting the costimsich tours of the alley,
but there were times when characters returned to the stagistakably damg®

In Kansas Brown had revealed hie awareness of the “Mew Staffgerinciples of
simplification and suggestion in place of detailed repreg@m. In Pasadena in 1919
he described, these concepts in a public lecture which lreededl at an exhibition of
modern stage designs. On display at the Pasadena Publary.ivere sketches and
models by such noted artists as Norman Bel Geddes, Lee Simphisingston Platt,
Sam Hume, and Rollo Peters.

The Star-News reported details of Brown’s lecture:

Modern stage settings, he explained, were made up of as fevepias
possible. Much is left to the imagination of the persons esging the
performance. In the grouping of settings little change edsal throughout
a play and by the clever use of theatrical lighting the scemeshanged
as if by magic.

The beautiful color effects obtained by the electrical pigyof multi-
colored lights gave the idea of vastness, of solidity, ageatve of mys-
ticism and variety. . . ,

Mr. Brown is endeavoring to carry out this idea of few setsinglever
lighting effects and broader dramatic conceptions in thex@anity Play-
ers productiong’!

Among the techniques the producer employed In the practiseemic simplifica-
tion was the use of drapery and set pieces. This approachassctover to a number
of productions at the Fairoaks Playbox.

Quite a few of the plays in which Brown employed the drapergkiggound were
seventeenth and eighteenth century works. The followingewepresents: five pro-
ductions:

The Tempest—January 26, 1920. The setting for this production coedisf light-
colored drapery and three sets of steps—a wide unit at csiege, and two narrower
unite at the side§® The reasons for the choice of setting were financial as well as
artistic. Brown once explained that at the time he bed ondyyseight cents left in his
production funds to mount the play:

We did The Tempestnon royaltyagainst cheesecloth curthich we owned-
lighted both front end backdishpan floodswith colors thatftesth for the
various scenes of the play like the hues in a bubble. ... Wgepl&he

75Backstage at the Pasadena Playhouse,” the BillboardeSistr 18, 1946.

76Gilmor Brown, “The First Twenty-Five Years,” p. 5.

77Gilmor Brown Gives Stage Lecture,” Pasadena Star-Newsgeber 22, 1919. [POP |, p. 59.]
78photograph of The Tempest production. Playhouse Photbgraplume I.
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Tempest for ten days instead of the usual five and felt affli@maver a
month/®

Tartuffe .—June 21, 1920. The set, e room in Orgon’s house, used titeclijored
curtains for a back wall and two side walls, arranged as in>admt. Beautifully
decorated doors were placed in openings cut into the drapgiile a fireplace was
located up center against the back curtains. The only otireishings of the room
were a most elegant period table and two chairs, and twoaatlelabra stand.

The School for Scandal-January 8, 1923. For this play the setting made use of
dark curtains hung in a wing and back cloth arrangement. eostene of the suction
of the paintings, five portraits were hung from a batten agjaime upstage drapery.
Beneath the pictures was a small platform containing a leet. sDownstage of the
platform stood a high-backed arm chair.

The “screen scene” called forth an even simpler setting.idsgahe rear drapery
there stood a stylized window unit. The remainder of theifure consisted of en arm
chair, a straight chair, end a screen.

The use of curtain settings was by no means restricted t plsgn earlier period.
A number of dramas written during the thirty years prior teitiPlayhouse productions
were given this form of scenic simplification. In May and (duh919, Brown presented
Shaw’s comedy of a modem dentist. You Never Can Tell, andyPdackaye’s The
Scarecrow in drapery settings. Two other contemporary svddhes of Roses and The
Stepmother also received the same treatment in the lategspfil919. In 1922, The
Importance of Being Earnest was performed before a conmibm@lf painted screens
and drapery cyclorama. In the same year. Brown gave Armshanilian using curtain
walls for Raina’s bedroom and conventional flats for othenss.

Whenever the producer attempted a aeries of plays in regdntorelied to a great
extent on the drapery method to solve the scenic problemBetember 1923 he an-
nounced repertory series which included Rostand’s The Roara A Shaw's Candida,
end revivals of The Importance o f Being Earnest. and Twelfittht, His announce-
ment stated:

There will be no attempt at realistic settings for any of tleyp in this

Repertory. We present merely s decorative background pkdies, a few
simple properties, lighting in the mood of the scene enaateba sincere
interpretation of whet we believe to be the intent of the auth

For several productions, such as The Rivals, Love’s Labbosd, and Twelfth
Night (1918 production). Brown had used the scheme of fagestrea, portals, and
inner proscenium, but these were all placed behind the aegubscenium arch of the
theatre. In at least two productions, however, he employedsstage which projected
beyond the proscenium into the auditorium. One was The Ma$thadows, an orig-
inal religious drams staged in January, 1920; the other aé significant production,

80 far as the use of the forestage was concerned, was Much AdatAlothing,
which opened almost a year earlier on March '4, 1919.

79Gilmor Brown, loc. cit.
80pjayhouse Photographs, loc. cit.
8lpasadena Community Playhouse program, December 25, 1923.
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Advertised as a production in the Elizabethan style, Muclo Adbout Nothing
revealed to its audiences a forestage of considerable degtbnding out over the
orchestra pit and approximately the first four rows of Besthe center section of the
auditorium. In imitation of the facade of the Elizabethainitig house,” a scenic wall
was located behind the proscenium arch of the theatre. Oveauath the forestage
there were three curtained openings, while on an uppertleget were simulations of
the Elizabethan balcony and window stages.

On the forestage itself. Brown placed three pieces of fureittwo high-backed
chairs on right and left at the upstage end, and a backlesshiarapproximately
the center of the forestage. With actors performing out s phatform a step was
certainly being taken toward achieving the intimacy of thiedbethan theatre, a step
limited, however, by the architectural restrictions of tuélding. In the photographs of
the set of Much Ado About Nothing, at least four rows of sea&y ime seen at the sides
of the forestage. These seats, which were apparently blailar the audience, were
so placed that persons in the first row sat at a point apprdgignen feet upstage from
the front end of the platform. Anyone In these seats wouldsequently, be looking
at actors from the side at some moments, and might perhapshiaahto turn and look
backwards at other times.

In Pasadena Brown continued to develop his technique Inriugtion of plays
outdoors. In certain respects these open-air presensgdtia@ne steps toward the type
of staging used In such a non-proscenium theatre as theakaiflaybox. Brown
built no proscenium arch or stage platform for the outdoofgsemances but used an
open ground space for his acting area. Furthermore he wgrkeldially into horseshoe
staging, making a clearcut use of it in a series of produstidtlassical Greek dramas.
This experience in horseshoe staging was a direct prectatdns work in the formin
the Playbox. It also created an excellent background foeffiists in central staging.

A Midsummer Night's Dream.— August 8, 1918. The first open-air production
Brown presented in Pasadena was ;A Midsummer Night's Drea®hakespearean
comedy which he had previously produced on six separatesttsin natural settings
in Kansas end Minnesota. His Pasadena performances wesenpzd in the large
garden of Mrs. P. 0. Cruikshank (the mother of Mrs. Samuel iBds) where Brown
was able to take advantage of a natural slope and

terraced areas. His acting area consisted of an upper stage ied down by wide,
grassy steps and elopes to a lower forest8gaccording to Grey, who interviewed
Charles and Oliver Prickett in 1948, “the seats for the sgiecs were set up on a tennis
court around the forestage plotso arranged that all coddgd hear.®® The present
investigator visited the site at 1071 S, Orange Grove AvéamA@gust 1962, and found
vestiges of the Cruikshank tennis court, although an apartimouse had replaced the
demolished residence. The tennis court was at a lower |lea@l the terrain near the
street.

Grey’s evidence suggests that the Beats may have been plasednething of
a horseshoe arrangement around the forestage, but thmetdteertainly cannot be
considered conclusive.

82pasadena Star-News, August 10, 1918.
83Grey, op. cit. “1917-18," p. 46.
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Figure 2.1: Tartuffe. June 21, 1920, Pasadena CommuniphBlese. Simplified
setting with drapery background.

The Tyranny of Tears.—September 5, 1918. Another garden production followed
shortly after the Shakespearean comedy. Brown presentddddaChambers’ The
Tyranny of rears in the garden of the Broadoaks School int&ape* The Star'-
News reported that the play was a “clever comedy of the Irténtygpe which lends
Itself well to outdoor production.” It was stressed that theating arrangements make
it possible for every spectator to see and hear clearly.”

During the summers of 1920 and 1921, Brown produced playgh®ocommunity
theatre in a newly developed outdoor location in BrooksidekPPasadena. While this
open air theatre Is no longer being used, it is still standamg in fairly good condition.
Here Brown was able to make definite progress toward horsestaging and central
staging.

The theatre divided into two main sections of Beats, a lowmeéran upper area. The
lower area contained three terraced levels for seats, vefraing around the acting area
in an arc cutting off approximately one third of a circle (F8). In such an arrangement
of seats, the audience sat partially around the actors.

At Brookside Theatre, Brown produced four plays. Two of theductions pre-
sented in the summer of 192! are of Interest since the phaptige records show that
they contained visual compositions of great depth, witmaféis to the patterns of
central staging:

84The buildings are still standing in this location, althouitie Pacific Oaks School now occupies the
premises.
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Figure 2.2:Much Ado About NothingMarch 24 1919; Pasadena Community Play-
house. Projecting forestage and scenic facade in imitafian Elizabethan playhouse.

Pilgrim’s Progress.—July 13, 1940. For one of the acts in his production of Pil-
grim’s Progress a Brown designed a large crowd scene inalairpattern. The down-
stage actors stood peripherally along the edges of the

arc formed by the first tier of seats. They faced in toward #wter of the acting
area. The circular formation was continued by actors stayi@dirther upstage who also
faced in toward the center. Within the circle, at approxihathe center, stood the
main figurea man holding a large shield upon which was paiatedthite cross. This
entire composition would have been well suited to an aresatth (Fig. 4).

Pomander Walk.—August 10, 1921. In his direction of Pomander Walk for the
Brookside Theatre, Brown used more of these compositiongeat depth. In one
scene a number of actors were turned facing upstage towardah figure who was
standing upstage left near a wall. This man gestured towarathers with an out-
stretched arm (Fig. 5).

In the same summers that Brown was directing outdoor prashgin Pasadena he
was el so performing in a theatre which unquestionably useseshoe staging. This
was the open air Greek Theatre of the University of Califerati Berkeley. He was
Invited to act in plays presented there in 1919, 1920, an@ §92

In August, 1919, Brown appeared in Sam Hume’s production iofaleh, Sister of
Moses, a new script which

A circular grouping suggestive of central staging.

85Programs, photographs, and reviews for these producticasocated in Gilmoriana.”
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Figure 2.3: Brookside Park Outdoor theatre. Pasadena, §dis surved around the
acting area. (The Piper, August 30, 1920.)

Figure 2.4: Pilgrim’s Progress, July 13, 1920. Brooksid&kRautdoor Theatre.
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Figure 2.5: Pomander Walk. August 10, 1921, Brookside Partki@r Theatre.

A composition in depth, approaching central staging temii provided acting
roles for the dancers Ruth St. Denis and Ted Shawn. Fredgti€onnell, who was
Hume’s assistant at the time, has described the performasdetook place la the
“great open air circus,” his term for the Greek theatre. Heeemlly noted the strong

effect upon the audience when the players performed witterttaditional orchestra
circle:

When the action moved down into the pit of the circus, rad@inspi-

ration and personality to the far flanks of the semi-circeélanbrace, the
audience pitched forward, attuned and attentive, rapt éet smastered
and conquered by the subtle and intriguing elements of {eatte®

In the summer of 1920 Brown was very much the star of Hume'slciigheatre
productions of Henry the Fourth, Parts One and Two, and TheyWgives of Windsor,
The Pasadena actor-director played Falstaff in all thresgtations, to considerable
acclaim from Bay Area critics. Photographs show Brown panfag in the orchestra
area, surrounded on three sides by the audience.

The 1922 production, under the direction of Irving Piched &verett Glass, pro-
vided Brown with his first role in a Greek drama at the Greekaflee He appeared
as the blind old prophet Tiresias in Oedipus. Brown was ablgbserve the manner
in which Pichel and Glass handled the classical form of “@drstaging,” specifically
in the groupings of the chorus within the orchestra circlgtaBt photographs show

86Frederick McConnell, “Miriam’ at the Berkeley Theatre, h& Drama, December, 1919, p. 93.
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chorus members standing around the periphery of the oretfestthree-fourths of its
circumference, facing in toward the altar, which was plaoddaditional fashion in the
center of the area. While Brown had directed The Trojan Wofobowing the Greek
traditions, six years previously, he had not had the oppdstuso far as the existing
records indicate, to participate in a Greek production mawndings modelled after the
ancient theatres. The Berkeley experience was an espgeasaful one, since Brown
was soon to embark on s. series of his own outdoor produahb@seek tragedies.

Between 44S and 192?. Brown produced the annual Senior Btaydcidental
College, which was located only a few, miles from the Pasadeoammunity Play-
house. While the students had previously performed in moderks, a new tradition
was initiated with the advent of Brown as their director. Haged three classical
tragedies, Medea, The Bacchanals, end Iphigenia at Awdieré he shifted his aca-
demic allegiance to the California Institute of Technology

The Medea—June 14, 44t When Brown presented 'Pie Medea in 444 thé\®tas
pointed out that “this was the first tins that a Greek play hesnbpresented in an
entirely Grecian manner at Ox§” While the newspaper account did not make clear
the exactlocation on the college grounds, it did state thahalation of 5 Greek theatre
had been used. The audience sat in a stadium. The traditiboals performed songs
and dances, wearing costumes that were “a duplicate of the@aeek costumes in all
respects.’®

The Bacchanals-June 12, 1924, A much more specific description of the istagi
for the next year’s production has been recorded. In 1922&Brdirected The Bac-
chanals at Occidental College, creating a theatre out ofrtiopoof the campus. He
located hie acting area in the approach to the upper qualérarigere stood two white
buildings of classic design, with a broad space between thmve was a grove of
trees; below steps led down to a level area. On this levaditemn front of the steps,
Brown placed his “orchestra.” His plan was clearly desatilethe Star-Hews .

At the foot of these [steps] will be drawn the circle knownhe ancients
as the 'orchestra’ in which both actors and chorus will perfo This is

in exact accordance with the traditions of the Greek theathéch has no
raised stage. Around this circle concentric rows of sealis@ierected in
rising tiers®®

Later reports indicated that the above plan was carriedodeacribed®

Iphigenia at Aulis.—June 11, 1925. As a result of the success of The Medea and
The Bacchanals, the President of Occidental College, Dndgen D. Bird, promoted
the construction of a permanent Greek theatre in which ickesould regularly be
staged. It was situated in “a natural bowl in the hills to tearrof the college®
Celebrating the opening of the new theatre in 192? was thenpesince of Iphige-
nia at Mills under Brown’s direction. In this attractive s®theatre, small by ancient
Greek standards but a fairly satisfactory approximatiaheflassical Greek structure.

87Pasadena Star-News, June 15, 1923.

88bid.

89pasadena Star-News, May 14, 1924. [POP 4, p. 178.3
90Hollywood Citizen, May 27, 1924. [POP 4, p. 192.3
91 os Angeles Times, June 7, 1924. [POP 4, p. 191.]
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Brown was able to once more try his hand at traditional htneestaging. As was indi-
cated above, groupings completely within the orchestradcattiain patterns Identical
with those of central staging. The structure of the OccidleBreek Theatre (known
as the Hillside Theatre), WSs such that the rows of seat®wsnded approximately
three-fourths of the total area of the orchestra. Touchiegetdge of the orchestra was
the bottom step of a flight of nine steps leading up to a stagesd¢ne was ever built
for the theatre, so that the stage, which is approximately fieet above the orchestra
level, has a hedge of ivy as its back wall.

Brown'’s outdoor Greek productions were not only examplesi®interest in pur-
suing the classical form of arena production, but also destnated his aptitude for
creating a “theatre,” a space for acting and for viewing, imatever facility was at
hand. This adaptable approach to the staging of plays waspariant precursor to
the idea of flexible staging within a single structure. As basn shown previously
in this survey of the experiences which led Brown toward Bexstaging, the idea of
making a theatre out of unlikely places, or poorly equippedgs, may be traced back
to his childhood. A basement, a barn, a meeting hall, a aldffa stream, a garden, any
of these would serve for the production of a play. This coheegs far from unique
with Brown, but he was willing to practice it to a much greag&tent than most pro-
ducers and directors, especially those who had good caowahfacilities available to
them. Adaptability was an idea from his childhood, but heiedrit into his adult years
and retained it after he had regular access to excellentiteddacilities.

On April 16, 1917, Brown revealed this flexible or adaptatlger@ach when he took
a Savoy Stock Company production to the vast Palm Room ofasi@idnable Hotel
Maryland in Pasadena. In this dining room he placed the Ssets/on a raised section
at the west side. He rigged

his footlights and spotlights in the room, since the hotal ha regular lighting
equipment suitable for the productidh.

Brown indicated in an Interview a long time afterwards thathad also directed
performances of original one-act plays in many differentalions for members of the
Drama League in Pasadena during the period of 1916 to 920.

In October, 1922, the Pasadena producer formed his owntoepgroup to take
plays out to clubs, high schools, and other organizatiomaitthout Southern Califor-
nia®* Named “The Gilmor Brown Players,” the company consistedotés who had
been associated with the Pasadena Community Playhous#h R&ud has explained
the great adaptability of the producer in this venture, aéagsin others:

Gilmor had played in so many places in hie tours, the-t he dmake the-
atre anywhere. If he received a booking, he didn’t ask abbmuthieatrehe
was ready to adjust to 1%.

To make the adjustment to a great variety of locations eéBiewn again practiced

92Grey, op. cit.., “Season of 1916-17."

93Grey, op, cit.. On a note card for her “History,” Grey repatsinterview with Gilmor Brown in 1948
in which he commented on these performances which took jrlee@ many different locations. He gave no
specific details, however.

94Christian Science Monitor, October 31, 1922. [POP 3, p. 47.J

%Interview with Ralph Freud, July 11, 1961.
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scenic simplification. A publicity release appearindime Theatre Magazineported

for the 1923-24 season a repertory of plays including BeytbedHorizon,, The Im-
portance of Being Earnest, Candida, Twelfth Night, and TheedWlant of Venice. For
these plays representational scenery was avoided:

This group makes no attempt at realistic scenery for the ¥bwjous rea-
son that their plays must be presented on school stages drallsnand
clubs where the staging facilities are frequently very meand inad-
equate, but they follow the modern decorative method ofestadt and
their productions are presented artistically and with anitefisimplicity
of acting?®

One of the first locations to which the producer and his “GilrBoown Players”
had to adjust was the Los Angeles Ebell Club. At that time i§\ated in an old
building on Figueroa Street, which, according to Ralph Br@ossessed that intriguing
vestige of earlier days, s sloping stage fldorHere the Pasadena troupe presented
Arms and the Marf®

On another occasion Brown took a play out to Pacific Palissdese he staged
his production in the real estate subdivision office. It weesdnly building there at the
time. Having been planned as the future recreation centeh&subdivision it con-
tained more space than most real estate offices, but wafasfilbm being a theatr#’

96“The Amateur’s Green Room,” The Theatre Magazine, Decerh®28, p. .41. [PCP 4, p. 37 ]
97Freud, loc. cit.

9pasadena Evening Post, October 17, 1922.

9Freud, loc. cit.



Chapter 3

THE GENEALOGY OF THE
PLAYBOX CONCEPT

The previous chapter reviewed the practical theatre eepegiwhich led Brown toward
his conception of the Playbox. The present chapter willidische major influenceB
upon Brown which came from his reading, from attendance ctites and perfor-
mances, and through conversations with progressive thaetists and crt flee. Many
of the Influences stemmed from actual theatres which werg@dnation prior to 1924,
while others came from proposals for new forms of stagingthedtrical architecture.
They may be classed in six categories according to the typleeatre or production
practice suggested or employed. These categories are:

Extremely Intimate Theatres

Open Platform Stages with Scenic Adaptability
“Circus” Staging Proposals

Flexible Theatre Proposals

Private Club Theatres

Laboratory Theatres

Extremely ntimate Theatres

Rejane’s Little Platform

Toward the end of his life Brown harked back to a lecture heligatd In his youth
P.B an es.rly stimulus toward the Playbox idea of Intimasgisty. As a atudent at
Mrs. Adams’ drama school in Chicago he hrd witnessed a teetilemonstration by
the great French actrese, Re jane. The date would have bestiprobably December,
1904, when Re jane performed in Chicago for two weeks durargAmerican tour.

43
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Xnvited to speak et MTB. Adams. Studio, the actress dematestrthe manner in
which a complete drama oould be effectively performed omadguare platform.

Reinhardt's Kammerspiele

Two years after Re jane’s lecture on the potential of intertaeatre. Max Reinhardt
opened his KanHaerspiele, or Chamber Theatre, in Berlina$t a three-hundred-sest

thefttre with no balconies and with s “stage scarcely seépdrirom the audito-
rium.” 2 While it was no means as small as the playhouse the Frenobsadtad
in mind, the Kaianerspiele was nevertheless designed mnamodate very intimate
productions. ft.s Strindberg noted, its name euggestepuhmose of “transferring the
idea of chamber fflatsic to the dramaReinhardtt B desire was for a “house resem-
bling as closely as possible the body of a violin, and likewlwdin attuned to receive
and respond to the slightest vibratiorf” Here plays of a subtle and delicate qual-
ity were performed with a restraint not possible in the Deet Theater, Reinhardt.s
conventional-sized playhouse.

Strindberg’s Intime, Teatern

In 1907, a year after the inception of the Kammerspiele n8kriérg and his partner
August Paick launched the Intima Teatem (Intimate Theatre§tockholm, frankly
following Reinhardtls example. With n seating capacity &if Strindberg’s play-
house was more intimate and considerably less luxurious itisaBerlin prototype.
The Swedish dramatist sought a remedy for the extremelpgpoojection demanded
in many of the large theatres inherited from the nineteeettizy:

We wanted a small theatre in order that the actors might bedhieavery
corner without having to shout. There are theatree so haetterything
must be said in a strained voice, which roakes everythingddalee. A
declaration of love must be bellowed forth, a confidence esged like a
call to amis. . .2

For his Intiiaa Teatem Strindberg wrote a number of worksdiked “Chamber Plays.”
Among theee were the dramas The Pelican, After the Pire, bBedJhost Sonata,

The First Studio of the Moscow Art Theatre

Other intimate theatres were soon established in Europecegly in Qermany where
Reinhardt had set a fashion. The moist definite influence tm@IBrown, however,
appears to have come from a Russian product of this trend.p@teular intimate
theatre was the First Studio of the WOQQQW Art Theatre, fadhbly Stanislavsky

1Gilmor Brown, “A Dream on a Dime,” p. 177.

2Heinzs Herald, “ie Kacsnerspiele,” Max Reinhardt and Higatre. Oliver Sayler, cd., p. 148.

SAugust Strindberg, “Ifotes to the MeraberB of the Intimatee®itre,” translated by Evert Sprinchom,
Tulene Drama Review, Winter, 1961, p. 154.

4Hugo von Hoffmansthal, “Reinhardt ae an International E¢rin Sayler, op cit., p. 4.

5strindberg, loo, cit,
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in 1913. The celebrated RusBlan director had establishe8tihdio primarily to train
young actors in his “Syatem.” The quarters for the First &twdere situated on the
top floor.of a building, occupying what had formerly beenzable three-room apart-
ment® Initially the Studio aeoonanodated an audience of onlyrsigviive, although
its capacity was soon increased to one hundred and fifty.

Since a raised stage was not possible because of the lowwgdedight, Stpinlslp-
vsky had the actors perform on the floor of the room. He sedtedudience on tiered
platforms rising in a stadium arrangement. No footlightseveeed 5 all the light came
from above. Before the performance and during intermissegloth curtain closed
off the acting area. The front row of seats was placed no rtharefive or six feet from
the ground oloth .which marked off the stage area.

Stanislavsky felt that this extreme closeness of the agdigmthe actors, the inti-
macy of the Studio, was one of the main reasons for its success

It seemed to the spectators that they were sitting in the plarge where
the action of the play was going on, that they were not spactabut
accidental witnesses of a strange fife.

Since the actors avoided playing to the audience, even ikeSpaarean comedies4 the
intimacy was of a kind which Oliver Sayler termed “imperstina

. . . the actors never let themselvea become aware of theragdi&ven
when . . they step off the ground cloth which alone marks thgesaind
use the normal exit from the auditorium and the foyer as aicoation of
a street scene, they are in another wérld.

IShis “impersonal intimacy” was the kind which Brown wa tarty his audiences in
the Fairoaks Playbox,

The settings for the productions of the First Studio weretla@rorespect in which
the Studio was a forerunner of the Playbox. Stanislsivskglerggeat use of draperies,
simple suggestive pieces of scenery and furniture arrapgtm

If Brown had not already learned about the First Studio frdhmeo sources, he
would have gained much infiBOTnation from Sayler’s des@iptpublished in 1920,
and Stand, slavsky’s account in My Life in Art, -which appsiin 1924. He owned
copies of both books in the early 1940’s and even obtaineddhised edition of
Seyler’s work®

Brown did not have to look to Europe alone, however, for sioad extremely
intimate theatres. Two small American playhouses had iagwe him, both of which
came into existence prior to the Studio of the Moscow Art TreeaOne was the Toy
Theatre of Bostonj the other, the Chicago Little Theatre.

6Konstantin Stsnislavsky, My Life in Art4 p. 534.

"Richard Boleelavsky, “The Laboratory Thetre,” TheatrésgrJuly, 19S3- P. 4T.

8Stanislavsky, loc cit.

°Oliver Sayler, The Russian Theatre Under the Revolutiogsp.

10The Pasedena Playhouse Library possesses oopiea of SEpieRsIssian Theatre Under the Revolution
(1940) and the revised edition7’ entitled” ?0 4aslan Thefi822). Both contain Brown’s bookplafce used
in the early 1920's. Also in the Library is a copy of Stonislky'B t4y Life in Art which according to e
handwritten inscription, was given to Brown in 1924.

1n typed notes for a. lecture on the Pleybox, Brown liBtedThyg Theatre and the Chicago Little Theatre
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The Toy Theatre

Established in 1911 in s remodeled etable, the Toy Theata¢eBdl 29 persons. It had
a raised stage, fifteen feet wide and twenty-three feet degmoBoenium arch and
e conventional curtsin. The Toy Theatre influenced Brownugh its email size and
lie repertory. ?3. Lyman Os le, the founder, selected udfanplays for the most

pert. The works chosen Btresaed "first productions of naiierican authors, plays
of foreign dramatists never before seen in this country, thedrecent pieces of the
modern Englishmet?

The Chicago Little Theatre

The Chicago Little Theatre wee founded by Maurice Browne942. Located in a
long, narrow room on the fourth floor of e Chicago building theatre held ninety-one
eeatB. Within the confineB of this small ployhouse, Mauricevine applied meny of
the scenic principles of Gordon Cralg, principles whiclgading to Sheldon Cheney,
were “practically unknown to this countty.Important to the Playbox concept was the
Chicago director’s firm belief in the “illusion value of thmall theatre and the codes of
production which its miniature size demandetf."The Little Theatre used extremely
simple settingB, and paid great attention to lighting effec

The acting often possessed restraint, “quietness of téhag Cheney described Its
quality. A practice of the theatre which could have made thera lose their restraint

was the regular omission of the names of the cast from theanogy This practice was
to be tried and dropped at the Fairoaks Playbox,

Open Platform Stages

At least four theatres using open platform stages withoudraventional proscenium
arch affected Brown In his desire to break away from the mogon stage. Further-
more three of them pointed the -way toward Brown’s type ofiflextheatre through

their use of varied acting areas and simple Bcenic modifinatof a permanent ar-
chitectural background. The three theatres with adaptalakform stages were the
Theatre du Vieux Colombier, the Maddermarket Theatre, haedRedoutensaal The-
atre. A fourth open platform theatre was Wheeler Hall Audlitn, which is mentioned

because Brown was personally acquainted with it and ligted & predecessor of the
Fairoaks Playbox.

among predecessors of hie intimate theatre. These nots, eenith are part of the Playhouse collection of
Brown'’s papers, date from approximately 1947.

12Homer W, Howard, “The Toy Theatre of Boston,” The Drama, ME314, P. S4.

13sheldon Cheney, The Art Theatre (44S ed.), p. 119.

14Thomas Dickinson, The Insurgent Theatre, p. 14b.

15Cheney, op. cit., p, 143.
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Theatre du Vieux Colombier

During 1917-19 when the Theatre du Vieux Colombler was in Nevk, Brown was
busy guiding the Pasadena Playhouse through its difficstttivo years, end did not
leave California. Consequently he read descriptions ofe@afs novel productions in
the Sunday issues of the New

York Times, to which he subscribed. He also learned detailm fother contempo-
rary publications® What must

have Impressed him was the emphasis on the actors brougfttabitne prominent
forestage, the great simplicity of the scenic devices, heaase with which modifica-
tions could be made in the permanent background.

Copeau’s arrangement in New York has been described asctiusin to the Eliza-
bethan stag&’ The Garrick Theatre in which the company performed had biered
to provide a three-area stage. The three parts were a fgegstanain stage, and a
balcony stage. The balcony was a particularly adaptabte are

The balcony and the space below it might be variously shutroffi the
main portion of the stage by tapestries, lattices, scre@nsgections of
scenery, flat or pierced with windows or doors. Steps couldas®usly
pieced to give access to the balcdfy.

When in 1919 Copeau brought his troupe back to France he refedchie old
Vieux Colombler Theatre in Paris along the lines of the Newk¥Yolan. Brown fol-
lowed

19

Copeau’s work in France through articles in Theatre Rrésd the descriptions in
Kenneth Macgowan’s books.

The Maddermarket Theatre

An English playhouse which had a relationship to the Elitiade stage as well as to
the Playbox idea was the Maddermarket Theatre of Norwichl921 this amateur
group under the leadership of Nugent Monck bought an eiglitegentury building
which had originally been a church, Monck remodeled it afiter Fortune Theatre of
Elizabethan times. The Interior of the building had a ggllemning around it. This
gallery was retained along three sides and connected tocarhabtage at a slightly
lower level on the fourth side. Beneath this Elizabethardral stage was an inner
stage which could be curtained off. In front of the inner stagas the main stage
which occupied the entire width of the hall and half the léngt the building. The
interior while giving the Impression of “domestic

18Interview with Gilmor Brown, May 20, 1959.

Irving Piehel, On Building 4 Theatre, p. 74.

18 bid.

191n the interview of May 20, 19594 Brown told the present writeat he had regularly read Theatre Arts
in the years prior to the founding of the Playbox.

20Brown credited Macgowan’s books The Theatre of Tomorrov2{)%nd Continental Stagecraft (1922)
as important Influences in his letter written to Brooks A#ian, drama critic of the New York Times, June
15, 1950.
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Tudor p-rchitecture” was “sufficiently free from detail tdebd .with nearly any
setting.”?!

In an article in the July, 1923 issue of Thee.tre Arts (andsshich Brown must
have read very throughly), Andrew Stephenson carefullgdesd the symbolic as-
pects of the scenery, the simplicity of the settings, theartance of the adaptability
principle, and the economy of the theatre.

The balcony stage MRS of great value because it could be atetbso as to be-
come a symbol for the entire production:

The uses to which a producer can put it seem limitless. , . .dyting a
medieval screen on it, or some simple eighteenth centuricegethe rest
of the stage seems to fall into the same pefod.

The sets were of the utmost simplicity with e for mally sudiyesbackground:

It must not be understood thst anything elaborate is Impgbigd 'set-
scene’et the most a few rostra, one or two oak chairs. Jodatissor
benches are employed. The background is alwrys composeduréi
tspeetries end the architecture of the stage itself, antliadargely by
these hangings that the adaptability of the stage is redgmrssible, their
importance cannot he exaggerated. Made of plein sackiegate painted
with various dyes, the decorations being pdapted to ecgi?pla

Stephenson (?rgued that the real success of the Mi-'d deanh€&heatre ley in its
adaptability. He called the building snd the productiormteéques

practical proof of Nugent Itonck’s theory that the open falah stage is
not only the best stage on which to produce seventeenthrgairama, but
the best stage on which to produce Greek tragedy, miracys plRestora-
tion comedy, and the Ipter comedies of manners, snd evennmptigys?*

A finsi point in Stephenson’s srticle must surely have ca@@jhmor Brown's eye.
The operation was extremely economical.

The Nteddermarket . . . hes solved one great modem problersipbey
of fine quality but limited appeal may be put on so as to recthemitlr-1
expenses. 2°

Kith eeeh play pipnned for no more th?n e week’s run, the predoould still recoup
expenses. This great economy was the result of the flexiel@is permanent basic
setting.

21Android Stephenson, "The M?dderm?'rket Theatre, Theatts, Auly, 1923, P. 2CA.
22|pid.

23stephenBon, op. cit., p. 209.

24bid., p. ?11.

2Sbid., p. 212.
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The Theatre in the Redoutensaal

In 1924. Kenneth Macgowsn wrote of the thee-tre which thetAere government had
established in e palc’ce bsliroom in Viennp. While the pipte behind the staging et
the Redoutensaal wee sirnller to thst of the 4feddermatietype o.f erchilecture was
very different. Contrasted to the simpler and more neutnality of the Tudor wood-
work In the Norwich Theatre, the Redoutenspnl “was one ofigmedsomest baroque
rooms In Europe?® It was a hall of Gobelin tapestries, mirrors, great cryshalrae-
liers, and paneling in cream and gold. An open platform stiged at one end of the
room. From the rear of the platform stairs led up to a balcony.

Macgowan had seen two comic operas performed in the balltheatre. In The
Barber of Seville he observed the failure of the designefreéll Roller to create a
Spanish exterior setting which would harmonise “with thenpenent decoration of the
hall. The Mcrrisge of Figaro met .with more success. Thearsggtm”de extensive use
of Bcreens. Two series were used: for the servants’ roonfjitescene, antique red
ones were pieced downstage; for the wife's room in the sesoede, a group of green
colored screens farther upstpge constituted the settingeriih the third scene the
wedding wss to take place, the entire permanent backgromaB revealed.’

In reporting Reinhrrdt’s pirn to direct a series of prodons in the Redoutensaal
in the fall of 1922. MacgowTin made a few suggestions for iowimg the theatre. He
felt that the eurfcein which had been used in the opera padoces’'wrs unnecessary:

Why B curtain sfc all, unless the curtain of darkness? Whyumiformed
attendants managing the simple metier of screens or smellesses with
the aplomb of actorg®

He also urged the removal of footlights (a step which Reidhaook when he began
working in the theatre). Lastly Maegowan thought a loweeftage would add variety
to the acting areas.

Recognizing thet the elegant ertificial atmosphere of tHews highly suitable
for certain plays, such as the works of Cornellle and Re dinéguite inappropriate
for many others, Macgowan suggested that a neutrel intarichitecture would be
more ideal for an adaptable theatre. Coupled with the nleartthitectural background
he proposed E series of stage area “shells.” For exampladhagtable theatre might
possess a set of classics! and severe walls end steps fok Gagedies. Another
shell consisting of dark wood panels might serve Shakespedragedy, comedies of
Goldsmith, and modem play®’

Wheeler Auditorium

Since Brown did not make his first trip to Europe until 1926 di@ not have an op-
portunity to visit any of the above theatres before foundiregFelroaks Playbo¥. He

26Mscgowsn and Jones, Continental Stggecrr- ft, p. 185.
27\bid., p. 190.

28Ipid., p. 191.

29\bid., p. 192.

SOInterview with Gilmor Brown, May 20, 1959.
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would have been able to see at first hand, however, the platage which his friend
Irving Pichel employed at the University of California. 1821 Wheeler auditorium
was erected at Berkeley, Pichel called it “the theatre witrstag€! since it had
no proscenium arch, curtsin or backstage aree.4 The stegecanBisted of a wide
platform pieced at one end of the auditorium, which appdyetdubled as a lecture
hall.

The sets often consisted of simple decorative panels oedyapranged over black-
boards® Since no

curtain was used, the actors took their pieces in the darkptactkouts indicated
the ends of scenes. Pichel maintained that the use of tHenptestage helped foster
an "alertness and unity of response” in the audiences at Wheaditorium 33

Circus Staging Proposals

While Brown’s conception of the Playbox drew inspiratioorfr intimete art theatres
and from playhouses with adaptable platform stages, itr@#ected the rising inter-
est in “circus” or “central” staging. This interest had itdgin in the work of Max
Reinhardt whom Herman Rosse called “the first of modem preduto realise the
advantages of the circus’*

Max Reinhardt’s Circus Staging

The circus building in which Reinhardt staged plays wasgtesi in the circular shape
which had become the basic European pattern for circusibg#dy the middle of the
nineteenth century. The Austrian regisseur produced st tbeee dramas in the Zirkus
Schumann in Berlin during 1910 and 1911. These were: Oed®gxsin November,
1910; The Oresteia, October, 1911; and Everyman, Decemdet,

Reinhardt’e production of Oedipus was typical of his usehefeircus for staging
plays. According to Huntley Carter’s description, the ZiskSchumann

offered the whole [not a pert] of its arena to the principalsrus, and
crowd, who entered some through the door of the Greek facadtee at
one end, and others by steps and entrances leading to the ditearing
thus allowed the action to take place at the feet of the agdias well as
among then¥®

The Zirkus Schumann had originally been built in “the fornsafircle around the cir-
cular central stage®® A little more than a decade after Reinhardt’s productionagM
gowan criticized the producer for not having been “courager far seeing enough to

31jrving Pichel, “The Theatre Without s Stage,” Theatre Afisly, 1921, p. 439.
32James Hyde,” The Pasadenci Community Playhouse News, May®8, p. 1T,
33pichel, loc. cit.

34Herman Rosse, “The Circus Theatre,” Theatre Arts, July3192242.
35Huntley Carter, The Theatre of Max Reinhardt,p.211,

36Hi ram K. Moderwell, The Theatre of Today, p. 251.
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use the circus as a circus.” The basis for this criticism wagact that Reinhardt had
placed a setting at one side of the circular aréha.

Reinhardt had retained roost of the original circle of se@&soving no more than
a fourth of them to make room for the Qreek temple settfhgmil Orlik’s etching of
Reinhardt directing a rehearsal of Oedipus suggests tleatlegs than a quarter of the
circle of seats had been remov&dhue the audience was arranged in a scheme much
closer to a full circle than audiences had been in the Gres#ttb. The performance
witnessed in the circus was staged in a manner very much akiresent-day central
staging in large arena theatres.

Behind Reinhardt’'s move to the circus as a new form of thea#re his desire for
greater actor-audience intimacy. He was

seeking for a means to break away altogether from the pititamee stage,
to develop the idea of producing a drama that can be actednwiitie
auditorium instead of within the picture frame, and to . llyfitrate! .what
a play gains in intimacy when its cherecters become pareddtidiencé?®

In 1911 Relnhardt’s “literary director” (or publifoiBt) Alhur Kahsne, expounded the
theory of the increased audience participation which wasymed to have been the
result of central staging:

No smpill strongly circumscribed frame separates the woflthe pley
from the outer world, and the action flows freely through tivbole of the
theatres....

The chorus arises end moves in the midst of the audiencehtmacters
meet each other amid the spectatore; from all aides the thisdreing im-

pressed, so that he gradually becomes a part of the wholas aagidly

absorbed in the action, a member of the chorus so to speakclbisie con-
tact (intimacy) is the chief feature of 4bhe new form of stdtjmakes 4he
spectator’ 4Jpgr44 o't “the action4 secures his entirer@ngt and intengi
fies the effect upjon him,[Italics not in origingl']

This theory was leter echoed by Brown in very similar wordewhe sought to explain
audience reactions st the Playbox.

Central Staging, 1914 - 1924

Reinhardt’'s work WSB the best known of ventures into circusemtral staging in the
years prior to 19224. In France, Fermin Qemier imitated tlistAan producer just
after World War | by carrying productions into Parisian cisduildings,

3’Macgowan and Jones, op, cit.j p. 200.

S8foderwell, loc oit.

39sayler, Max Reinhardt and His laieatre, illustration facin 114See also Or UK's sketch, reproduced as
item 336 in 6. Altman, et al. Theatre Pictorial.

4OcCarter, loc. cit

4Arthur Kahane, “Glossen Zum Theater der Punftausend,’t@lateg IteutchenTheaters, November,
1911. Quoted in’ tranBia tion by 'Huntley barker, pp. cit..i123.
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In the United States, Azubah Latharo of Columbia Univeisitgachers. College
directed the earliest known example of central staging i ¢ountry in 1914. She
produced The Mask of Joy in the center of e gymnasium. Forrakyears, Miss
Latham and Milton Smith, also of Columbia University, conigd to use the theatre-
in-the-round techniqué&.

In 1922 T. Earl Pardoe tried central staging at Brigham Yduniyersity in Provo,
Utah®3

The Cirque Medrano

In the same year in which Pardoe brought the central stagetintque to the western
pert of the United States, Kenneth Mscgowen wrote a desmnipf performancesin a
Parisian circus, TRiis chapter in his book. Continentag8taaft played en important
role in the development of central staging in the Unitedetafor it Influenced both
Gilmor Brown and Glenn Hughea. Hughes'response to the baolecapproximately
eight years after Brown4 reaction.

Macgowan was one of the critics end theorists who advocateellion against the
tyranny of the proscenium arch and the representalionsifigaend scenery which
went along with the picture frame stage. Hence Macgowan saw i

the Cirgue Medrano a perfect new form of theatre in which tes&blish the pre-
sentational style of acting. Ironically neither Brown nandthes was to make great use
of presentetional acting in their centrally staged proitunst.

One of the great values of performances in this completetytar building, which
had no stage adjacent to its arena, was the plastic techdéyatoped by the actors:

The actors seem to have consciously developed their gesimet their
poses as supplementary expression to their faces. Alsonhgly work

around during their scenes, and give each part.of the aceligne benefit
of both back and face. The comedy of the Medrano ie , , , furréeause

it is so intimately alive, and because it is made with all tbeds body. .
44

Another aspect of the Cirque Medrano which Macgowan praisesithe visibility
of the performerB from all parts of the circular auditorium:

There never was such an auditorium for sheer visibility. THsérows are
better than the first. They take in the whole audience ae wéti@show'®

A suitable repertory for such a theatre in Macgowsn’s opiniemuld have included
Greek trsgedy and comedy, Shakespeare4 greatest playmarnyddynamic modem
dramas, such as The Emperor Jones, Strife, and The Weavet godd for the theatre
would be “most of the conversational realism of the pastyhiears.” Maogowan’s
ideas were iby no means taken over literally by Gilmor Broginge as will be shown,

42argo Jones, Theatre-in-the-Round, p, 38,
43|bid,

44wacgowan and Jones, op. cit., p. 204.
4Slbid., p. 203.
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the repertory of the Fsiroaks Playbox included much “cosaonal realism.” Brown’s
theatre differed considerably from the Cirque Medranotipalarly since it was in-
finitely smaller,

Suggestions of Herman Rosse

A year after the publication of Macgowan'’s discussion oftcanstaging, Herman
Rosse urged the construction of circular theatres. Hisyemspeared in Theatre Arts

in the July, 1943 issu®. Rosse, a distinguished scene designer of Dutch birth, was
then working in the United States. In hie article he desditiee advantages of the
circus technique of staging, pointing out that for many aaes the circle had been the
basic theatre form. Accompanying the discussion were eleketches by Rosse “lI-
lustrating the construction of the Continental circus a@acdaptation to various sorts

of drama and spectaclet”

Norman Bel Qeddes’ Plans for a Circular Theatre

In the same issue of .Eheatre Arts, one which had great signife in its relationship
to the Pisybox idea, Horman Bel Geddes contributed his dediy a circular theatre.
This theatre scheme, known as Theatre Number Fourteen, widished for the first
time. The plans revealed

an intimate dramatic theatre of the circus type in which tidience com-
pletely Burrounds the stage. Changes of scene are made ppidgahe
stage into the basement. The interior of the house is so sahanblack
that the actors and the plastic setting of properties, sttps will always
be seen sharply outlined against darkrféss.

Brown’s Sources of Information

While Brown'’s statements concerning the origins of the Btaydo not specifically
mention the circus staging of Max Reinherdt, there ere geadans to believe that
he was well acquainted with Reinhardt’s work. Brown ownegies of Carter’'s 1914
volume. The Theatre of Max Rein.hardt as well ?.s Sayler's Rainhardt and His
Theatre, Which was published in January, 1924. In the Chdek, Brown pasted his
“castle” bookplete, which was one he used between 1919 aP@. Tthe Sayler book
was given to him as a present during 1924. according to s haitervinscription?®

Brown may not have known of the central staging at Columbidvé&isity, but
he would have had a better chance of hearing of Pardoe’s®fibBrigham Young
University.

Pardoe was one of the speakers at the Drama League Convenfasadena in
Msy, 1924.

46Maogowan was one of the three editors of the magazine.
4’Herman Rosse, “The Circus Theatre,” Theatre Arts, July3182235.
48Theatres of Today and Tomorrow,” Theatre Arts, July, 192321R.
49Both volumes are in the collection of the Pasadena Playhoibsary.
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In a letter to Brooks Atkinson, drama critic of the Hew Yorln¥és;, Brown cred-
ited Macgowan’ B The Theatre of 4tomorrow and Cpntinenteb8traft as important
sources of inspiration for the Playbox, In particular, heaithe suggestions for “stag-
ing Shakespeare in the style of the Indoor circuses of cental Europe.”° In his
1957 essay, “A Dream on e Dime,” Brown reaffirmed the (Sigaiftrole of Macgowan
end Jones’ suggestions concerning the Cirque Medrano.

In notes for a lecture which Brown had worked up around 194@,section dealt
with “Departures from Con ventional Stages,” Here the posdihad made a list of
predecessors and followers of the Playbox. Among the pessdecs were “Suggestions
of Korman Bel Geddes: Unique theatres and stagés8el Geddes’ Theatre Mtamber
Fourteen

would certainly have been one of these. In the same issueea#tighArts in which
Bel Qeddes designs were published, Brown would have foursg&®article on “The
Circus 'Bieatre.”

Flexible Theatres

While there had “been theatres, such as those -with platébages, which possessed
SOURS degree of adaptability or flexibility In the use of agtareas, none reached
the degree of flexibility which the Playbox was to practicéheTidea of CTaximuro
flexibility roust have come to the Pasedena producer in thra fif proposals made by
progressive theatre people, or else arose solely from hisoogative thinking. He had
no prototype to copy.

Appia’s Concepts of Flexibility

In an Interview Brown mentioned Adolph Appia as a source gpiration, but his
statements concerning the

Cco

Swiss designer and theoreticlsn were not very spe@frown could have learned
of 4ppls’s efforts at the Da4-croze Institute in Helleratotigh the description in The
Theatre of Tomorrow,

In an unusual Bllk-walled room designed by Tessenow, Aptalged The Tidings
Brought to Mary and Orpheus and Eurydice in 1913 . II'h audéesat on banked seats
regular3y placed at one end of the room, with no division leetwaudience and acting
ares “except for an open spsce of shining flodt, The hall possessed no stage. The
flexibility of this theatre caiae from Appla’s practice ofdesigning the

acting area for each play with re-arranged scenic elemplagorms, steps, flats,
and draperies, These productions wre apparently viewed @nd staging plan,

50Gilmor Brown, letter to Brooks Atkinson [carbon copy], Juh®, 1950. Archives of the Pasadena
Playhouse.

51Gilmor Brown, lecture notes. Archives of Pasadena Ple.ygwu

52|nterview with Gilroor Brown, May 20, 1959.

53Macgowan, Theatre of Tomorrow, p. 190.



FLEXIBLE THEATRES 55

From his experience at Hellerau and his fervent interegtéatrical experimenta-
tion, Appla developed the concept of complete flexibilityis Iduggestions were pub-
lished in an essay in the Dutch periodical Wendigen in 198deuthe title “Art Vivant
ou Mature Morte?” (“Living Art or Still Life?”)4In 1923 an Italian publisher printed
the essay as a separate voluthe.

Appla inveighed against the obstacle to experimentatiasead by the end stage
arrangement of traditional theatres. “The arbitrary coiems of our auditorium and
stages placed face to face still control us,” he complaiigde felt it was an error to
use the saroe building for both regular and experimentalyetions. The Inflexibility
of the traditional structure “through suggestion Operatesetard considerably our
efforts toward liberation,®’

In place of conventional proscenium stage theatres, Apgi@dithe construction of
“elementary buildings designed merely to cover the spaeehich we wrk” % These
buildings would provide a theatre Btrueture in .which theorld be no fixed form for
the stage or auditorium:

No stage, or amphitheatre; only a bare and empty room at sposal . .
. Clear spaces everywhere to store the practicable prepentid complete
lighting equipment . . . it will be easy to install temporargrs for a
knowledge seeking public . . . this experimental field wilcbme a sort
of nursery of dramatic art in which the only ones to remairciiva or
silent will be those held to their spectator Beats by age finniity. Then
we shall have a living aft®

Appia’s Influence on Copeau

Appia.B concern with providing a flexible theatre ft; r exp@ntal productions came
to be reflected in the work of Jacques Copeau. Copeau had eesmuainted with Ap-
pia end Dalcroze in 1915; and subsequently maintained radistaip with both me{®
When Copeau started his School of the Viewc Colombier insRarl 920 he made use
of Appia .s idea of a flexible “elementary building” for hisugents! A few years
later, in May, 1924, Copeau deserted Paris and took a corptidénts out into the
rural area of Burgundy. There he took over a wine storagalimgjlas a “work room”
for the students. It was made into a flexible theatre such g@éaftpad envisioned. Jean
Meroier, who was one of the students, described the building

a sort of great hall where vineyard keepers after an unusuraéht stored
the surplus barrels filled with wine. Ho line was drawn betwstage

54Cited by H. D. Albright, Adolph Appia’s The Work of Living Artp. xvii.

55bid. Albright lists the Italian publisher as Bottega di Bizg Milan.

56Adolph Appia, “Art Vivant or Mature Morte?” quoted in Engligranslation by Jean Mercier, “Adolph
Appla,” Theatre Arts, August, 1932, p. 623.

573, A. Rhodes, translator, ’Adolph Appia’s "Living Art or 8tiife?” theatre Annual, 1943, p. 45.

58Mercler, loc. cit

59Rhodes, loc. cit.

60Bettina Khapp, Louis Jouvet, p. 42

61Mercier, “Adolph Appia,” loc. cit.
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and auditorium, indeed there was neither stage nor audgitpfiut a great
space which we transformed as we needed to, in the processwbok 6263

Copeau’s experimentation in his flexible “work room” was auattedly quite dif-
ferent from Brown’s efforts in the Playbox. One clue may berfd in Mercier’s de-
scrip. tion of the treatment of the floor of the hall. Over tegular wooden flooring a
coating of cement was placed. On this was drawn

a vast network of lines, forming geometric patterns neaggsaour work.
They formed a play of directing lines which helped to maintaiperfect
harmony in the various groupings.

Bel Geddes’ Plea for Flexible Theatres

In the same month that Copeau left Paris, Herman Bel Seddgedhis part In the
Kiovement toward a more flexible theatre. As a gueat of hohtitreanational conven-
tion of the Drama League of America, which took place in Pasaghe made a fervent
plea for a new type of theatre building. He urged the consttnof flexible theatres.
These were to be:

., not the cut-and-dried Shubert type that they are erebiyrthe dozens
in Mew York aid throughout the country, but a simple con#etitype4
adjustable to the demands of the play tobe produced, so tiainva

day the gtage maybeahi4dtedtothe center, circus fashionndtance/ or
‘arra]M4,ar4,,CT4 IUnderlining not in originaf]

Brown’s Sources of InformatJLon on Flexible Theatre

While Brown must have read of Appia’a partially flexible stagat Hellerau through
Macgowan’s description, he would not have been able tofaataily interpret “Art
Vivant ou Hature Morte?” So far as is known, the essay wagenriin French and
not translated into Englieh until 1932. Brown'’s French wilkia a rudimentary Btate
during the years between 1921 and 1824 hus it must be assumed that if he knew
of Appia’s ideas aa expressed in the essay, his knowledgkivene come from oth-
ers who were familiar with it. He stated in “A Dream on a Dim#yat in the years
innnediately preceding the founding of the Playbox, he heehltalking to a number
of European authorities on the new developments in theatne &broad’

It is possible that one of these authorities told him of Afspsaggestions.

Brown knew of Copeau’B School in Paris, but would have hateltime before
establishing the Playbox, to learn details of the flexiblefkvroom” in Burgundy.

62Ipid.

83Walden Boyle in Central and Flexible Staging cites Mersl@ccount of Copeau’s work in Burgundly.

64Mercier, loc. oil.

85Helen Yates, Santa Monica [California 3 Outlook, June 34192

66KhdJeiaoiselle Jeanne Richer! informed the present witiigr Brown took fairly elementary French
lessone from her at some time after 1927.

67Brown, “A Dream on a Dime,” p, 171.
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From Mercier’s report, it appears that Copeau did not presseypublic performances
of his group in Burgundy until months after their arrival.

The speech by Bel Geddes on the need for the constructiomeédible or flex-
ible theatres must have been one which Brown heard. The lspesxdelivered as a
featured address in the convention for which Brown was @nogchairman. Brown
had several avenues of association with Bel Geddes. Pigheljntroduced Bel Qed-
des at the convention, was a friend of both men. In additidri@eldes had worked for
Aline Barnsdall in her Los Angeles Little Theatre in 1916wHs Miss Barnsdall who
had given Brown lighting equipment from her defunct theaitne in a dire moment
sent the $2,000 which kept the Pasadena

Playhouse in exietence. It appears most likely that Brovardh&el GeddeB” plea
for flexible theatres at the very time he was planning his Ry May, 1924.

Private Club Theatres

The preceding categories of influences have had to do witkipdlystructure and stag-
ing practices. The remaining two categories to be discuasedoncerned with orga-
nizational aapects of theatres.

Brown planned the Playbox as a private elub organized teptgdays to ita mem-
bera on a subscription basis, this scheme easy be tracedtlaelkt ae far as Antoine’s
Theatre Libre. 'Rie plan, as utilized by Antoine in 1887, ledits aims the evasion
of government censorship, the assurance of regular incantethe development of a
sense of comradeship among the spectators. Announcenigiag®took the form of
social invitations?®

In England club theatres were organized in the 1890’s anmédfier to circumvent
governmental censorship of controversial plays. Whenittie theatre movement be-
gan to take hold in the United States between 1911 and 1926, afahe new groups
adopted a completely private subscription basis for thearation. The purpose here
was not related to censorship but to avoidance of the aiztakés and stringent build-
ing requirements imposed on pub 110 theaffes.

Two theatres operated on a club baais which resembled tlybdXan certain re-
spects were the Vagabond Theatre of Baltimore, and thesBrifioup called Theloc.
Three Hundred Club.

The Vagabond Theatre

The Vagabond Theatre, which opened in 1916,. had only gixtgeats, making it one
of the Bttiallest theatres in the country before the advéth®Playbox. Because of its
extremely limited capacity, each member was assigned gmggsid night in the run for
his attendance throughout the season. When a person o#imea tsubecriber wished
to attend a performance, he had to purchase his seat from d&ene@enerally only

about five such seats were available for any single perfocm®n

68Anna 1. Miller, The Independent Theatre of Europe p. 28.
69Constance Mackay, The Little Theatre in the united State31p.
7OMaolcay, pp. cit., p. 171.
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The Three Hundred Club

In 1923 Mrs, Geoffrey Whitworth, wife of the founder of theitish Drama League,
formed The Three Hundred Club in London. As Norman Marshadleoved

Among the English Sunday theatre societies It was the saepion to
the practice of being founded by groups and operated by cotees!!

The “three Hundred Club resembled the Playbox in that MrsitWth, like Brown,
ran the club as its sole leader, and ohose plays which shewistsee performed. Eor
the most part she eelected plays by young English authorshwitad little chance of
production in the commercial theatfe.

The size of the memsbership Bought by Mrs. "Whitwrth, threedred persons,
4as exactly the number which Brown determined upon for lagtdx subscriptions.

Of the two groups just described, it is very probable thatwBrdknew of the
Vagabond Theatre, since it had received considerablegitylilh such American peri-
odicals as The Dramas The Theatre, and Theatre Arts, Maeldglbo described the
Baltimore group in her book on Little Theatres. There is meclievidence to indicate
that Brown knew of The Three Hundred Club. There is no questiowever, that in
its organization it was very sisiilar to the Playbox.

Laboratory Theatres

Another significant facet of the Playbox was Brown’s degirmaike it an experimental
“laboratory” or “studio” theatre for the Pasadena Playteoushe producer.sideas about
laboratory theatres undoubtedly stemmed from

knowledge of those established at American universitiescalleges, as well as
the things he had read concerning the Studios of the MoscowWhgatre.

In 1916, Maokay had characterized the laboratory theasgdaxes where students
could work out their own production problems, and where niaygwere favored?
The following year Dioklnson defined the experimental theats “a laboratory for
testing the tools of the theatre’® True experimental theatres according to Dickinson

were George Pierce Baker.B 47 Workshop, the Laboratorytféeéthe Carnegie
Institute of Technology, and the Workshop of the Wisconsay®rs in Milwaukee.

In July 1923. in the same issue of Theatre Arts which had bdrbfayth so many
other stimulating suggestions pertinent to the Playboa,iéechard Boleslavsky wrote
fervently of the need for laboratory theatres. He pointetitbat the contemporary
theatre was very much like a department store Belling readye, labelled goods.
“Yet a real artist cannot only sell hie wares, he expostdidtee must be free . . . he
must have his own creative laboratoryand there are no sbohndsories.”®

In Boleslavsky’e view a theatrical laboratory was as imaottas the school and
the university. It could create new forms which would influerthe world:

7IMoraan Marshall, The Other Theatre, p. 78.

“2Ipid.

73Mackay, op. cit., p. 18l.

74Thomas Dickinson, The Insurgent Theatre, p. 75.

"5Richard Boleslavsky, "The Laboratory Theatre,” TheatrésAduly, 1923, p. 245.
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In a laboratory theatre every detail nnist be considereéshfifor each
production from the scenery, furniture, and propertiehéostyle of acting.
Old, tried forma and methods nnast never be relief uponuktrbe clear to
everyone that whether a play is new or is newly/.revived,va agproach
must always be sought for %t

The Russian producer believed that such experimentalrdsestiould be small at
the start. Brilliant examples of intimate laboratories iethdeveloped into leading the-
atre B were the First and Third Studio B of the Moscow Art Thealn the beginning
the First Studio had seventyfive seats and the Third Studitagued only thirty fivel’
Brown was to keep his laboratory theatre within this rangeagfacity throughout its
entire existence.

Summary

The genealogy of the Playbox has been reviewed at lengthdier & more precisely
establish its historical position. Those theatres and gsals which Brown acknowl-
edged as influences have been indicated. In addition a femtrdsenot specifically
mentioned by Browl have been described becauae they wedeqassors of the Play-
box in some significant reaped. From European and Americproaphes to intimate

theatre Brown derived the idea of the smallness of the mgldnd the closeness of
the actors to the audience. Among such intimate theatres therKanimersplele, the
Toy Theatre, the Chicago Little Theatre. Copeau, and prgtéinhardfc, impressed
him with the value of actor-audience , intimacy. It was Sétatsky’s First Studio with
its

X

— combination of intimacy and representational acting Witiame close to Browns
own predilection,

Macgowan and other spokesmen stirred Brown’'B desire tdgieeite In the za-
ovement to “abolish the proscenium arch.” In such adaptapén platform stages as
thoae of the Vieux Colombier, the Maddermarket and the Rexfsaal theatres, he
saw steps toward flexibility in staging. IRbrrnan Bel Gedirgdea for the construction
of flexible theatres may have spurred Brown on in his pur duih@aximum flexibility.
This was an idea which had recently been advocated by Appiésitirt Vivant ou
Nature Morte?”

From Macgo’wan’s praise of the staging technique of the Madrcircus. Brown
developed the deal re to try central staging.

The organizational basis for the Playbox derived from presly establiahed lab-
oratory theatres such as the Studios of the Moscow Art Teeatd the experimental
workshops of American univerBlties, The private club plautas its original source
Antolne’s Theatre Libre, with many reflections in Americitid theatres and English

Sunday theatre societies. The Vagabond Theatre of Bakiuod the British three
Hundred Club showed points of resemblance to the Playbdzeéresmd in management

8lpl-d., p. 249.
"lbid., p. 247.
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policy, respectively.

Gilmor Brown’s idea of the Playbox arose therefore from a banof individual
threads of influence as well as from the implications of hit paperience in theatrical
production. In his hands thoee threads became woven tagetpeoduce a new pat-
tern, intimate flexible staging. How Brown went about esidlhg a theatre in which
to practice this new approach will be the subject of the nbapter.



Chapter 4

ESTABLISHING THE
PLAYBOX

The influences discussed in the last chapter began to havmalative effect upon
Brown in the early 1920I8. His discussion with informed ttnegeople and his exten-
sive reading had provoked a “consuming curiosity” to putsiseown experiments. He
was especially eager to explore all the aspects of thehimiimacy.! For a number of
reasons, which will now be examined, Brown could not satigfyexperimental bent
in the productions of Idle Playhouse.

Obstacles to Experimentation: the Fairoaks Playhouse
Building

While Brown had used a projecting forestage for Much Ado Abmmithing in 1919. the
difficulties of installation and removal on a temporary sadsd apparently prohibited
its further use to any extent. The basic design of the thdatilding on Fairoaks
Avenue rented by the Pasadena Consmanity Playhouse présesérious obstacle to
any deviations from proscenium staging. There could beailt no flexibility in the
arrangement of audience’s

seats and acting areas. Furthermore since the house wed.r&rbwn was pre-
vented from making any real changes in its interior struetarattain his goals.

Obstacles in the Design of the El Molino Playhouse Build-
ing”

As architectural plans were developed for the projectedmgiding for the Pasadena
Playhouse, Brown was anxious to have them contain proddmmintimacy and flex-
ibility. In this he met with frustration, for the Building @omittee of the Playhouse

1Gilmor Brown, “Confidential Theatre,” p. 20.
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Association could not see the value of such innovationsrsyiedéer Brown'’s failure to
overcome their resistance was revealed!

He had wanted an unconventional stage in the new theatre aH&dit to
have a large proscenium opening, no conventional boxebasdreedom
of staging could be used on Mainstage. , . . The only concessaie to
him in this respect was the removable forestage.

In lieu of the large proscenium opening which Brown had ratgss, an opening thirty-
two feet wide was planned. The “removable forestage” waghtflif steps covering
the area of the orchestra pit. When the pit was to be usedtahse sould be taken out.

Brown had also wanted side stages in front of the proscerdarmecting with the
main area of the stage. The Building Committee insisted ‘tRabody has tills sort
of thing.” 3 Instead of side stages, the Committee and the architettdetion false
boxes, which were not at all what Brown had in mind. In fact dedted later that he
loathed the boxes and thought them usefess.

Obstacles to an Experimental Repertory at the Playhouse

In addition to physical restrictions on experimentatioothoin the rented theatre and
in the designs for the projected new building. Brown had totend with limitations
in play selection. This obstacle was posed by the very natiinégs organisation. The
director himself had stressed many times that the Pasadameonity Playhouse was
a comnamity theatre, not an art theatre, and that plays hiael ¢bosen to appeal to all
segments of the public. He had produced original playssidasand other works not
usually performed by coranamity theatres, but these hadrtstitute a minority of the
offerings. As the California Southland reported in 1923:

He presents Shakespeare and Shaw, now and then, but ushalgseme
comedies, touched with pathos, and dramas tinged with cpfmed

15iis pattern endured, even through a decade which saw saraddming of the reper-
tory. In 1930 another local Journal observeds

.Bie Pasadena Community Playhouse becomes entangledavesyin a
while in . . , box-office tape and sentiment against the unkncand
possibly, brainy* dramé.

All exploratory efforts on the Pasadena Conanunlty Plaghostage were per-
formed in public and hence subject to the inescapable respointhe box office, the

Laurie Grey, Interview with Oilroor Brown, 1948, note cartiffor A History of the Pasadena Play-
house.”

SInterview with Thomas B. Henry, March 20, 1962. Mr. Henry veasociated with Gilmor Brown as a
staff member of the Pasadena Playhouse between 1930 andH868 at present the Supervising Director
of the Playhouse.

4Qrey, loc. cit.

5“Town and Country Club Functions,” California Southlanitca ifoverober, 1923. [POP 3, p. 209. J

6pear| Rail, “Theatres,” Saturday Night, September 27, 1930
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prime source of revenue for the organization. Brown ackedgéd that “the Playhouse
will experiment,” but it must succeed in these [sic 3 to betimthe conffnisinity.”

With the limitations inherent in his Pasadena CommunityRdase situation, the
producer came to the conclusion that his enormous desirg tmut new ideas could
only be fulfilled by developing a new theatre. It would haveb®a very small pri-
vate one in which he and his fellow artists could “experimamd fail, if necessary.”
8 It would be a “real experimental theatre departing from laé blder forms,” and
providing “more freedom in the choice of play$.”

The laboratory theatre would have no stage, proscenium &ovotlights, or fixed
arrangement for the audience. As Brown conceived it

The idea of this intimate theatre . . . xas that the actiongdag would take
place in any given area of the particular building being us@dl also that
from production to production the audience and the playpare might
be shifted about?

Thus it would be truly an Intimate, flexible, non-proscenlingatre.

Acquiring a Co-Director

Before Brown could take any major steps toward establishimgw theatre, he had
to secure an associate in the venture. As clever as he wapingeseveral irons
in the fire, he knew that hie duties at the Playhouse would kémpfrom operating
the project single-handed. With this in mind, the produgrraached Maurice Wells,
his twenty-year-old Assistant Director, to sound out hislifegs. As Wells recalled
the Incident, the time would have been approximately Jani&?24. Brown told the
young man that he had a new project in mind, something rtidifferent which he
had been thinking about for some time.” He asked Wells if heldide Interested in
becoming the “resident director” in charge of an experiraktiteatre under Brown'’s
supervisiont! Since the receipts would be very small because of the linaitetience,
there would be no compensation to Wells for his serviée's.

At the time Wells had become disenchanted with his studi¢seatUniversity of
California, Southern Branch, mainly because of his eagsri@ concentrate on his
theatre work. Thus he was ready to join Brown in the new ptojdiich the producer
wanted to get under way in the fall of that year,

"Hay Rose Boruia, “A History of the Pasadena Community Plaghd p. 168.
8pid.

%bid., p. 103.

10Brown, “A Dream on a Dime,” p. 172.

Unterview with Maurice Wells, June 15, 1961 .

L2Interview with Qilnsor Brown, May 20, 1959.

Bwells, loo. cit.
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The Situation of the Playhouse in the Spring of 1924

In some ways it was a peculiar time for Brown to choose for tiigaition of a new
venture. The community theatre was in the midst of a herdarteb finance the new
Playhouse building. The inadequacy of the stage of the “alb$’ the uncomfortable
auditorium, the severely limited office space and reheéasdities, and the continually
rising rent had made the Playhouse Governing Board decitigktothe plunge and
build a new theatre. To top off the sources of pressure, tiidibg had recently been
condemned by the Pasadena Fire Department. In December,

1922 a lot had been purchased. During the current season28t28L1., a fund
raising campaign was in full swing to finance the constructod equipment of the
new plant.

Why then would Brown want to start something nev? when thigeeeatganization
was concentrating its effort upon the greatest projecticdtreer to date? The answer
seems to lie in Brown’s sense that a chapter in his life, thebéishing of a community
theatre in Pasadena, was reaching its conclusion. Aftemsgears of struggle, “the
Playhouse was well on its way* As far as he could see the fund raising was off to
a good start. In the spring of 1924* a large amount of moneyquackly raised. He
must have felt confident that the remainder of the required would come in. For
these reasons he was ready for a new challenge.

As Maurice Wells has explained. Brown was a restless man:

Gilmor wanted to have another creative activity. He hadegothe Play-
house rolling. There he only had to do one play a month. Healkhad

to be doing, doing. He was just a dynamohe alwaya wanted toivg d
some thingt®

Brown'’s father would have agreed with this estimate for heeoeaid of Gilmor,
“The boy never stops 6

Approach to the Governing Board

Having resolved to establish an experimental theatre Biwasmeager to have it func-
tion as a part of the Pasadena Community Playhouse, as|8takigs Pirst Studio had
been a branch of the Moscow Art 'theatre. To attain this endidet to the Governing
Board of the Pasadena Community Playhouse and urged thexnhiorl found a “stu-
dio theatre” It was to be one in which the audience and playetgd be in much closer
contact than In the conventional theatre, a laboratory irclwBrown would study the
effects of intimacy upon audience and actor.

Furthermore it would test the “future possibility of disdarg altogether the old
picture-frame stage-¥

14Gjlmor Brown, “The Playbox,” manuscript submitted to thev@ming Board of the Pasadena Play-
house, August 8, 1946. -

L5Interview with Maurice Wells, May 9* 1959.

16AIma E. Higgle, “North Dakotans in California,” The Fargorfmat December 30, 1934.

17Brown, loc. oil.
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From the standpoint of the Governing Board, Brown’s request certainly not
well timed. They were not so confident of the outcome of théding-fund campaign.
By May 10, 1924 a large sum had indeed been raised, but it was

only half of the estimated 4200,000 needed for the constm@ind equipment of
the building'® Moreover, they undoubtedly sensed that the estimate waoicefo be
too low,

With such problems to face, the Board’s reaction to the iddaunding another
theatre within the Pasadena Community Playhouse .was tadlyetolerant, though
somewhat less than enthusiastic. Brown has reported gsppnses

.Rie Board as always, were roost syng¢ athetlc with ray idedsaid that
| should have laboratory faeilitles for such an undertakimich deserved
encouragement in the same way as the experimental work affagsor
of science in a university. They explained to me, howeve, thur capital
was so small that they could not undertake such a venture.

Brown must have anticipated that the Board would see no wayagide him with
a place for his experimental theatre, for he countered #iisff with an alternative
proposal;

Then | made the request that | be permitted to do this work iorenér
artist's studio which | had acquired in a rather dilapidatesidence on
South Pairoaks Avenué.

.Hie “dilapidated residence” was none other than the Broamiffy home which the
director shared with his parents and his brother and sistw. The Board gave their
approval to the project on the basis of its being establigh&ilown’s home, but made
it clear that they could offer no financial commitment frone felayhouse.

Though they had the greatest sympathy with the idea, | woane o be
financially responsible for it. Since | had no hobbies sucheagis or
golf* it .would serve as an outlet for ray surplus enerdies.

Acquiring Sponsorship

Securing the Board's blessing but not their purse, the tliraeas on his own to pursue
his "hobby.” To obtain the necessary financial backing tgpre the theatre and to
insure the costs of production in the first season, he turmeshtorganization which
had been the backbone of the Pasadena Community Playhaoaseétsifounding. This
organization, established in 1916, was the Pasadena Q#ritee Drama League of
America. On a national basis the Drama League had been tapsimnce 1911 to
develop and organize audiences for the legitimate theattéedisseminate knowledge
on dramatic art. The Pasadena Center, shortly after itsdiagnhad set up playwriting

18Builders to Start New Theatre,” Pasadena StarNews, Kay9®4.J[POP 4, p. 126.3
19Brown, Ipc, oit.

2lpid.

2pid.
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contests in collaboration with Brown’s stock company, tlee&y Players. In 1917,
an “Amateur Players Section” was formed by the Center, whidvided Brown with
a nucleus of non-professional actors to utilize in the corabiprofessional-amateur
operation of 1917-18, and in the completely amateur eorigntieatre instituted the
following seasort?

To this Pasadena Center and to the Pasadena “Tuesday ItBmang Class” also
affiliated with the Drama League, Brown now turned for finahsupport and for the
core of the audience in his new theatre. His approach to fieedB of the tw¢, groups
probably took place between May and July, 1924. The Presaféhe Paaadena Cen-
ter was Miss Eleanor Bissell, who also happened to be a meoflthe Pasadena
Conemanity Playhouse Board. To Miss Bissell and the otHereo$ of these organiza-
tions. Brown put forth his plan for the operation of the exymemtal theatre as a private
club, operating solely on a subscription basis. He had éeldid call it “The Playbox,”
This name may have been taken from a theatre in London, atwleicn Plase field’s
Melloney Holtspur had first played.

The result of Browi's overtures was that both of the localndaaorganizations
agreed to sponsor The Playbox. By the time Brown mailed outragul prospectus
on the new theatre, half of the desired 300 members had gl®#sscribed. This
would seem to have been a moat favorable response sincadhemtmbership of the
Pasadena Center

ph.

at that time was approximately 480 while the Oraaia Class had perhaps 50 in-
enibers at most.

Of interest is the wording of the prospectus which Brown rescdbed as “the first
announcement” of The Playbox;

During the Season 1924-25 (October to ?jtay) a series ohgmeeluctions
will be made in .SHE PLAYBOX, under Gilmor Brown'’s direction

THE PLAYBQXan experimental theatre Beating fiftyis intedde bring
about a unique intimacy between player and auditor. Theliebeino
stage in the conventional sense of the word. Varied and rdegk are
to be presented, of the type usually referred to as inteiédctinteresting
experiments will be made in acting, settings, and lighfihg.

The announcement laid particular stress on the desire gfrtiducer for an “audience
of adult Intelligence,” for alert playgoers who “want tortkias well as be entertained.”
A hint as to the range of the repertory was given:

224]len Leech, “The Growth of a Community Playhouse Idea, ifGatia Southlandj May, 1925. PP. 9-11,
20.[POP 5, P. 175.3

23In the fall of 1923, the Pasadena Community Playhouse hashdhe American premiere of the Kase-
field drama. Publicity releases at that time mentioned tbetf@t Me Honey Holtspur had originally per-
formed at The Playbox in London.The English theatre wad)g@tesent investigator's knowledge, a normal
proscenium theatre.

A further affinity in title for Brown’s theatre may be traced the small New York theatre called The
Bandbox, the house which the Washington Square Players hdd famous.

24Bulletin of the Pasadena Center, October, 1924, [PCP 5, pTPT

25Announcement of The Playbox. Printed sheet. A copy is in thgt®x Scrapbook I, p. 1. [PB 1, p. 1]
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Occasionally we may do something by an outspoken dramfatiszhom
there should be a tolerant audience. And we sincerely hopewlbnot
be bored by a touch of the poetic at times, nor depressed imihed
be seriousbecause 'there is enough tragedy in real lifeowithaving it
presented on the stag@.’

From a list of twelve plays six were to be selected, plus agbimas nativity drama.
All of these productions would be given to the members on a@eaubscription at
410 per person. Those wishing to help in the establishmentefPlaybox as a Patron
could do so by contributing 4100. Since the price range aPthghouse was $0.25 to
41.00, the Playbox admission cost of approxlJna fcely 4¥5@ach production was
out of the “popular price” category.

The subscription campaign moved forward. In August Eled@issell helped pro-
mote membership in a very tangible v?ay. On August 18 she gasrden party at
her home, to which she invited 150 people, mostly membere@Pasadena Center,
to honor the eminent George Pierce Baker, then visiting ilif@@aia. At a strategic
moment. Brown was given the opportunity to tell the assethpleests about the new
venture. When it was Baker’s turn to address the group heguiahe dramatic work
in Pasadena, expressing interest in The Playbox. He coedlbd telling the theatre
enthusiasts that he envied them and dared them not &/ fall.

Shortly after the garden party Brown left for the East on a thisrvacation, a trip
which combined business and pleasure. On this busmandayofie visited leading
non-conanercial theatres across the country, addressed

women'’s clubs In “the larger cities along the Santa Fe

route,” and in New York made arrangements with play agenpsdduce a number
of the newer scripts at the Pasadena Corowinity Playhouseorpanied by Maurice
Wells, he attended thirty plays in New York during hi 8 fiftegays in the city?® He
“browsed about the theatres ferreting out innovationsdgetraft. 2° Most interesting
to him was

the work of the Jewish Art Theatre which he considered asHémrest approach
to the Moscow Art Theatre in this country?®

During the absence of Browl and Wells the subscription dvigss undoubtedly
left in trusted hands in Pasadena, possibly F'1rs. Brow@lse had handled business
details in his touring days, had been a ticket taker in théyetays of the Pasadena
Connnunity Playhouse, and in the ensuing seasons at theakaiPlaybox helped in
“house management.” In any event, the subscriptions hadhegba total of approxi-
mately 210 member4ips pledged by the time Brown returnedaiolier 1.

With the return of the Playbox directors, membership cardseveent out to those
who had previously pledged subscriptions, with the reqtiegtthey now mail in their
checks. Each member was assigned a specific night to attbedéame night being
retained for each production in the season. Brown had pthforesix performances

26| pid.

27Bulletin of the Pasadena Center, loc. cit.

28pasadena Evening Post, October 4, 192-4. [POP 5, p. 49.3
29Tne Billboard, October -4, 1924. [POP 5, P. 47.3
30pasadena Star-Mews, October 4, 1924. [PCP 5, p. 48.3
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of every play, running Wednesday, Thursday, and Fridayt@r successive weeks.
Instead of fifty members, the plan now provided for thirtyefiat each performance,
which left room for a small number of guests in the audiencketi®&r sent out with the
membership cards informed the subscribers that the firsiyotan of the season was
to be A, A. Milne’s play The Truth About Blayds, opening Octot293*

The Physical Plant

Before the season could start, the preparation of the pdiysient of The Playbox had
to be completed. On hand to render service in this directias Ralph Freud, who
had been associated with the Playhouse for two years asiadeataracter actor. He
performed a good part of the necessary painting and caspi@rtonverting the studio
into a functional non-proscenium experimental theatrdoBeexamining these efforts
in the preparation of the theatre, it will be necessary tades the building itself and
those portions which were to be used for *The Play’box.

The Building

The building which was to be made ready was located at 251hSeaitoaks Avenue,
approximately four blocks south of the old Pasadena Comip@ayhouse. Situated
on a corner lot it fronted on the busy Fairoaks Avenue but hadiat side afreet.
Orange Place, bordering it on the north. Across Fairoakstheasmall Prospect Park,
and Just north of it the fashionable Green Hotel. While yaigar the business center
of Pasadena, the house was nevertheless in a residengiallaieh by 1924 had already
fallen into a decline.

Built in 189632 the property had been purchased by Brown in 1921 for $73900.
is still standing. A large yellow stucco house, it was at ilreetof Brown’s occupancy
surrounded by trees and bustfaeost of which have since been removed. Some notion
of its size may be gathered from the square footage of itsiamtas given in the Los
Angeles County assessment records: 54106 square feet. &timom dimensions of
the Irregularly shaped building were 46 feet In width by 8dtfln length3®> Most of
the structure contained two stories with the exception efftbnt studio portion and a
rear apartment which were 1 1/2 stories in height. Describbéioe assessment record
as a “double bungalow,” a modest designation for a houses afze, the building was
divided into two halves by a long hallway running centrallgrh front to rear, that is
from East to West.

At the front of the building there was a porch from which a cahtloor led into
the hallway of the tiouse. Doors on the sides of the porchigeal/entry into the East
Alcove of the Studio on the right, and into a front room on tsi. |

31Membership card and letter are in PB I, p. 3.

32pssessment Record, Bureau of Appraisal, Los Angeles Cotattgrd on file in Office in City Hall of
Pasadena.

33|nformation from copy of Federal Income Tax Return of GilnBrown for 1927, Archives of the
Pasadena Playhouse.

34Wells, loc. cit.

35Assessment record, loc. cit.
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The Hall

The hallway, paneled in dark mahogafiyjncluded a spacious entry area approxi-
mately 11 feet wide by 13 1/2 feet long, and a rear portionaveed by the presence of
a stairway to the second floor. At the rear of this narrow aresahall was closed off by
a doorway. Behind this door, the hall continued as a stiliowaer corridor, 4 1/2 feet
wide, running to the back of the house. Thus the hall and isigoation stretched out
parallel to the studio for its full length, an architectuiedture which would prove of
value as an offstage area for actors of The Playbox.

The Storage Room

Within the entry portion of the hall were two doors, one on life (South) and one

on the right (North). The door to the South opened into a rodritlvmay have been

originally a small front parlor or possibly a bedroom, Tho®m was 13 feet by 14 1/2
feet in dimensions, with a normal celling height. It was toye useful as a storage
room for scenery and propertigs.

The Playbox Studio

General, Description—The door on the north side of the entry hall led directlpint
the studio, the area of the building which Brown was to usettierPlaybox proper.
With a total length of 52 feet from East to West, the studidadin width in its three
sections from 17 feet to 23 1/2 feet. The three sections malebignated for the sake
of convenience as the East Alcove, the Central Room, and & Rbom.

The East Alcove—The East Alcove was a section 8 deep and 18'2” in width lo-
cated at the front end of the studio. It was demarcated frenCdntral Room by its
lower ceiling height. At the point of Juncture the East Aleavas 7'6” high, almost
four feet lower than the minimum height of the exposed roofhaf Central Room.
From this point the Alcove ceiling sloped down to a height @ &t its Fairoaks end.
In this wall, the front wall of the building, five windows wetecated looking out on
the Avenue, while three windows faced the side street to thihof the Alcove. In the
south wall of the alcove, a door opened onto the front pordhehouse, permitting
an entrance from the afreet.

The Central Room.—“The Central Room of the studio was a direct continuation o
the East Aloove and would not be considered separately weotfor its much greater
height4 and its specific use in the Playbox. Since it had nangethe Central Room
revealed its steeply-pitched roof rafters . Along the celine of the room the height
was 15 feet, while at each of the side walls (north and sotathyaof sloped down to
11 feet. Three heavy beams crossed the width of the room ag/attod 11 feet. These
beams were placed at points approximately 7s 14 and 21 fa®ttiie East Alcove,
which proved to be effective locations for the mounting ghling instruments. The
north wall of the Central Room, an exterior wall, includedragtical fireplace at the
east, and three windows west of the fireplace, The westerndawy of the Central

363w ells, loc. cit.
37\bid.
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Figure 4.1: The Fairoaks Playbox building. The front of thelding, the Playbox
Studio was on the right.
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Figure 4.2: The north side of the Playbox building. The chegnand the three windows
were in the Central Room. The bay window was within the WesirRoT he rear door
originally opened onto a covered porch.
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Figure 4.3: The Fairoaks Playbox building. The front por€he door at center leads
into the entry hall. The door at right leads into the East A&o
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Figure 4.4: The entry hall of the Playbox building, The padpened door leads di-
rectly Into the Central Room of the Playbox Studio.
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Room was formed by an arch leading into the West Room. Theathdmensions of
the Central Room were 17°2" in width and 28’6” in length.

The West Room-The archway which set off the West Room from the Central
Room was 12'4” wide and 7’8" high, and had a normal house-ttadkness of ap-
proximately 6” From the inside face of the arch to the readwhé depth of the West
Room was 15'4”. The width of the room including the 2’6" proj®n of a large bay
window, came to 23t7”. Since there was a room above this@edti the studio, the
West Room had a conventional ceiling, limiting the heigh® feet.

Along the rear wall were three structures of interest, Tis¢ fir be noted in viewing
them from north to south was a doorway which opened onto ap@ah. One of the
Playbox actors has remembered this door as a “Dutch dootti wpper and lower
halves which could be opened separately or as a®finithe second feature was a
fireplace, made of brick and, like the one in the Central Ropossessing a practical
chimney. The third structure was a covered staircase,lgad to the story above the
West Room. This staircase ran parallel to the rear wall oftlest Room, projecting
out from the wall a width of 3'3". Since the flight of steps iridlstaircase was hidden,
the only visible portions were the bottom landing, which Iddoe seen when the door
to it vras opened, and the four steps reaching back to thigrirom the floor of the
room. These four steps touched the south wall of the room.

Close to the bottom Btep was a door in the south wall which egdénto the room
from the corridor.

Such was the arrangement of the studio which Gilrnor Brovappsed to convert
into an intimate flexible theatre. It had no raised stage;esthe entire floor was on
the same level. It was relatively long and narrow, had a tégiaelling height, and
possessed a number of distinctive architectural featurels as fireplaces, windows,
a staircase and an archway, which provided a potentialidivisto numerous acting
areas.

Preparation of the Playbox

Painting the Walls.—Among the few modifications made in the building to prepare
it as an experimental theatre was the painting of the walkhefstudio by a special
technique. In order to obtain the maximum range of colordienwall surfaces under
the lights, Ralph Preud painted the walls with a stipple néghe similar to that of
polntillism. In addition to several other colors, the padonsisted of predominant
dabs of green intermingled with dabs of pitik.

Constructing a Light Booth.—A significant modification which had to be made in
the building was the construction of a light booth. The lamathosen for the booth
was ingenious even though beet suited to a technician wbdalspened to be a dwarf.

38|nterview with Roger Stanton, August 15, 196l

39In an interview with the present writer on February 16, 19@2demoiselle Jeanne Richer!, the manager
of the Herkimer Playbox for many years, described her exation of the 4alls of the Fairoaks Playbox. In
1934, at Browi’s request, she visited the building on Faispavhich had been under other owners for seven
years, in order to make note of the color combinations in tipplng. Brown wanted to reproduce the wall
color in his Herkimer Playbox. Mademoiselle Richert haddyfmrtune in finding the original painting intact
in one or two places.
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Figure 4.5: The interior of the Playbox Studio, looking @&st, as it appeared in
1959. t4e low ceiling and two of the windows of the East Alcarvevisible. A partition
cloBee off half of the original East Alcove area.
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Figure 4.6: She interior of the Playbox Studio, looking west. Past the archway
of the West Room the edge of the bay window is visible on thietrig portion of the
covered staircase is on the left.
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Figure 4.7: The back wall of the Weal Room. The steps and dapiead onto a
landing at the foot of the covered staircase. Partiallyblésat the left is the doorway
to the rear corridor.
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Under a section of the staircase in the central hall, Frendisach assistants as he had,
built a highly compact control booth,

A low doorway into the booth 4’as cut into the south wall of tbentral Room at a
point only one foot from the archway of the West Room. Thisrda@s 5*5” in height,
as was the interior of the booth. To create a peep-hole, arrgatar slot was cut in the
door measuring 7” in height and 18" in .width. This slot wasdha more than three
feet above the floor level, making it necessary for the ligbhnician inside the booth
to sit or kneel in order to view the performance. Since théngeof the booth

reached a maximum height of 5’5"* an average sized man caotidtand up com-
fortably for very long in any case,

The interior of the booth besides being restricted in hepgissessed modest and
irregular overall dimensions. In essence it was 3'6” wideth$” deep. In a recessed
area on the east side of the booth a place for a switchboar@stallished. Thus the
operator would have the switchboard to his right as he vietihedoerformance. On
the same side as the switchboard “was a low, two foot wideresfiiaped cubbyhole
which stretched eastward for five feet under the slope of #llestaircase. This was a
potential storage place for small items. To increase thetpaf the booth from any fir
hazard, it was found necessary to “cover the switchboarchraith iron leaving one
inch air space,” as the inspector from the Building Deparnthoé Pasadena stated the
situation?® Sections of sheet metal accomplished this purpose.

In addition to a door into the light booth from the Central Rdcaccess was pro-
vided from the hall. In the nar’-ow corridor a diagonally péal doorway formed an
entrance into the booth.

Installation of Lighting Equipment .—Since Brown had always had an especial
interest in the potentialities of theatrical lighting, haswvell av?are of the importance
of light in his new venture. In the Playbox he had installecatwvas considered at
that time extensive lighting equipment. In the control iiolé placed a "good sized
switchboard with five banks of dimmers.” The studio was “smptetely wired that
lights can 'work’ wherever desired. #* He purchased baby spotlights and had them
mounted on the three heavy cross beams of the Central Ro@m these positions it
would be possible to throw light into all parts of The Playbdw light the exterior of
the building, for example, the rear porch. Brown plannedde flood lights. He did
not purchase them but made arrangements to borrow them fr@Rlayhousé?

The Wiring .—The wiring installation, which was performed by the Jakétec-
tric Company of Pasadena, pro vided seven circuits and habthirty-five outlets.
The manner in which these outlets were spread through tdéostuay be seen in the
following chart3

4OInspector’s note on Permit 47108 F, Certificate #3709, fdr@F airoaks Avenue, Building Department,
City of Pasadena. Inspector’s note dated November 1, 1924.

4lpasadena 'Playbox’ Interests Nation,” Footlights, Decenth 1925. [PB I, p. 22.]

42Interview with Maurice Wells, June 15, 196.

43permit #7108, Building Department, loc. cit.
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Location Circuit No. No. of Outlets
Front 1 6

Front Center 2 6
Front 3 4

Front Floor 6 5

Rear 4 6

Rear Center 5 6
Rear Floor 7 2

Audience Seating Provisions-The audience at The Playbox were to be all seated
on the same levét' No platforms were “brought in or constructed for mountingith
chairs. By avoiding the use of such platforms Browl was stgto maintain the utmost
flexibility in the placement of seats, keeping the re-areangnt from production to
production so easily effected that a single individual doolake the entire change.
The greater ease of moving the chairs was to be paid for astimeugh poorer sight
lines, but this difficulty was held down by the very limitedsiof the audience.

which would serve to guide the audience to the right locationthe studio and
avoid the embarassing possibility of their sitting down lo@ $et of a production.

Dressing Rooms-According to Maurice Wells, the dressing rooms for theect
were in two separate locations, The provision made for thmeroin the casts was the
apartment of Browi’s brother and sister-in-law, locateedily behind the West Room
of the studio and reached by a door off the rear corridor, Remben a room on the
second floor of the building was designated as a dressing.fédémaddition to these
rooms, Dr, Walkup has recalled the use of the East Alcove;keld off by curtains
from the Central ROOM, as an auxiliary dressing dfeH.

could not have been planned as a regular dressing room indpamations for the
first season, since the use of drapery to close off the Alcastebe variable.

Final Tasks.—Hot all the operations in getting The Playbox ready wre gieted by
the opening night of the season. Brown had allowed a bareseaks after hie return
from his vacation trip to attend to all the remaining tasks|uding the rehearsal of the
first production. As a consequence, the rough wiring of theistwas not inspected
until October 28, the day before the opening performancee light control booth
elicited some safety suggestions on its inspection afettird day of performance.
The final inspection and approval of the wiring installatidid not take place until
December 2, in the middle of the run of the second productidrich required many
lighting effects. In spite of these slightly tardy itemsisipprobably safe to say that the
paint was dry on opening night, and that everything else wasadiness,

44The evidence for the seating of the audience on the same lehi@h was also the level of the actors,
came from several sources. In the Christian Science Moritovember 24, 1925 a report by “Special
Correspondence” from Pasadena, with a dateline of Novether925, stated: “The Playbox has no stage.
Audience and players are on the same level,” The Pasaderaindayuns July 19, 1928, in reviewing the
-work of the Fa4Lroaks Playbox reported that the produstieere made “with the actors on the same plane
as the audience.” Dr. Fairfax P. Walkup informed the presgitér in an interview in January 22, 1962 that
“there were no raised platforms for the audience’s chairs.”

45Interview with Maurice Wells, August 24, 1961.

4BInterview with Dr. Fairfax P, Wallcup, August 11, 1961.
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Figure 4.8: She peaked roof of the Central Room of the Playbithe fluorescent
fixtures are attached to three massive cross beams. Browntetblis baby spotlights
on these three beams.
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Figure 4.9: Bie interior of the light booth as seen from theidor. 'She switchboard
Mas originally mounted in the recess on the right. The nadour, with its rectangular
peep-hole covered, opens into the Central Room of the Playbo
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Summary

In noting the way in which Brown set out to establish his Fak® Playbox, one may
observe the clear goals he had in mind for the theatre, thieadiial manner in which
he obtained financial sponsorship and acceptance by arisiséabgroup in the com-
munity. Seeking to make his intimate flexible theatre a pathe Pasadena Cosaau-
nifcy Playhouse, he did not discard his project when it wgescted by the Board of
Directors, but instead appealed for sponsorship to the egggnizations which had
fostered the Playhouse. He made his Playbox a theatre fmitadi audience, a private
theatre, supported entirely by subscription, Oarefullglgring the features of his own
home, he decided to establish his theatre in it Preparaitiehsded installing lighting
equipment and wiring, painting the Interior walls so as toduce a range of color
effects under the lights, and procuring easily-moved cHairthe audience.
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Figure 4.13: Elevation, west side.
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Chapter 5

THE FIRST SEASON:
1924-1925

During the tirae that the final preparation of the Studio wamd hurried along, the
rehearsals of the first production, “Pie Truth About Blayd&ae also underway. As
Co-Director of the Playbox, Pteurice Well conducted theesrbhals under Brown'’s
supervision. Before delving into the history of this init@oduction, as well as its
successors in the first season, it is necessary to examirmtkground of Brown'’s
associate.

It may seem surprising that Brown would entrust hi a pet mtdje such a young
man?! Born on August 9s 1903, Wells was only twenty-one years olthatime he
took charge of the Playbdk. The producer, however, had been training him for at
least five years, and knew the calibre of his work. Brown firet him when he was a
student; at Pasadena High School. There had been a sizabie @i theatre-minded
youngsters at the high school, according to Brown, amongWiells was one of the
most talented. 'She producer recalled that he had direbisdytoup in possibly one
production at the school, and several others else’'where.

Browl undoubtedly encouraged the youth to try out for prditucs at the Play-
house. In Moveiriber, 1919, the sixteen-year-old Wellsypthhis first role there, a
bit part in The Little Princess. In the same season he apgeardrinculo the Jester
in Brown’s highly successful production of The4TeRijpd3uring the following four
seasons, Wells performed with growing frequency on thelRlage stage. His first
leading part came in March, 1922, when he played the senpitbiagonist, Robert
Mayo, in O’Keill's Beyondthe Horigon After this success Bno did not permit him to
develop exclusively as a Juvenile or young leading manjterspersed among youth-

1At that time and in the years ahead. Brown demonstrated awbroser again his confidence in the
ability of young men and women to assume positions of respilitys at the Playhouse and Playbox. In
1924 Ralph Freud had Just been appointed Assistant Dirattbe Playhouse at the age of twenty-three.
The Art Director, Robert Sharpe, was all of nineteen. Shaspmiccessor in 1926 was iTames Hyde, then
twenty -"two years old.

2Interview with Maurice wells, June 11, 1961.

S4Interview .with Gilntor Brown, May 20, 1959.

89
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ful roles came numerous character parts. Disguised by npak@ééells appeared in
such roles as the old uncle. Sir Oliver Surface, in 15ie SkipgnoScandal; the Bishop
of Lancashire in A Servant 3,n the House,; and the 'whimsitéIStoryteller in ljie
Cricket on the Hearth

Among his important younger parts were Orlando In As You LliikeSergius In
Arms and the Man, and Algernon in The Importance of Being Esitn Wells also
performed two of Shakespeare’s most comical roles. Sir &ndxguecheek in Twelfth
NightJ and Launcelot Gobbo in The Merchant of Venice. Inthkk young man had
created thirty-two parts at the Playhouse by the time thgdebaopened.

The directorial experience which prepared Wells for thg@oesibilities he was to
assume in the Playbox began in the summer of 1923. He was petjds an Assistant
Director at the Playhouse, helping in the production of plagder Brown’s supervi-
sion. Although Lenore Shanewise came on the staff as aifod-Associate Director
in the fall. Wells retained his position.

In the spring and summer of 1924 Wells received greater respitity for the
conduct of rehearsafsHe

received program credits for helping in the direction oftaltofflfteen plays during
the year prior to the opening of the Playbox. According todffieial chronological list
of productions published by the Pasadena Playhouse, Wadsetually the director in
charge of eight of these plays.

During this period of practical theatre training

at the Playhouse, Wells also pursued his academic educititre university of
California. Southern Branch, .Bie institution, now knowstae University of Cali-
fornia at Los Angeles, was then located east of Hollywoograximately ten miles
from Pasadena. For three semesters, from the fall of 192hiealy, 1924, he divided
his time between the theatre and the university. Finallyptiessure brought upon him
by the combination of late rehearsals and early classes hadt® decide to give up
his pursuit of a bachelor’s degree. He preferred to conatmtwholeheartedly on his
theatre work in Pasadena,

Although he had notreceived a fonaal degree. Wells had eejaigood education.
He had been a highly articulate writer for school newspapemughout high school
and during his semesters at the university. productionke his mentor. Brown, he
was an avid reader, and became well versed in literature mhaly In addition he
displayed musical interests and aptitdét the Playhouse Metis came to be known
as a witty, fluent conversationali$tn spite of his quick wit and agile mind, he was a
modest person possessing some tendency toward shynesBaJdena drama critic,
Alexander Inglis, said of him:

Maurice Wells does not strike one from Hie stage as beingmgtieven

4Actor-Director File, Pasadena Playhouse Library.

5The Increased directing responsibility was indicated leyahpearance of his name on the front of the
program for credit as Assistant Director on specific proidinst Previously Wells’ name had only appeared
in a list of staff members placed on the back page of the pnogra

6Records of the Registrar, the university of California atAngeles.

74lnterview with Kaurice Ifells, Hay 19. 1959.

8Louise B. West, “Maurice Wells,” Pasadena CornnMnity Ptayse 4ews, tferch 6-17, 1928. P. 91.

9Alexander Inglis, “From A Secluded Oarden,” Pasa’ dena-Bews, April 28, 1926.
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shy. He is. When a performance in which he has had a princigdl p
contributing to its success has finished, he suddenly désappNo green
room search draws him forth. If his Riakeup is easily removked first
visitor to the green room after the performance is likely ¢ée $is back
disappearing through an exit.

This modesty is innate 4ith him. His interest is solely in\wzrk and his
own personality is subjected to that of the character whichdrtrays. But
if one gets him alone, he is full of vivacity. . °.

Brown had made a careful choice in asking Wells to be the deggidirector” of
the Playbox, While Wells was young and still developing Hidites in theatre work,
he was not a novice. Moreover he t?as intelligent and contioies. While he was
primarily interested in acting rather than directing, hd baplied himself diligently to
his production responsibilities at the Playhouse. Hisordsr having taken directing
assignments there had been the fact that he could be paiddioefforts, while all the
acting had to be on a purely voluntary basis.

At the Playbox Wells received no pay either as director ooracBrown must
have convinced him that he would receive valuable expeeiémdirecting plays in
the intliaate theatre. After leaving Pasadena in 1928,8Nelfsued a career strictly as
a professional actor, and showed no desire to turn backéetitig!* There is perhaps
a measure of irony in the fact that so much of the wrk in stagiragluctions in this
pioneering flexible theatre was carried out by a young canwadma “director in spite
of himself.”

In directing Playbox productions Wells was to work under siaene general su-
pervision by Brown as he had received at the Playhouse. Bsawgual practice in
the coramunity theatre was to hold an initial consultatiith his assistant director
on the analysis of the play and the method of staging it. Tleyrer made most of
the decisions on casting. He would often conduct the inihkarsals, explaining his
conception of the play and the characters to the cast. Aftsmpteriod he would turn
the play over to his assistant director to writ with the astantil the last few days. At
these final rehearsals Brown tightened up scenes and chidgzatibns, and checked
out the technical processes of production.

'Phonaas Browne Henry once described the role of the agedoinassistant) di-
rector under- Brown'’s supervisory system. He called sucineztbr

one who directs a play that Gilmor Brown chooses, directstihé manner
that Gilmor Brown has indirectly suggested. Then when thg @ in the
last moments of completion, after five weeks of work by theoeisde
director, Gilraor Brown adds the finishing touches.

We confer with Gilmor on the play and on the oast, and all theetit is
really under the direct supervision of Gilm®r.

101pid.

114Interview with Maurice Veilsf May 19, 1959.

124Elita 4.ller Lens, “|Attle Theatres, “The Billboardy Odter 11, 1924, p. 43. [PC? 4. P. 52.1

13Elizabeth Knudsen, “Interesting Personalities,1’ untified newspaper from the Pasadena-Los Angeles
area, not dated, but apparently written during the 1933-s@2%on. 'The clipping appears in POP 21.
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Wells recalled with admiration the manner in which Brown \btake over and
improve a production in its final rehearsals, without dising the actors:

With an adroit suggestion here, a piece of business thereptie gal-
vanise a productiondo the right thing to make it jell withopsetting the
actors. He would pull a play together, put the play in focus.nie that
was his great genius.

Wells was able to contrast Brown'’s skill with the approactaafumber of Mew York
producers who would “come in and destroy productions.”

This was the supervisory arrangement, then, under whichs\Wethearsed The,
'Rputh About Blayds at the Pairoaks Playbox. The play opeasedcheduled on Oc-
tober 29, 1924, “So that production it is now appropriateutmt making note of the
nature of the play, the staging, the acting, and the audiesazgions.

Production # 1. The Truth About Blayds October 29-31,
November 5-7, 1924

The Story

A. A. Milne’s play, The Truth About Blayda, tells the story affamily whose lives
have been completely centered around the figure of OliveydBlathe last of the great
Victorian poets. When Blayds is at the point of death justratthe celebration of his
ninetieth birthday, he reveals a terrible secret to his gargsobel; he never wrote the
poems that made him famous. They were actually the wrk ofemdriwho had died
leaving the manuscripts in the possession of Blayds. Tith &bout the old man is
BO unpalatable to the family that they desperately try teagi, but Isobel is intent on
letting the world know the family secret. Having remainednanried so that she could
nurse her father in his old age, she feels angry and cheatadllyFa literary critic,
Royce, whom she once rejected as a suitor, convinces Isafiehbthing good will
come from revealing the secret. He also persuades her tptdtoenow as a husband.
So the play ends, with the audience, but not the rest of thédwkinowing the truth
about Blayds.

The Staging

General Comment—For this opening production. Brown and Wells used theegast
portion of the Central Room In an end staging arrangementis The experimental

theatre In Its initial effort made no radical departure ia gflacement of the acting area
in relationship to the audience, 'What was notable was tlsemte of a proscenium
arch or any form of masking for the sides of the set, the alsefia stage and a

curtain, the placement of the audience on the same levekgsatfiormers at the edge
of the acting area. There v?as in fact no formal division leetwthe audience and the
world of the play. Both were confined to the same open spacedora in a house.

L4nterview with Maurice Wells, August 24, 196l.
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The Setting—The scene was the living room of the home of Oliver Blayds. A
formalized back wall of the setting was created by hangint dartains across the
entire width of the room in front of the East Alcove, complgtaasking it off. Upstage
center a large portrait of the poet hung against this drapBgneath the painting a
shallow table was placed with books and a vaee of flowers upa@niarm chair and
a small sofa were placed respectively stage right and s&itjbdlow the table. The
permanent fireplace in the north wall of the room (stage Jifirined a part of the
setting. Just below it stood an overstuffed armchair. Ogestaft the directors had
placed a email writing deck against the wall downstage ofhilédoor. A wide rug
covered the acting area and extended out toward the audience

From a comparison of this setting with both the playwrighisualization of the
scene and the arrangement used in a later production of thedyoat the Playhouse,
the method of adapting scenes to fit the structure of the stheiatre becomes clear.
In the published play Milne called for;

A solid handsomely furnished room in a house in Portman Sxpaéid
round table, solid writing desk, solid chairs and sofa, withair of com-
fort, but only of dignity. At the back is a painting of Olivedd/ds, also
handsome and dignified.

The original London production of December, 1921 had cdrdat the writer's de-
scription to a great extent. It utilized a massive set, axiprately forty feet in width,
replete with ornate paneling, a chandelier, a large Frerindaw framed by drapery,
and numerous luxuriously dignified pieces of furniture. fEheere two entrances on
stage right and one on stage left. Upstage center the desigdeut a fireplace, above
which he placed the portrait of Blayds.

Pasadena Community Playhouse SetWhen the drama was revived for a special
matinee series at the Playhouse in 1928, Maurice Wellsvielbthe basic arrange-
ment of entranceways of the London production, the upstageec placement of the
fireplace and portrait, and the general location of furei@though greatly reduced in
amount).

Adaptation of Set at Playbox—In the 1924 Playbox production a number of com-
promises were made in order to adapt the scene to the arciniéeteatures of the
studio. It was desirable to maintain a position of domindncéhe portrait of the poet,
and above a fireplace was a logical location. Since, howtheRlaybox fireplace was
at the aide, rather than up center, a table was substitutdtkistrong upstage posi-
tion. The portrait was hung above the table. It would havenlmessible to mask the
permanent fireplace and install a theatrically construotesl upstage, but the intent
was to make use of all the natural features of the buildinge directors were able to
satisfactorily reduce the number of entrances to only dreedbor from the entry hall.
In place of the handsomeness and opulence suggested byathveright, the Playbox
setting was much more modest. The furniture used in thisymtiah was dignified but
could not honestly be described as handsome.

Groupings and Movement of the Actors—From the positions of the actors and
furniture as shown in Ralph Freud’s photographs of the Riaylvoduction, it may be

15A. A. Milne, “The Truth About Blayds,” in Three Plays (New Yoand London: 0. P. Putham’s Sons,
1922), p. 101.
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seen that the directors used the normal groupings of enthgtathe actors performed
in positions necessarily opened out toward the audiendedegpposite them. One
photograph reveals the members of the Blayds family disicgskeir problem as they
sit in a basically send.-circular grouping (Fig. 21). Thelieace saw three of the five
actors in profile positions, while two were in the threeqeiaitontal position. Another
photograph depicts the family toasting Blayds at his baghdelebration (Fig. 22).
The old man has just been wheeled into the room and is surealinda maid standing
beside him near the door, his grandson behind his wheel, @mairhis daughter Isobel
to his right. Three others toast him standing upstage, Theyaxing down toward
Blayds and consequently out toward the audience. His efizegghter is downstage of
the group at the extreme stage right end, and is turned taBlaydls so that she is seen
in profile.

While some re-arranging of positions could have occurredie purposes of the
photographic composition, the evidence clearly pointsasibend-staging practice. It
is quite probable that at a number of moments in the perfoceastors would have
had their backs turned toward the audience. Even thoughvissalmost forty years
after the advent of “Antoine’s back” at the Theatre Librédydtks toward the audience
were 'realistic.” This va-s the recollection of Maurice i¢e who observed in later
years that at the Falroaks Playbox “We thought we were gettitrend. We were
going in for realism.”6

Audience Reaction

The factor in the staging which Impressed observers of tbdumtion of The Truth
Abpu t B layds was the heightened reality, the “actualisnhicl accrued to the per-
formance from the use of the normal architectural featufekeobuilding. Footsteps
on the staircase in the hall, voicee in the foyer, seemed muate believable, than
the usual theatrical off-stage voices and sounds. When #ig came in from the hall,
it was a “natural appearance of a servant seemingly uncoeh@gth the narrativeas
such a character would have been in an actual hdmstich things, in the opinion of
the Pasadena critic Alexander Inglis, made the performanipie, giving the audi-
ence the feeling that they were not in a theatre but “actweiliyessing the happenings
in a private home.” In this production

The doorway on the right was the entranceway from the frothiofighe building.
the hall of the Brown home through which the audience hadgubas they entered the
Play-box, and the room in which they sat, ostensibly Glimbving room, became the
hall and living room of Oliver Blaydsfittingly played by Gllon Brown himself.

The closeness of the audience to the actors had a marketigftecthe spectators’
response. Edythe King reported:

The fact that the play is being acted but ten feet or so, fromy amakes
an intimacy between actors and audience unknown on any stige. One

18|nterview with M. Wells, August 24, 1961.

17pAlexander Inglis, “The Truth About Blayds: some views on teeent Playbox production.” Unpub-
lished manuscript, 2 pp. Sent by Inglis to Brown at the l&terquest. Not dated, circa November 1, 1924.
Piled in an envelope in PB I, p. 8.
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Figure 5.2: The Truth About Blayds. The drapery backgroumdgletely closed off
the East Alcove

becomes a part of the idea.It would hardly seem Inopportwere wne to
rise and enter the conversation. [Underlining not in thgioel.J*®

IngliB also stressed the “unusual closeness of the playethe unseen observers.”
As he sat watching the play he felt like “a less communicatiaamber of the Blayds
family sitting in silence in a secluded corner of the hothe.

The audience reaction encompassed both a peculiar sensgbafrassment and
a heightened sense of participation in the events of the plhen Isobel Blayds
talked intimately with her former lover, Inglis felt embassed at intruding into their
privacy. Once he had become more adjusted to witnessing pardonal scenes at
close range, hie embarrassment changed to a deepeneceimenivin the drama. As
he noted, “The happeningB in the home of Oliver Blayds becaoteBO much a
theatrical performance as a personal experiert€e.”

Evaluations of the Acting

In this first production both of the Playbox directors penfied as actors. Brown played
the ninety year old poet, while Wells appeared as his grandBbe important role of
the middle-aged daughter Isobel was taken by Helen Hardeesnhool teacher who

18Edythe King, “The Theatre,” Dark and Light, November, 19f2B |, p. 6.]
Binglis, loc. cit.
20|pid.
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Figure 5.3: 4eTryth About glayde, The actors, from left whtiwere Rowena Elliot,
Robert Orlffin, Walter Ogler, Helene Millard, Helen HardiBaGilmor Brown, Mau-
rice We lie, and Mra, Walter Ogier.
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had begun to act at the Playhouse during the previous seastmho was on the brink
of a professional career. Appearing as the forty year ofddity critic, A. L, Royoe,
was Robert Griffin, a young man with a trained singing voic@wilas then developing
himself as an actor. (He may currently be seen in televisiamds.)

Brown, then only thirty-eight years old, made a strong inspren as the aged lit-
erary giant whose fame was based on a lifelong deceptiorridid&@reen, a Pasadena
woman active in the Drama League, has left a descriptiono€haracterization:

He was broken in body, almost helpless in his wheel chaih&gg moving
stiffly, his voice worn with age, but the keen mind still alizad alert in
the gleaming eyes , . . with every reason to keep his secretdedth,
the old man turns from his final moment of elationhis birthé@ynorsto
face such an invasion of old memories that the strong wilinpies and
the shattering story is told before he dfés.

A careful observer of Brown’s acting over a period of yearssMsreen felt that out
of a long gallery of his dramatic portrayals, there were fearedistinct than this one.
“Every detail essential to the characterization was prgssine observed, “and every
superfluous one was abséht.

Hot so fortunate in his effect upon another discerning membthe audience was
Robert Oriffin. Inglls felt that he had been badly miscasttesdentimental literary
roan, Royce:

To my point of view the player in this case was temperamentadsuited
tothe part. . . [his] practical business-like qualitiesraed to me unfitting
to a 'younger poet’ who would sit in hero worship at the feeaafreater
contemporary?

Alluding specifically to Griffin, but perhaps including sorather members of the
cast in his comment the critic observed that the extremenless of the audience to the
actors tended to greatly enlarge any faults in the perfoomaKot only were casting
errors more apparent, but so also were any lapses in coatientand in vocal and
bodily reactions:

Players subjected to such close scrutiny as was the casé aeeeassity
compelled to sustain high standards in consequence of tagoreship

of the audience. When no inflection of the voice is lost andrweery
movement is significantly traced, no actor can afford to eothan con-
sistently alert throughout the entire production. Moreofaults which on
the ordinary stage would pass unnoticed are brought outstllmadly by

the Playbox method of producticf.

21Harriet L. Green, “Gilznor BrownThe Actor,” Pasadena Stews, November 13, vy4r In scrap book
en ti tiled “Gilrooriana, p. 19. Pasadena Playhouse Library

22|pid.

2Z3|nglls, loc. cit.

24 bid.
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In general, however, Inglis found the Playbox actors to hatt@ined a high level of
ability since the production had “revealed them to what rhigg termed the micro-
scopic gaze of the audience, and found them well-equippeslith scrutiny.®®

Production # 2, Pelleas and Melisande November 26-28,
December 3-5, 1924

In contrast to the domestic realities of The Truth About BlsyBrown had chosen for
the second production the symbolistic drama by Haeter]iRetleas and Melisande.
.Hie only play by this Belgian writer which the Playhouse lmadsented was Sister
Beatrice. Compared to it Pelleas and Melisande was a mogédyalusive drama,

and for this reason a more suitable choice for the experiahémeatre than for the

consamnity stag. Brown’s desire to produce the play inag lmen whetted by Jane
Cowl’s successful revival of it in New York in 1923.

The Story

Quite simple in outline, the drama transpires in a shadowoaphere removed from
actualities of time and place. As the story begins. Go lduelmature grandson of the
doddering king of a medieval domain, finds lovely, childIMelisande lost in a forest.
He marries her and brings her back to the gloomy royal caé#eBoon as Melisande
meets her husband4 young step-brother, PelleaB, the tivdefaply in love. While
they struggle against the terrible force which draws thegetioer, Golaud inevitably
becomes suspicious. Pelleas decides that he must leaveuhtry On the night that
the two lovers meet for the laat time, Golaud spies upon thmetindé garden outside the
castle. Although he is unarmed and knows that he has beenfydesbrother, Pelleas
fataliBtically continues to embrace Melisande until therging sword descends upon
him. After the demise of her lover, the wounded Melisandgédiis for some weeks on
her death bed. Recognizing the innocence of his child-wifa/e affair, Mellsande’s
husband begs her forgiveness just before she dies.

The Directors’ Conception of the Play

In stating their conception of the mystic nature of the plaklls and Brown acknowl-
edged that it was fashionable to “decry Maeterlinckto feak the has not lived up to
the title “The Belgian Shakespeare,” “but they .urged:

None of us can deny the strange and elusive beauty of his frgspays
so atrange and nystic (with their wistful, destiny-hauntezh and women,
ever groping through the darkness for light and truth) thaythave never
been popular.

'Pelleas and Melieande. is perhaps a drama that should dearehnot
seen. But we have endeavored through the medium of speedighticg

2S\bidt
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to convey something at least of the inystical quality youvdefrora the
printed page®

To attain the requisite “atmosphere” in their studio theatithout the scenic reaources
of the conventional proscenium stage was to be no small feat,

The Settings

Scenic Requirements of the Play-The original script was divided into five acts, to-
taling nineteen scenes of relatively brief duration. Atsteeleven separate locations
were called for in the play; among these were a forest, a &onrih a park, a room
in a castle, the vaults of the castle, and a tower. In plachefive acts, the directors
divided the play into Parts | and Il, but retained eighteethef nineteen scenes, and
attempted to auggest the eleven different locatiéhs.

Brown'’s Scenic Plan—Brown, undaunted by the scenic requirements, conceived a
way of mounting the play. According to Wells:

Gilraor explained how we could do 'Pelleas’ with black drapand set
pieces. He had the general idea of the mise en scene. Theneadi@s
to sit in the rear room [West Room] behind a gauze scrim stest@cross
the arch. They were to look at the play through the séfim.

In addition to the black drapery, the producer wanted ther fi@inted black. In
recalling the production, Brown informed the present write

The floor was painted intensely black. I've used black so minogs
because it's so effective. Everything stands out BO istich.

As the Junior director it was Well's task to polish the floortlwoil each afternoon
during the run of the play, so that it would have a shiny swgfaben the lights played
upon it in performance. After the run of Pelleas the floor revad black for future
productions®®

The Acting Areas.—The play was produced in an unusually deep end staging ar-
rangement, with the audience sitting BO that they facedneadtas in the previous
production. This time, however, the spectators were at leadve feet farther back,
since they -were all sitting within the West Room. This akmiithe use of the now
unoccupied twelve feet of the Central Room to add to the defutiie acting area.

The total depth of the space reserved for the acting andsassa may be estimated
as twenty-eight feet,’ in other words, the length of the €arnRoom. As x'rf.11 be
Been, this already considerable distance, when used abi§aum, was heightened
by employing an extremely narrow width, often not more thiarfeset.

As planned by Brown, the black curtains were hung from thedhsross beams
of the Central Roo’ft and apparently also across the front of the Eaet Alcove. This

26Notes printed on Playbox program for Pelleas and Meliaafi.l, p. 9.3
27program of PelleaB and Melisande, loc cit.

28Interview with M. Wells, June 11, 1961.

29Interview with Gilmor Brown, May 11, 1959.

3Ofells, loc. cit.

31|bid.
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created four levels of depth at seven, fourteen, twentyané twenty-eight feet from
the front row of the audience. As each scene was performedrtipery at the appro-
priate level was pulled aside to create a narrow openingaleyg the simple scenery
constructed for the production.

The Sets-Three of the small sets used may be seen in extant photogycdiphe
production. These photographs are reproduced in Figurez2dnd 26.

For the love scene in the garden near the castle, a highizestijlinit representing
a fountain waa placed on an eighteen-inch high platform.akeptly cut out of

a stiff, light material such as beaver board, the fountais painted white or a pastel
color. To achieve the effect of water trickling down from tiog of the fountain into
its basin, the scenic technician attached strings of tiasthble fountain, which sparkled
under the lights. In front of the fountain was a wooden twepstinit, across which
VB.S draped a piece of velour cloth. Upon these steps saddind Melisande.

Another scene recorded in the photographs was Go laud’s intme castle. Here,
Go laud, who had been injured in a hunting expedition, rediim bed while his trou-
bled wife knelt beside her husband to comfort him. All thatilddbe seen through the
opening in the drapery, which was at most five feet wide, wasntlound-like head
of the bed covered in a decorative cloth, against which Gblaas propped, and the
figure of Melisande beside the bed grasping her husbandd Wafew feet behind the
bed the next level of dark drapery formed the “back -wall"luf setting.

The third setting to be seen in the photographs of the pramtuatas “Melisande’s
Chamber.” It was shown as used in the final scene of the driwmdgath of Melisande.
It consisted of a bed directly facing the audience with amezmely high headboard at
the upstage end. In order to fit the bed into the depth betweetwb levels of curtains
and still permit some free space below it, an especially trooted short bed seems to
have been employed. Mellsande was propped up against tikodea, while three
men clustered around the bed. Go laud knelt stage left of ifés w

The front curtains for this scene were drawn, as in the sce@»ilaud’s room, to
an opening barely more than five feet in width. Below the framttains, within the
next acting area, four servant women knelt on the shiny bilack, two on each side,
their backs to the audience as they peered Into the chamber.

An impressive scene which was not photographed, but whidts\Wemembered,
took place in Melisande’s Tower. Melisande was supposee tgitbng at the window
of her room in a tower of the castle, looking down upon Pelighs stood Just below.
According to the action of the play, as she leaned out to sped&elleas her long
golden hair cascaded down over his outstretched arms ard facaccomplish this
scenic effect, the actress playing Mellsande simply rephasea stepladder placed at
the far end of the room, adjacent to the East Alcove. Preslyttabladder was suitably
disguised. The “Tower Scene” may be counted among thosg tlemaximum depth
of the scenic area.

While all the sets were quite small, the scene shifts for ithidget “spectacular”
required considerable ingenuity and perseverance. Adaesdirector Wells had not
only taken on the major responsibility for conducting thbeaarsal of this play, but
also had a dual role each night of performance. On stage heaeasa the doddering
old King Arkel, but when out of Bight of the audience he ms niyntunctioning as
chief stage hand. He remembered the task of shifting theasdéess than pleasurable?
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Figure 5.5:; Pelleaa and, Melisande. The love scene at ti¢dfmLin the garden.Mervin
Williams as Pelleas, Lois Austin as Melisande.
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Figure 5.6: Pelleas and Melisande. Go laud’s room. RobéffitcaB Go laud, Lois’
AuStin as Melisande.

Figure 5.7: Pellea8 and Meltgande ie death of Melisande,
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| remember cursing to myself offstage, rushing back andfgetting the
little sets in place, seeing that the black draperies -wetepnlled open
too far. It all had to be done silently since scenes were gomgnd the
audience was so close,

In order to reduce the sound | put wool socks over the slippase as
the King. In shifting the sets | also had to be careful to prbtke polish
on the black floor,

Everything was extremely cramped. Every night we felt as éf got
through by the skin 04 our teeth, relieved that nothing hadlérfadown
32

The only assistance Wells recalled having received in teaeschifting operation
was from a young man named Bertram Hancock who played thekibpthe Doctor
in the play®® The two stage hands brought in the pieces of scenery fromtthage
room across the hall.

Lighting Effects

Of great significance in the experimentation of this protlurcivas the use of lighting,
ISie directors had announced in their program note their @fozapturing the mystical
quality of the play through the medium of lighting as well pesch. As e:rBployed
throughout the performance of Pelleas and Helisande théelligcame a roost potent
force in the mise en scene, carefully orchestrated with tbeement of the actors, A
vivid contemporary account of the ataging of the play iltasts the contribution of the
carefully designed light plot;

.Rie opening lines [of the play] are spoken in utter blackheseming at
an indescribable distance. Like the old Greek chorus, theshaoices
cry, 'Open the door! Open the door I’ Slowly a curling slit éght cut
the impenetrable space of nothing, and that awful feelinheifg lost
in blindness, left us. The atmosphere and the conditionshithwthe
characters were living possessed the entire audience. CEme Heneath
the castle, in the dark vaults, was so vividly portrayed thatblack floor
gleaiaed in the flecking lantern light like sliny water, andoluld almost
smell the moist stone, and wetness.

Another scene that impressed me was when Pelleas and Midlsaeet
in a passageway. Each carries a tall candle, and they exelanged,
breathless, expectant words, then part. Pelleas shieddsyér with his
hand as he walks straight down-stage, until he is almost uppimpress-
ing that haunted, dazed look on the audience4 coming orithiinva foot
of the front rowthe stage picture is wiped out in darknessh lmandles
snuffed? the picture gorié.

32Wells, loo. cit.

33Haneock was a very laodest, conscientious youth, a memkenealthy California family with large
oil interests. He perished in the Santa Barbara earthquake26.

34Edythe King, Dark and Light, February, 1925.
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In addition to the use of spotlights for the effects desatiliieshould be noted that
such natural sources as lanterns and candles carried byctibrs @layed their part.
Both of these non-electrical sources were employed in fatstuctions*

An important aspect of the lighting was its ability to heigihthe illusion of depth.
Viewing the action through narrow openings in the curtaimish scenery and actors
placed against dark backgrounds and llluminated by shéfighd piercing the black-
ness, the audience received “a surprising lllusion of distaand space3®

The Acting

To project through acting the raood built up by scenic deyiBgowi cast two youthful

actors in the leading roless Mervin Williams and Lois Austiilliams, who was eigh-

teen or nineteen, was barely out of high school, while Kisstif then about twenty-
one, had Just finished college. Williams had already appearsvo dozen Playhouse
productions and had even been Assistant Business Manatfee cbmmunity theatre
during the past seasdh.

2x.Is Austin had performed in eight plays on the Kainstageuiding several lead-
ing parts. Both actors were to make their professional gatebuts within two months
after this Playbox production.

In their performance in the Maeterlinck drama, the two lagdactors gave the
impression of being “fairy tale people,” as Edythe King désed them. Williams had
caughtin his role the “haunted, dazed look” of Pelleas, @sfig in hie scene with the
candles in the passagew#y.

A character such as Pelleas was the sort of thing Williamsyexj playing, for he
favored romantic parts, believing that they should be playéh virility. This must
have been his aim in the Playbox production., for two yeaex lae exclaimed to an
interviewer from a film magazine:

Why do people confuse poetic with anemic? She expressiomeoir-
itual on the stage or screen should be fundamentally violaave any
meaning 38

While acknowledging that William had not yet developed idmmand of the roman-
tic style, the Pasadena critic, Inglis, made note of the theaf his work which broke
out in 'Pelleaa and Melisande®®

Robert Griffin fared better in thia production, as Qolaudytte had in The Truth
About Blayds. At least one reviewer considered that “thiépijealousy of big Golaud
was the best piece of acting Robert Griffin has dofit.”

It was -the intent of the directors to roake particular us¢hef actors’ voices in
striving to convey the mystical quality of the play. Consenfly the actors spoke “the

35“pasadena 'Playbox’ Interests Nation,” Footlights, Debeni7, 1925.

36Records of the acting and directing contributions of all wiave participated in productions at the
Pasadena Playhouse, on the Kainstage and in the subsitdigessare on file in the Actor-Director index of
the Pasadena Playhouse library.

37King, loCt cit.

38Margaret Reid, “One Up for Romance,” Picture Play Magazitehruary, 1927. [POP 8, p. 4i.3

39Alexander Inglis, “Playhouse Parts,” Pasadena Star-Mewsig 9s 4S.

40King, 3,0c. cit.
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wistful haunting lines . . . very softly and a trifle breathdlys’ Attention was paid
to the rhythmic patterns of Maeterlinck’s dialogue, so thdavorable response was
reported to the “studied tempos of the voicés.”

Evaluations of the Production as a Whole

Gilmor Brown was proud of the production of Pelleas and Melie, Years later he
referred to the manner in which “the eighteen scenes of tlaig paptured, by the
simplest means, all that 'other world’ quality of the Maditerk poetry*?> Edythe King
had found the play as a whole “lovely and colorful,” with theoforing and costuming
. . . gemlike in clarity,” She compared the production to “angf of pearls held to a
flame, that gave them of its living fire?®

Mot BO well impressed with the attempt to mount such a playh& intimate
studio theatre was Alexander Inglis. This critic became eramd more convinced
as he viewed the Fairoaks Playbox performances that thér¢heas best suited to
realistic domestic dramas and comedies. He stated hisarpariithe production of the
Maeterlinck play as follows:

Gilmor Brown has been experimenting in the production of/plminus
the paraphernalia of stage and scenery. In many casea/ynGtab Truth
About Blayds, the method haa been uncannily successfidoine eases,
notably 'Pelleas and Melisande*'the method has left mudbetdesired?

Production # 3. The Chester Mystery: The Nativity De-
cember 22-27, 1924

As part of the first season. Brown had included a special @hais production, a
midnight performance of the short “Nativity” play from thén€ster Cycle of English
Mystery plays. This began a practice which lasted for sonaesyat the Playbox. The
performances opened on December 22, 1924.

Staging

With tills production. Brown took a greater plunge toware tipal of intimacy, for it
was the first play to be performed in horse shoe staging. Aeodef the studio, either
the East or Weet, the manger was placed.

The shepherds performed in the center of the room, sur raliongli¢he audience
on three side®> Straw was strews on the floor; lanterns lit the room. Settiregnhood
for the Christinas play, an unseen chorus sang the traditaanols,

4IKing, loc. cit.

42Gilmor Brown, “A Dream on a Dime,” p. 173.

43King, loc. cit.

44pasadena Star-News, April 3, 1925. (Wo by-line is given, thatstyle and viewpoints are those of
Alexander Inglis.)

4SInterview with Ralph Freud, April 13, 1961.



108 RAW SCAN — NOT YET PROOF READ

'When the kings and the Bhepherds together followed the 9Bhes star to the
manger, they crossed from the central acting area to the enaegne® Edythe King
found the play “in true synrpathy with the old yule-tide $gir*’

Production # 4. American One-Act Plays: December 31,
1924; January 2, 8-10, 1925

Immediately after the close of the Christmas productiorovBr and Wells presented
the members .with an added production, a bill of two one-ktgpby American wit-
era* The program consisted of “Woman'’s Honor” a satiricahealy by Susan Olaspell,
and “The Song With Wings,” a Pierrot fantasy by Mar4orie Do, feature writer for
the Los Angeles Exano.nert

Staging

While the program may not have been of any particular coresgzpiin other respects,
it introduced the “Turnabout” method of staging.
As a lios Angelee reviewer described this arrangement e®ldngoox:

The audience sits in the center of the auditorium, and thgspdae pre-
sented at either end of the room. A joyous sense of being tehm
footlights prevadea [sic] the spectators and the novelthefentire affair
ie intriguing#®

Since the Playbox did not make use of a swivel mechanism, ddeace were re-
quested after the first play to shift their chairs so that tlaeed in the opposite direc-
tion.*® The first play “Woman’s Honor” appears to have been givenaetst end of
the room, since there is a reference in the script in MaurielsWhandwriting to a
.window on the actor’s right® If the window were one of those in the north wall, the
actor would necessarily have been in the east end facingdierae at the west.

National Publicity

Two weeks after the conclusion of the bill of oneacts, the/Bda received what ap-
pears to have been its first national publicity. A brief netesn was printed in the
January 26 issue of The Little Theatre News a a PUblicatlath@®New York Drama

League disseminating information to and from the non-o@noil theatres of the na-
tion. Captioned “A Playbox for Intimacy, Gilmor Brown’s Lest,” the item deaoribed
the Playbox as

48Freud, loc. Pit.

47Edythe King, “The Theatre,” Dark and Li4ht, January, 1925.

“8Florence Lawrence, “Playbox Latest Little theatre; Whchis Best?” Los Angeles Examiner a January
1,1925.

49Interview with Maurice Wells, June 7, 196l.

50Woman's Honor” with stage directions in the handwriting ofiice Wells appears in the volume of
Plays by Susan Olaspell. This same volume found in the Paadéiyhouse Library also contains the
blocking for a later production, Bemice.
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A tiny and intimate playhouse for the production of unusualyp that
might not appeal to the larger public that patronizes thgiRlase. 'She
Playbox seats only fifty. . 51

The description of the theatre went on to make the misleagingral statement (which
actually concerned only the staging of the recent one-agirpm), that “the audience
site in the center, and the plays are presented at eitherfehd mom.”

Variety, which had a punch greater national circulatiopgated the same general
information in ibs issue of

i '=¢,2 February #2 During the remainder of the seaiaon, Variety

regularly listed the Playbox produolioRs.

On April 16, 1925, the columnist who wrote under the name oféTKorasad”
carried an account in the Boston Evening Transcript of thekwbboth the Playhouse
and the Playbox? In this way bits of information were trickling across the otny, 23
mention was made, however, of the unique forms of stagingd asthe Playbox.

Production #5. March Hares January 28-30, 1925; Febru-
ary 5-7, 1925

While Brown kept busy directing and acting in an originalypéa the Playhouse during
January, Veils prepared the Playbox production schedolegén January 28. It was
the comedy .March Hares, classified as “A Fantastic Satiyatsbyoung English-born
creator. Harry Vagstaff Cribble, and subtitled “’Ehe Tezegmentalists.” Audiences
had first seen the play in New York in the sunaaer of 1321, aaih&ag a revival in
1923%

The Story

The play tells of a zany weel-cend In the home of the Rodnefather Rodney and
her daughter, Janet. Geoffrey Warehani, a handsome andw@aineccentric elocution
teacher, is Janet’s partner in a studio of expression. Feetyears he has been resid-
ing with the Rodneys. Women have a penchant for throwing gatvas at Geoffrey,
whicli has only resulted in his backing away from any disptdiyaffection for them.
Consequently, Geoffrey has remained for some time in thegoay of a prospective
son-in-law to Mrs. Rodney. The catalyst in his romance wéhet IB a highly flir-
tatious young elocution student named Claudia Kills, ediby Janet to spend the
weekend at the Rodney

domicile. When Geoffrey has taken over the living room safiaHis night’s real,
and all are upstairs in their rooms, Claudia in a filmy nightgdlutters do-wn to

51pCp 5 P. 128.

52PCP 5i P. 120

53program note, Playbox program for The jten, Who Ate the PamigrMay 6, 1925. (PB I, p. 19.]
54Gilraoriana, p. 26.

55Harry W. Orlbble, March Hares (Cincinatti: Stcwart Kidd Cpamy, 1923), pp. 5-6.
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kiss the forehead of the sleeping elocutionist, The enssiege was mild enough by
today’s standards, but pleasantly shocking to the audiatites Playbox.

Awakening, the pajama-clad Geoffrey springe up and in Bglthrows Claudia
on to the floor. Not seeing her immediately he steps down oatadcumbent form
and screams, “?ty God! A body!” When he becomes aware whdahishas disturbed
his sleep, he begs the girl to let him return to his slumbee &nfesses her Interest in
him;

she has been waiting for a time when she could look at him théart's content.

The dialogue then runs as follows:

GEOFFREY
How awful | Well, couldn’t you choose a more convenient tim¥e®
will cafcch your death of cold. That thing you have on is ondyddy
adequate from any point of view.

CLAUDIA
Don'tyou like it? (Holding out her skirts and piroutetting.

GEOFFREY
| can scarcely see it. | can see more of you.

CLAUDIA
Oh!-Geoffrey!

GEOFFREY
Miss Kitts! Don't get ecstatic;

Claudia begs for a kiss, which the young man 'begrudginghyglégs her. His fi-
ancee comes down the stairs just at this moment and viewpéutegle with vigorous
misunderstanding. An emotional 'battle results.

By the final curtain the various knots in the story have beed &nd untied suffi-
ciently to make way for the ultimate in manly sacrifice. Ge®ffproposes marriage to
Janet Rodney.

The scene quoted above is not the only “suggestive” episodeei play. At nu-
merous points the dialogue and situations are mildly ristpué always presented in
an extremely light-hearted homorous manner. For this reasshaps, the play was
acceptable to the Playbox audience, and having passedstheitte this more “adven-
turous” element, was later offered to the general publihatRlayhouse. Of all the
productions at the Fairoaks Playbox, however, March Hagestive only one in which
the subject matter even approached the area of the risque.

Staging

With each production this first season, the directors hadngd a different arrange-
ment of the acting areas and seating plans. For March Haegsithde their first use
of what has been called “L” staging. In this arrangement ttténg area ran along
to contiguous walla while the audience sat along the otherwalls, 'Bhus the ac-
tors were enclosed by the audience on two sides, in companigh the three-sided
configuration of horseshoe staging.
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Wells placed t4se seats for the audience in the West Roomlang the north wall
of the Central Room. He created the setting by utilizing thst@nd of the Central
Room and an area along the south wall. At the east he had theapent fireplace, a
chair beside it, a sofa in front of the East Alcove, and a civasst of the sofa. He put
another sofa, the one on which Geoffrey slept, along thehseatl fairly close to the
West Room. Thus, all the audience had an excellent vie4 cammasing scene with
Claudia Kitts.

The Actors

In addition to directing the play. Wells played the role o thlocutionist, Geoffrey
Warehara, Opposite him were Helen Hardison as Janet, amah i¥illard as Claudia.
Miss Millard, who had also appeared in The Truth About Blaykds still another of the
Playbox actors to shortly pursue a professional theatdasder. Mrs. Adele Palmer
in one of her few roles in the intimate theatre, played thaitdéfed Mrs. Rodney.
Mrs. Palmer, known as “The Mother of the Playhouse” had beérmely active in
the community theatre sinee its inception. She had not ocedylits leading character
actress, but had also served actively on numerous Playlecousaittees. She had once
been a professional actress on the East coast, appearing Rosse Stahl Company,
but retired from the commercial theatre at the time of heriage.

Criti cal Eva luation of the Performance

Calling the play “one of the most original of comedies” Edy#itng reported a highly

favorable response from the audience. She described thésgquasming 4ith amuse-

ment and laughter, . . through the entire evening of hilaiogidents.” She noted that
the actors maintained their concentration, never oncegiingghe thought of the char-
acter they were playing, in spite of their closeness to thithatidden audience. They
played with sincerity. "Hie characters were so clearlywind’ the critic observed,

“that one felt ashamed of laughing aloudof being a trespa%skhe peculiar reaction

of embarrassment struck this member of the audience as Aleadnder Inglis.

Production # 6. The Tragedy of Nan March 4-6, 11-13,
1925

One of the most distinguished plays of the entire Palroagsrtery was John Mase-
fleld's drama The Tragedy of Nan. First produced in Englantid8 by Granville”
Barker the play had received critical admiration but apptyeénad never been widely
performed. John Gassner has described the play aa a “netarpiese . . , charged
with poetic poder.” He called it a “brutal drama that beloimgghe genre of the peasant
naturalism best realized in Tolstoy’s 'The Power of Darlgig$s

56Edythe King, “The Theatre,” Dark and Light Iferch, 1925. [PB. 12.]
57John Gassner, A Treasury, of theTheatre, Ibsento lonesdapBege ed., Simon and Schuster, 1960, p.
505.
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The Story

The Btory of Nan reBembles the material of old English balaldike many of them,
it derives from an actual Incident, one which occurred in antoy village of Kent in
the early nineteenth centu®§.As the story goes, a decent and kindly fanner has been
hanged for stealing a sheep. After the execution, his dewitdeighter. Nan, comes to
live with her uncle Mr. Pargetter, and his family, in a vilagome distance away. Her
aunt treats her with great cruelty as the daughter of a thieking the girl into little
more than a household slave.

The only bright spot in Nan'’s existence Is her love for a hantks young man
of the village, Dick aurvll. Dick proposes to Nan, but her acting aunt manages
to make him break off the match by telling of Man’s “disgradébackground. laired
with the promise of a monetary settlement the weak-willeckigrees to marry ?701*0
cousin, Jenny. At a party In the Pargetter's house he harsfdgts Man. lhat night
a cooly Impersonal emissary from the government, Captaixddj reveals that Han’s
father has been proven Innocent of the crime for which he veag&éd. He gives the
despondent and embittered girl a bag of fifty gold pieces,camspensation for her
IOSB,

The opportunistic Dick Gurvil, seeing the money, turns beckan. Distraught
over the harsh treatment she has received, Han stabs heéedailover to death and
throws herself in the rising tide of the river.

VJhile the language is simple, realistic, and In prose, & tgythmic power and
poetic imagery. Ihroughout there Is a recurrent theme otiehe “gold rider,” com-
ing to carry off beauty which cannot survive in a harsh wofltdis image is evoked by
Gaffer Pearce, an aged man who is haunted by the memory ofveistiseart’s early
death. In his mind Ran becomes fused with this image from #st, for she too is
sought by the “gold rider.”

The Staging

Gilmor Brown had the sole direction of this play. It was onetaf very few for which
he personally conducted all the rehearsals. Wells had neemtion with the pro duc-
tion.>°

The scene of the dramatook place in the kitchen of the Pardeitme. Conclusions
concerning the staging have rested entirely on the dirsatopy of the play, which
contained numerous notations for blocking in the handmagitif Gilmor Brown®® An
analysis of this evidence

brought the present investigator to the conclusion thaptag was given an end
staging presentation, employing the West Room and a parfitre Central Room for

58John Maeefield, prefatory note to “The Tragedy of Nan,” G Plays, p. 144.

59nterview 4ith teurice Wells, May 19, 1959.

60verification of this copy as the director’s script for the {ax production rested on several grounds; (1)
so far as is known Gilmor Brox4n did not direct the play for artlyer production. (2) The script WB.B filled
.with notations in his handwriting. These directions ekafitted the location of structures in the Fairoaks
Playbox. (3) The preface to the play contained pencil marggssting preparation for printing. The Playbox
program of the play included this marked material, W The comytained the bookplate of Oilinor Brovm,
indicating that the book was his personal copy.
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the acting area. So much of the West Room was used for thegaatia that it would
have been difficult to seat any of the audience there. Thairgltonsequently had to
be placed in the Central Room facing westward,

The Set—The most prominent piece of furniture in the set was thehkih table,
placed downstage of the fireplace within the West Room, prigbanly a few feet
above the archway. Stage right and below the table stood baanp®® In the opinion
of the investigator the cupboard

must have been placed beyond the archway, against the saiitbfvthe Central
Room. (It would not have been visible to most of the audiefdehiad been placed
against the south wall of the West Room.)

The permanent fireplace of the West Room was a useful featuheiset. It was
at the fireplace that Mr. Pargetter discovered the brokecegief his prized “Toby”
mug. The staircase and landing in the West Room also fittetlimtelthe play. The
playwright had characters go “upstairs” to the bedroomsralyer of times, especially
when the young ladies arrived for the dance at the Pargetdteseh The door to the rear
corridor served appropriately as the door leading from thehkn to the Pargetters’
“inner room” on the ground floor,

The iaost important entranceway into the kitchen set pitesdrby Masefield was
the door to the outside. Here the permanent door at the bable dflest Room served
most realistically, since it led directly out to the rear gaf the Playbox building.
According to Wells, the directors used this door very fraglyen productions, hanging
floodlights outside to make the characters on the back posdbie.

Two effectively built-up entrances were made through thieioe door. The love
scene of Dick and Nan at the beginning of Act Two was inteedity the pounding
on the door, as the guests arrived for the party. Nan broket ipen Dick’s arms, and
went to open the door, as her aunt and cousin came running thewstairs. In Act
Three, Parson Drew accompanied by the government repadisentpounded on the
door while a scene of confusion was enacted within. The gpgpasition of the door
helped to give the entourage an impressive entrance atusigeaseful moment in the
drama. At the end of the play. Nan ran out to her death throliglsame door.

A final scenic element which should be mentioned was the wirttioough which
a number of the characters peered during the course of thelplzecame prominent
when Nan and the old fiddler, Oaffer Pearce, looked out atuhedd moon, which
promised a dangerous high tide on the river. This window app® have been the first
one east of the archway in the Central Room.

Depth andWidth of Acting Area.—The staging of the Masefield drama entailed
the use of considerable depth, and relatively little widthhe acting area. The reason
for the limited width, at least within the West Room, was th8triction imposed by
the archway with its twelve-foot opening. The portion of #naing area within the
Central Room could spread out the full seventeen-foot tacbéithat room. The same
considerations will be seen to have affected the staginchefNMollusc in the second
season.

61In Act One, on p. 1?2j Brown’s notation for Mrs. Pargetter waéin front of table put away bread
and cheese,” On p. 153. Mrs. Pargetter who has been sittitng &ft end of the table, gets up to “X.R. to
cupboard.”
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The Acting

For The Tragedy of Nan the program listed the names of thesftiothe first time this
season. With this production the practice of omitting thee credits was abandoned.

A young woman named Marl Wirth played the role of NignAccording to Wells,
who was very impressed by the production. Brown had drawmafiree performance
out of her, Robert Griffin made his third appearance of the@eas the shallow, selfish
Dick Gurvil. In her only performance at the Fairoaks Playb@Xmor Brown’s sister-
in-law, Virginia Lykins, played the parfc of the incredibiyean aunt, Mrs. Pargefcter.

While the critics of the Pasadena newspapers had not yehliegjive the Playbox
regular coverage in their reviews, a distinguished visstow the production and com-
mented on it. He was Maurice Browne, the founder of the Cladatyle Theatre, who
was at that time the director of the Theatre of the Golden Bangcarmel, California.
In a letter to the editor of California Southlandi he wrote i

Gilmor Brown'’s production of 'The Tragedy of Nan’ was, witlitoqualifi-
cation, the beet production of that exceedingly difficuld &eautiful play
that | have seen (this opinion was shared toy Miss Van Volkesband
Mr, Robert Nichols, the Engliah poet, who attended it witk)te

No other published evaluations of the performance haveapgdén the contemporary
records of the production.

Production # 7. Desire April 1-3, 8-10, 1924

The next production, “Desire” was the first Playbox premiefran original script. It
was written by Willard Robertson, whose previous efforteea Woman, had been
performed in New York by Margaret Anglin, Robertson had siited “Desire” to
the Playhouse as a possible vehicle for the opening of itsmalding. When it was
rejected for that occasion. Brown decided to try it out atPteybox®* He turned the
play over to Maurice Wells who directed it with very littleervision®®

The Story

'She play relates the attempt of an ambitious young archtitemake a name for him-
self following the demise of his distinguished employerthélugh he is planning to
marry Gina, the girl who has been managing the office. Lee Grayiling to become

an “escort” for a wealthy widow in order to obtain an architeal contract from her.
Gina has done everything to help Lee fulfill hie ambitiong, dannot accept this dis-
regard for her feelings. Just after the widow has signed timéract, a stroke of fate

62Maurice Wells informed the writer that Miss Wirth later miadt Dwighfc Taylor, son of Laurette Taylor.
Thus the Playbox actress became the daughter-in-law of adistisiguished American actress.

63| etter from Maurice Browne, quoted by Ellen Leech, “The Gitmwf a Community Playhouse Idea,”
California Southland, May, 1925, p. 11. [POP 5, P. 175]

84pasadena Star-News, April 11, 1925. [PB I, p. 10.3

651hid.
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intervenes. A frustrated and insanely jealous suitor fentidow’s affections deliber-
ately crashes his car into her automobile, killing her. Aftes setback. Lee and Gina
begin to make up their differences. Their romance seems tedsty to bloom again
when a lawyer tells Lee of another wealthy widow who mightide work, if properly
cultivated. The play ends with the entire cycle startingragain.

The Staging

The staging of “Desire” is of particular interest since itsa@ccording to all the evi-
dence, one of the centrally staged productions. Contempogéerences to the pro-
duction indicated the use of the complete arena form. Tes dégr the play opened,
the periodical Saturday Night described the performances;

Mr. Brown gave it at his Playbox studio in the center of a lanasm, with
the spectators limited in number, seated in the darkenedkcs®

The Pasadena Star Hev?s provided a similar descriptiomgtitat the play “was
offered without stage Bettings in the center of the largend s’

Maurice Wells in recent years remembered the action as pogun the center,
with the audience seated all around the acting étea.

Confirmation of the meaning of the contemporary descrigtiand corroboration
of Wells’ statement came with the discovery of the direg@cript. This script was
found by the present investigator in the Pasadena Play tsmme weeks after the
June 7. 1961 interview with the Playbox director. When shtbwlscript on August 24,
1961, Wells Identified his handwriting and diagrams statiigvorked out everything
in advance so that | opuld feel secure in rehearsals.” Duehgarsals, he stated, he
would move around the room to view the action from differeattB of the audience
area. Some erasures in the script show his changes fromguasitions. While
it is quite possible that deviations from the scheme of pmsitand movements took
place which were not thereafter indicated in Wells’ scripts director’'s copy never-
theless provides the basis of the staging plan. It is theéadence available for the
reconstruction of the staging of “Desire.”

The Set

The first attribute of the staging which should be noted was'design” of the set, an
example of the adaptation of a proscenium stage plan to thieatestaging concept.
The playwright described the scene as follows:

The reception room in the offices of William Alden, an arcbitand an-
tique dealer, in Boston, Massachusetts. The offices aresogrtund floor
of a private dwelling which has been remodeled for business.

The reception room suggests the library in a private honteerahan part
of a commercial establishment.

66«Community Players to Give Desire,” Saturday Nidht, Aprll,11925. [PB I, p. 16.]
67Pasadena Star-New, loc. cit
68Interview with Maurice Wells in the Fairoaks Playbox buildi June 7s 196l.
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At right is a wide window with a seat. About one third across back
wall is a door which leads to the hall. The street door is toriglt and
about twelve feet away. At left is an arch opening into theeotiooms of
the office. To the left of the hall door is an Italian marble rhapiece.

A heavy and very large English inn table is down stage andle ti the
right. There are benches on either side.

On the front page of Veils’ script, a diagram showing the gidplan of the set
reveals his use of the studio space (Fig. 20).

In the Playbox setting. Wells made use of two of the -windowthe north wall
of the Central Room, and placed a bench between them. In pfabe playwright's
“upstage” marble mantlepiece, he had the permanent firepfathe north wall. For
the door to the hall and street, which was upstage in the datescription, Veils used
the actual Playbox doorway to the front hall of the buildihg place of a “stage left”
arch leading to the other rooms, he closed off half of the B&sive, seen at the top
of his diagram, and located his doorway in the flats, or drgderming the partition.
Vhereas the playwright suggested that the large table b&lpuinstage and a little to
the right” Wells located this extremely dominant piece affture on a diagonal line
in the center of hie acting area. Following the playwrigktiggestion, Wells used two
benches with the table, and in addition placed a chair abmvéable (east of It). This
chair does not appear in Wells’ diagram of the entire set.(i2§), but is indicated
a number of times in the director’s notations in the scripis tHagram indicated the
presence of two other chairs placed in a diagonal relatipnehe next to the fireplace,
facing westward; the other, at the opposite end of the CeRvam, near the south
wall, facing eastward. (The total arrangement with a retranton of the seating plan
appears drawn to scale In Fig. 30.)

Evidence for Central Staging in the Director’s Script

The diagrams and directions for movement in Wells’ scrifgpsrt the designation of
central staging. There was, of course, no standardizedrtelogy at that time for

the blocking of action in central staging. (In fact, therest#l no fully established

system of notation.) Wells, therefore, drew a diagram ofdung area as viewed
from the west. He used the end staging terms of “upstage” ftorements toward the
east, “downstage” for movements west, “stage right” fortmeard and “stage left”

for southward movements. This gave hin” a simple basis.ifostage directions, one
which the actors could easily interpret.

While the notations were thus provided in end staging laggu¢éhe actual plan
of blocking was not that of end staging. In several ways theatibr's script revealed
that the performance was oriented toward an audience vigthi@ actors from four
sides. These evidences of a central staging plan were:e(idtgonal arrangement of
furniture in the acting area with at least one chair or bednfy in each of the four
directions; (2) the placement of a non-focal charactenfatiipstage” as the apex of a
triangle; (3) the placement of two characters in the

same upstage-downstage plane and (4) the rotation of tlittopsof characters so
as to open them up successively to different sides of the room
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Figure 5.10: A
photocopy of Maurice Wells' diagram of the ground. plan fDesire.” The numbers,
and broken lines leading to the numbers, are not In the @&igin

1. Wall of East Alcove, the front of the Playbox building.

2. Doorway, placed within East Alcove, Ibis doorway was saggul to lead to the
other rooms of the architect’s office.

3. Wall, placed in front of East Alcove, made of drapery orsflat

4. Doorway into Central Boon from entry hall of Playbox birilg. This door was
supposed to lead to a hall and to the street door of the acthitdfice.

5. The second window of the north wall, counting from westaste
6. The third window of the north wall.

7. The fireplace.
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Figure 5.12: Triangular grouping, first phase. (“Desiregt ®ne, p. 11.)

Diagonal Arrangement—As may be seen in Wells’ ground plan (Fig. 29), the
large centrally placed table and the two chairs, one at thisegal of the room, the other
at the vest, are arranged on a diagonal. Thus a good amouragdiréhl movement
would be produced, favorable for a view of the actors fronsialés of the room.

The Reversed Triangle—In the first act of the play (p. 11), Wells planned a tri-
angular grouping of characters which was quite suitableéotral staging, but would
probably be avoided in end staging. It was the reverse of témeentional triangle,
since the apex was "downstage” in the diagram. Furthernmtm@digure at the apex
faced “upstage.”

The sequence of movement as planned by Wells was as follows:

1. Gina had been standing near the lower window talking to, kdeen the old
draftsman Mr. Parker entered from the hall. Lee crossedratthie table to
greet Parker (Fig. 31).

2. As Parker became Involved in a discussion with the two@fithe crossed above
the table around to the right of it. Lee stood on stage lefhatupper end of the
table. Gina by this time was standing directly below the loemd of the table
facing toward Parker and Lee (Fig. 32).

This position in which Gina actually formed the apex of arigke with her back
turned toward the audience on the west, could be considerrdigr from a strict
end staging viewpoint. From the plastic viewpoint of celndgtaging, however, it
created an acceptable arrangement.

Two Characters Standing in the Same Plane-At several points in cells’ script
the diagrams show two characters standing in almost the kagnene “downstage” of
the other. From an end staging orientation the upstageparmsold have been partially
hidden from view. Since Wells carefully avoided such “linps” in his prompt books
for end staged productions, his use of this grouping in “8sias not the result of
an error. He was trying to attain the plastic technique neglfior central staging. End
staging rules had to be modified or discarded.

Two examples of "line-ups” will perhaps suffice to demontetnd/ells’ practice:
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Paxker
Yos but he's not interesied unless we can - assure hin that
will perscmally supervise the work. \)
' Lee

Ii's the same story everywhere.

Darker
Say, has 1% oscurred %o you that we've received no word of
coadition for several days.

Leo

» A -
I nsdn't Xhought of it. - . I .

, Gina
I hava. It's two days since we heard.

A

Figure 5.13: Triangular grouping, second phase. (“Désket,One, p. 11.)
Figure 5.14: A “line-up,” first example. (“Desire,” Act Twp, 28.)

In Act Two Gina had been standing upstage near the fireplataning to a man
named Sands warn Lee of the fatal power of the widow. The dragsn page 28
of Wells’ script showed Lee near the lower end of the tablelinost a straight line
“downstage” of Gina. Sands was at the upper end of the tabtbeoapposite side. At
this moment the seductive widow, Mrs. Corey, undulatedthathe doorway, and had
a short but emotional scene with Sands. Gina and Lee appahatd their position
throughout this scene (Fig. 33).

A similar “lining-up” occurred toward the end of Act Three hi§ time Lee was
in the “upstagell position on the side of the table near timelavi/s, Oina stood on
the same side directly “downstage” of Lee. Both remaineti@sé positions when the
lawyer Scott came in to tell Lee of a new widow to pursue (Fig). 3

For the segment of the Playbox audience whose view of an aei®thus blocked,
there was compensation in an extremely close view of ther afti@racters. Further-
more, the actors did not remain overlong in these lined-uptipms. The groupings
soon shifted around.

Rotation of Positions—In his plan for the blocking of “Desire” Wells revealed his
insight in 1925 into a fundamental requirement of centrajstg. This was the need
to rotate the positions of actors so that they would not hage backs turned toward
any section of the audience for too long a time.

Such rotation was to be seen in Wells’ directions for the fygbearance of the
widow. As she entered from the front hall Mrs. Corey was motaely seen by all
the audience. Soon she was seated in the chair near the wiest thie room, her back
toward the audience on the west (see Figs. 35 and 36).

Within a short while, the director had her cross to the eadtadrihe table to look
at some architectural drawings. She was then facing weshing herself up to those
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Scott
(3traightens up and sees Lee who has turned from the
window) With great surprise)
¥hy = then - it wasn't = oh, I'm glad Croy- I thought it
might have been you. ) Ly

Lee
f.ahakas his head)
Driver of the other car.

Scott :
I had no way of knowing who it was of course. Bui I thought
she would probably nced some one - %o help her,:

Figure 5.15: A “line-up,” second example, (“Desire, Act €arp. 2 ?.)

(Lxs Gorg appemrs in the dooxrway. - sShe 1s a siriking,
Easoinaf%ng wouan of foxrty. Voluptous, self-possessed
and coldly calulating. Her clothes are in exquisite
tasta and of riech materials) )

i C

Lea -
. (After 8 momeniary pa'use) ’ :
How do you do, Lxs Corey. i} Lot
¥rs Coxey

Good affernoon. I hud an appointment with 1 Alden, I'm
dreadfully late.

Lee
wan't you have this chmir 7.

Irs Corsy
Yes. AR e

(she sits dropping her vanity and cf.garette ocase. Lee
raTurne them to her)
Thenks. Is lr Alden disongaged ?

Figure 5.16: Rotation of positions, first phase, (“Desifgt One, p. 33.)
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tes &

&

Figure 5.17: Rotation of positions, second phase, (ingakii’s reconstruction, based
on Wells’ stage direction “She sits down L,” in Fig. 35.)

who had not previously had a clear view of her face (Fig. 37).
The characters also rotated about the central table in sttesres. In place of
“balancing” to right or left as in end staging, the actorsalpaled around the table.

The Actors

Establishing himself as the principal leading man of theyPtx, as well as its co-
director. Wells performed the role of the ambitious youngchétect. Lee Croy, Oppo-
site him was the former “Melisande,” Lots Austin, as the @atiself-sacrificing Gina.
An impressive-looking gentleman, Robert Loofbourrowktdize part of the kindly old
draftsman, Daniel Parker. Loofbourrow, who had charge dfeardstry stock-room at
the California Institute of Technology, enjoyed perforgnas an amateur in Playhouse
productions. A young woman named Tabatha Goodman was se#re &&nsuous
widow, Mrs. Corey. A few years later she performed on Broadas Judge Hardy's
daughter in Skidding, the play from which the Andy Hardy fileriss ultimately de-
veloped.

Evaluation of the Performance

Inglls wrote a highly favorable review of “Desire,” one whidn comparison to other
appraisals, sounds nearly hyperbolic in its total effeclli@y the play “almost flaw-
less in dramatic technique” he considered “Desire” of &l finoductions that season
“possibly . . . the most

successful . , . unusually brilliant.” In the two leads hdedtiethat Maurice Wells
and Lois Austin “portrayed two masterpieces of characf€h& acting was “possibly
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{The buzzer sounde in the ha]
closing.) |

Figure 5.18: Rotation of positions, third phase. (“Desifet One, p, 39.)

the finest yet presented in the Playbo¥®”

Edythe King found the play “acted with the greatest delicaty/

The performance was so well received at the Playbox, that@iBrown decided
to bring it to the wider public of the Playhouse. Accordinghe next Playhouse open-
ing was postponed by a week so that “Desire” could open thesgoil 13. Since Lols
Austin was going to appear immediately in a professionatipction in Los Angeles,
the film actress Helen Jerome Eddy took over the role of GinthfoPlayhouse ruf:

Evaluation of Acting in “Desire” at Playhouse

Reviews of the work of the actors when the production wasrta&eéhe Playhouse are
of interest for purposeB of comparison. The Los Angeless@safound the play

particularly well cast, almost every member of the compangga well-
defined performance. Maurice Wells and Helen Jerome Eddyceménc-
ing as the boy and girl, though Miss Eddy carries off first hsroy the
utter sincerity of her interpretatiof.

“The Star-News Critic” noted of Wells that he “put much exgsi®n into his part.
Indeed, we should say in places he thinks too obviousty.”

Opinions of the performance of Tabatha Qoodraan as the forgdaidow, were
generally favorable, recognizing, as did the critic of the&lena Evening Post, that “it
is a part that is not easy to handle and could easily be owssgla’™* While most felt

69[Alexander Inglis] “New Play ie Presented Locally,” Pasaaétar-News, April 2, 1925.
7OEdythe King, “The Theatre,” Dark and Light, May, 1925.

"Ipasadena Star-News, April 11, 1925. [POP 5, P. 157.]

72| os Angeles Times, April 15, 1925. ?PCP 5, P. 157.3

73Star-News Critic, Pasadena Star-News, April 14, 1925.

74The Post Reviewer, Pasadena Evening Post, April 14, 1925.
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that she very successfully overcame the obstacles, therigsl@s Times described her
characterization as “a regulation purring, strikingly rye

gowned grasping vamp of popular superstitlériThe “StarNews Critic” consid-
ered Miss Goodman "not BOphistlcated enough for the luriipw.”’®

Evaluation of Script When Given at Playhouse

When “Desire” was taken to the Playhouse it received a greataber of reviews than

it had at the studio theatre. These critical evaluations@ftroduction brought forth a

number of derogatory comments on the script which had no¢a@g in the Playbox

review’s. While good points were found in the drama, it segteebe less Impressive

in the larger theatre than it had been in its intimate celgtsthged performances,
Kenneth Taylor, reviewing for the Los Angeles Record wrotes

The drama lacks action. There is little doing and quite af¢alking, and
little of the talking is as natural as it should be. The resul play that
seems pretty flat three-quarters of the way thro(igh.

Alice Halnes Baskin, writing under the title of “The StarHe®@ritic” observed:

The ethical and thought development far outweighs the dtianmaident.
The only crises which occur on stage . . are crises of feetimg,only
conflicts, conflicts of ideals and temperament. In other wattte drama is
of the advanced modern school. And to succeed such a playoadstt in
craftsmanship, well ffsanipulated as to lines, vital adtaracterization&®

The play, the critic admitted, was “realistic,” but she h#ie writer to task for not
distinguishing between the uninteresting aspects of iealhen reported verbatim
and the qualities which make for good dramatic writing.

So people discuss a situation in real life, repeating, naiteg the same
hopes and doubts in the same phrases. The queetion is, shewichma-
tist report word for word the conversation of his chara@ekad in places
would not a flash of dramatic implication, a gesture, a loakweigh a
paragraph of exposition? ... Mr. Robertson would do well tong his
verbiage’®

The review in the Xos Angeles Times spoke of the "almost uagable deficiencies
of the lines end situations,” stressing the fact that thg plas "thoroughly grounded
in the obvious 8°

The ending of the play, however, made a strong impressionn&t Taylor, who
found much of the drama “pretty flat,” vyrote:

"5Los Angeles TimeSt loc. cit.

767 Star-Mews Critic, loc. cit.

77Kenneth Taylor, Los Angeles Record, April 15, 1925. [POP.357.3
787 Star-News Critic, loc. cit.

797 bid.

80Los Angeles Times, loc. cit.
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It has an ending that will prove a redemption of all its fauliswever;
a quiet unobtrusive sort of an ending that has a startlingcefiipon the
audience. Words cannot quite describ&it.

The anonymous reviewer for the Pasadena Evening Poet lleddhie scene at the
conclusion of the play:

With the final curtain going down on the two leading charaxstanding
far apart each in thoughtful mood, the ending of 'Desire’ . left the
audience deep in its own thougfs.

The critic of the Los Angeles Times (probably Edwin Schajleho attended a number
of the Fairoaks Playbox productions) considered Lee Cstssion to pursue another
wealthy widow as a roost effective ending to the play. “Hiéhtacceptance of such
a line of action,” commented the Times critic,” ie a superlalfispeech as the curtain
falls.”® 4 According to a publicity release from the Playhouse philelisin the Star-
News, audiences attending the play in its Playhouse rune@armof the theatre each
night involved in aniRiated discussions of the play.

Much of the comment is occasioned by the unexpected, rathavecal
finish which the playwright has given his dramathe moderrchat may
be called, in which the answer is perhaps left to each mentflibeaudi-
ence?

i’-05

Production 4 8. The Man Who Ate the Popomack May 6-8, 13-13519

For the final production of the season, Brown chose a playhas to be the clos-
est approach to an “avant garde” work performed In the theasans of the Fairoaks
Playbox. The Man Who Ate the Popomack by W. J. Turner had beklshed through
the auspices of the British Drama League In 1923. Brown'siddend, Irving Piehel,
Intended to give the play HB American premiere at his Plagledn Berkeley, Califor-
nia in the Spring of 192>

This honor may have been taken from Pichel, for the ChernelRlayers per-
formed the work in New York that Spring, opening their run oargh 24, 1924.

The Story

Classified by the playwright as a “tragi-comedy of love,” fhlet of this play stems
from an imaginatively absurd situation. Two Englishmen,eaithy young bachelor,
Lord Belvoir, and an Egyptologist, Sir Phllo Pharon, Indailig the exotic treat of eating
an extremely rare and delicious, but foul-smelling oriéntalon called the popomack.
An unforeseen result of this aesthetic adventure is thattilma blue, the color of the

81Taylor, loc. cit.

82The Post Reviewer, loc. cit.

83_| os Angeles Times, loc. cit.

84Modern Touch Employed in Drama,” Pasadena StarNews. Ail1925.

85_Prospectus for second season of The Playhouse, Berkedyd December 17, 1923.” Copy addressed
to Gilmor Brown. Pound in file of programs in Brown’s paperschives of the Pasadena Playhouse.
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fruit, and exude a hideous odor. The odor Is so foul that oplgraon similarly afflicted
can stand being in their company.

The two unfortunate men attempt to solve their problem ifedént ways. The
young man tries to get others to eat the fruit so that he wilelmompanionship in his
plight. The Egyptolegist, on the other hand, has the Ingenidea of wearing a diver’'s
suit to encase the obnoxioua odor. With this cumbersomegtieé covering he is able
to mingle in society, and actually enjoys the attention heaats. Not as successful in
hie adjustment to hie condition, the young man fails in hferés to create a circle of
popomack eaters. When deserted by his fiancee, he comnuidesui

The Staging

The production, directed by Wells with supervision by Browemployed horseshoe
staging. The audience sat in the West Room and along two ofale Central Room.
An interesting problem in arrangement of the acting areaseafrom the requirement
of several sets, a different one for each of three out of thedots. In addition the play
made use of a “flashback” technique, familiar at that timelindibut not common in
stage plays. In the Second Act, the scene changed suddeniyafi_ondon drawing
room to the interior of a wealthy JMandarin’s house in Chanad afterwards flashed
back to London again. This oriental

ecene brought the number of sets required for the produtdiartotal of four.

The manner In 'which the directors arranged the sets hasteeenstructed from
the recollections of Kaurice Wells and Mrs. Fairfax Walk§p Both recalled that
the scene of the First Act, a picture gallery, took place atBast end of the Central
Room&788 Drapery again closed off the East Alcove, forming the “wall'the picture
gallery® The pictures were hung against the drapery, sus pended &stenings in
the actual wall above the front of the East Alcove. The ardhiwithe East Alcove
formed a dressing room and waiting roora for the actors.

In the Second Act, the scene represented the drawing roonve&hlhy financier.
Sir Solomon Raub. Mrs. Walkup stated that this scene wagglatthe west end of
the Central Room. The actors entered the drawing room ttrdlug door from the
front hallway,

For the Third and Fourth Acts, Lord Belvoir's apartment qued the eastern half
of the Central Room. The fireplace and the windows of the nwett neatly met the
playwright’s reQuireraents.

The Third Act began with a servant spraying perfume on alftineiture and then
carefully closing the windows. Later in the act, a most amgsicene took place
when the Egyptologist, dressed in his bulky diving suit, gt the window to shout

86Mrs. Walkup has had a long term of association with the Pasagéayhouse. In January 1924 she first
arrived in Pasadena, and became active in the PlayhouspeShemed in The Man Who Ate the Popomack.

87Interview with Maurice Wells, June 7, 196l.

88Interview with Fairfax Walkup, August 11, 1961.

89The presence of the drapery is further confirmed by the contiinea review of the production, that the
drama was “played against black curtains,” Dorothy War8amta Monica Outlook, May 11, 1925. [POP 5.
P.193.3
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an order to his men stationed out in the street: “More airi Piiarder, you devilsl I'm
suffocating:®°

The use of the actual window of the north wall must . have isifead the effect
for the audience within the theatre. What the reaction wdalee been of a passerby
walking down Fairoaks Avenue, is hard to surmise.

Special Effects: Makeup, Costume, Properties

The Ifew York production had left the blue coloration of theppraack eaters and the
foul odor to the imagination of the audiente At the Playbox the weird color was
literally depicted, but the audience were spared the stehshord Belvoir, Wells put
on blue makeup each night before his third act entr&Adderbert Rooksby playing
Sir Philo Pharon, also wore the blue makeup, in additions$alhiing suit with helmet
and tubing, a fantastic costume for a British drawing-ro@mmedy. As the wife of
Sir Philo, Mrs. Walkup Bported a long meerschaum pipe whiahsmoked when not
indulging in cigars$® The popomack, itself, the mythical fruit which caused so muc
havoc, was represented by a casaba melon painted a riclutseqo

The Acting

At a time when preparations were in progress for the galaiogeri the new Playhouse
building on EIl Molino Avenue, it is notable that Brown schéatlia large-cast produc-
tion at the Playbox. Seventeen actors, including Brownfgpered in The Man Who
Ate the Popomack during its run from May 6 to 15. On May 18, theempublicized
opening performance to a host of invited notables took pdatiee new Playhouse. The
pressure of a great event never inhibited Brown from hisausif keeping numerous
theatrical irons in the fire.

Besides Wells, Rookshy, and Mrs. Valkup, already mentipitles cast featured
such regulars as Helene Millard who played Belvolr's fianared Mervin Williams
who acted the role of a rival suitor for her hand. Gilmor Broappeared as a suave
Chinese gentleman in the flashback scene. Playing the reakisyy role of a parlour-
maid was Elizabeth Stevenson, the sister of Adiai Stevensba had recently come
across the country from lllinois in order to gain theatrieaperience at the Pasadena
Community Playhouse.

The Acting Style

Brown had advised the actors on the proper approach to thles in this strange play.
“You must remember that the play is a fantasy,” he told themis“improbable, but
you must act as if your actions were most probable,” Thusyralieg to Mrs, Walkup,

90W. J. Turner, The Man Who Ate the Popomack p. 45.

91Kenneth Macgowan, “Crying the Bounds of Broadway,” Thedires Monthly, VIII, No. 6 (June, 194)
9 357.

92|nterview with Maurice Wells, May 19, 1959.

93Walkup, loo, cit.
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the performers made it seem as if they took the whole sitnajiate seriously. The
result was that “the audience Just roared-they lovett it.”

Evaluations of the Acting

Only one of three extant reviews of the production contaidethils concerning the
actors and their style of performance. Dorothy Warren oleskthat the cast performed
the play “in hushed rapid tempo.” Of Wells’ work as Belvoiteshrote:

Mr. Wells imbued the part with an atmosphere of magic thatedsaround
the poignant tragedy. . . . There were spaces in his work irthvhie
mysteriously suggested those dreary far-away flashes dma¢ ¢o us of
dreadful moments in eon past. Especially did he convey thgisting

impressions in the subconscious memory and imaginatiaresée

Helene Millard, received praise for her delicacy and réstias Muriel Raub, Belvoir’s
fiancee:

Her blond beauty and delicacy of voice and manner createdhrofithe
poetic quality of the production. The tragic confusion dfypiove and
disgust which Miss MI Hard portrayed in the third act was aghinie in
restraint and roost stirrint.

Herbert Rooksby, according to the reviewer “supplied acitslis sparkling note in the
weird raelody of the play” as Sir Philo Pharon. A retired arafficer, Rooksby had
made frequent Playhouse appearances. In comic roles hegs#Hte the effect of “a
manly Zasu Pi Its,” as one observer described his perforesifi¢cie apparently could
project an amusing fluttery quality,

Reactions to the Production as a Whole

The audience responded favorably to this production aaegtd Florence Lawrence.
She reported:

This tragi-comedy ... is strong medicine for the conseveatiudiences,
supposedly supplied by Pasadena. But the tiny theatre leaspscked
and appreciation evident throughout the week. ApparerafaBena play-
goers are keen to hear all the advanced philosophy on lifeoaedwhether
they accept it for themselves or nt.

Miss Lawrence found “delicious satire throughout

the drama” but objected to ponderous sentences and exeesshiage, which she
thought should be removéd.Inglis

contended that he preferred plays he could underst&nd.

94Walkup, loc. cit.

9Dorothy Warren, Santa ffonica Outlook, May 11, 1925.

%lbid.

9|nterview with Mademoiselle Jeanne Richer!, February B8, 1

98Florence Lawrence, The LOB Angeles .Examiner’, May 9, 1925.

%ibid.

100a|exander Inglis, Pasadena Star-News, n.d,, circa May 251fPB |, p. 18.1
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Reactions to the First Season

From the standpoint of the subscribers and the directadirst season of the Fairoaks
Playbox had been most successful. Maurice Wells recallaedttie audiences were
generally “entranced” with the intimacy of the producti@ml “left the performances
feeling that they had really had an evening’s experiendesrheatre.’°! Ralph Freud
has also affirmed the immediate success of the Play¥dx. a contemporary account
Borum described the strain which popularity imposed on #aisg capacity of the
tiny theatre:

The original plan was to have an audience not exceedingfive, but
the Playbox was BO popular that there wa8 always a demanddor f
fifty to seventy-five tickets, causing people to stand andsithey could
find room1%3

Drama reviewers of Los Angeles area newspapers found theséiason to have
been a very satisfactory one, although the productions lead bf variable quality.
They were well aware that the staging techniques of the Blaykere breaking new
ground in the American theatre. Florence Lawrence repdiioBrown had given the
plays in “a theatrical laboratory . . . simply in the light ofperiment.” "The results
have been of varied effect this winter,” she found, “but la thain most successful®
Dorothy Warren asserted that the Playbox “has beaten nédws gzt will be far reach-
ing in effect, according to the opinion of critics of this eury.” 1°° Alexander Inglls
emphasized the uniqueness of the mode of staging, callfagiitethod of production
peculiar to Pasadena in its Playbox performané&sClearly Gilmor Brown was not a
prophet without honor in his own locality. Spokesman fordeena and LOB Angeles
had quickly recognized the value of his pioneering in flexiktiaging.

10%interview with Maurice Wells, August 21, 1961.

102Interview with Ralph Freud, April 13, 196l.

103Rese May Bo rum, “A History of the Pasadena Community Plagedip. 103.

104_awrence, loc. cit.

105arren, loc. cit.

106plexander Inglis, “New Play is Presented Locally,” Pasadstar-News, n.d., circa April 2, 1925. [PB

1, p. 10.J



Chapter 6

THE SECOND SEASON

Production # 9. The Discovery November 2-7, 1925

Brown and Wells shared in the direction of the opening prtida®f the second season
of the Play-box. Both performed in it and both contributedtie blocking of the
action. Wells made most of the cuts in the script; Brown wdrlép the prop list. The
production script is an intriguing melange of notationshia handwriting of both men.

The play which Brown had chosen to open the season was The RPésgs a com-
edy of manners by Prances Sheridan. The playwright was ttieemof the celebrated
Richard Brinsley Sheridan, and had achieved considerafdeess in her own right
when David Oarrick produced this comedy in 1763. It was nogldowever, before
her work fell into obscurity and remained there for over atagn Around 1921 Al-
dous Huxley made an adaptation of The Discovery. To betiettaitastes of modern
audiences, Huxley cut many, fcut not all, excessively setital passages of

dialogue! The new version was presented as the initial production efTthree
Hundred Club in London in 1923.Brown did not know of this performance, for he
announced in the Playbox program that “As far as we know, ithike first modern
presentation of te.s. Sheridan’s pldy.”

In the Huxley adaptation the play contains amusing sitmatend sprightly repar-
tee, but even with its sentimentallsni reduced to a tolerddotel, the script falls far
below the quality of The School for Scandal and The Rivals,

The Story

In The Discovery Krs. Sheridan relates a complicated talenedrous intrigue in the
household of a debt-ridden British nobleman. Lord Medwaghes to solve his fi-
nancial problems by profitably marrying off his son and daaghFor his son he has
chosen a wealthy widow, iMrs. Knightlyj for his daughter, @derly gentleman. Sir

1Krs. Prances Sheridan, The Discovery, adapted for the madage by Aldous Huxley, p. vi.
2Norman Marshall, The Other Theatre, p. 78.
SProgram of The Discovery, PB |, p. 23.
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Anthony Bran ville. Obstacles arise when Lord Medway’s senaunces his love for
the sister of the widow, The daughter is enamoured of thelglgentleman’s nephexi?,
To further complicate the plot, the daughter’s lover is gssfully masquerading as a
footman in Lord Medway'’s household. Fascinated with thetadratic bearing of this
presumed servant, the widow tries to arrange an affair viith hord Medway adds to
the atmosphere of genteel lust by making advances towantgyoady Flutter, who Is
a guest in his home.

In due time the playwright straightens things out. The faatraristocrat black-
mails the widow into arranging a monetary settlement for.hidrs. Knightly puts
pressure on the young roan’s uncle to provide the funds. WHinancial situation
now greatly improved, the footman reveals his identity anslélcomed as a son-in-law
by the impecunious Lord Medway,

Brown’s Production Plan

Gilmor Brown’s conception of the production was to “give thiece devoid of acces-
sories as it might have been played in the home of one of Mreeri@&m’s friends
preliminary to a professional performandeTo accomplish this goal it was necessary
to create within the Playbox the atmosphere of an eightesaritury home. This was
achieved through lighting, period furniture, costumes aall decoration.

'Rie lighting made an important contribution to the peridchasphere. Supple-
menting the regular baby spotlights, which were mountedtead, were numerous
candles

placed around the Studio, The effect was that the room séastensibly illumi-
nated only by candlelighf’Mrs. Baskin reported her reaction to the arrangement:

' “Tis like a fairy tale! Tell roedo | dream?’ The narrow lonipw-ceiled
little room is beautifully lighted with many white wax camdl, slender in
their branched and gilded candelabra.

The highly polished black surface of the floor served to rétlee soft wana tones of
the candle light.

Carefully selected period furniture and wall decoratiosoahelped to create the
eighteenth century atmosphere. Details of this decor willliscussed in the descrip-
tion of each of the four sets employed in the production.

The costumes were authentically designed and beautifugiged. The critics
described them in such phrasee as “brilliant costurhéggrgeous, gay elaborate cos-
tumes of the day?” These evaluations may be at least partially confirmed by an ex
amination of the photographs of the production. Brown srdibn to costume details
re vealed his desire to provide a meticulously mounted prtoio.

4The Star-News Critic, Pasadena Star-News, November 4,1925

S“Pasadena Playbox Interests Nation,” Footlights, Decerfib2925. (PB I, p. 22.]
6The Star-Mews Critic, loc. cit.

"Footlights, loe. cit.

8|bid.

9The Star-News Critic, loc. cit.
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The Staging

The staging plan for The Discovery was basically that of éadiag, although a part of
the acting area intruded into the midst of the audience. Pketators eat in three rows
of chairs placed along the north wall of the stuéfloThese seats would have taken
up at least eight feet of the seventeen feet of depth of therdo the reconstruction
worked out by the investigator, thirty-three seats werated west of the fireplace in
the Central Room. Allowing for an acting area in front of thefilace, an additional
eleven seats could also have been situated in the East AlE@e39).

The acting area which the audience faced was unusually widthé size of the
theatre, and relatively shallow since for the most partittidmot have been more than
nine feet deep. Brown’s plan was to divide the acting area witat Mrs. Baskin
described as “three circles, imaginatively suggestivehef gettings of the piecé?
Within these “circles,” simple groupings of furniture cre

ated four vignette-type set8.Two of the sets alternated

within one of the areas. The furniture used by the actors wadose to the seats
for the audience that the spectators were warned, as theseérthe Studio, to be sure
to sit in the blue chairs. “Otherwise,” observed Mrs. BasKone night have found
himself a very part of the play?

The four sets will be described, according to the reconstmenade by the inves-
tigator, beginning with the set at the east end of the stuadibraoving westward. The
sets were Lord Medway’s study, the Medway reception roonmpH&utter’s dressing
room, and Mrs. Knightly’s drawing room.

Lord Medway's Study.—The main sets within the Medway home, the study and
the reception room, each occupied one of the circles of mctiferred to above. Since
the action moved in some scenes from one area to the othenuwihy sense of change
of location, the fro sets then functioned as portions of @mgd room in the Medway
home.

Lord Medway'’s study seems to have been most logically gtliat the east end of
the studio. Action took place at the fireplace in that loaatib Pencilled notalions in
the directors’ script indicated the presence of a table &adt,ca sofa, and a chair near
the hall doorway. Louisa Medway sat at the table leafing thhoau book in Act One,
while her father mulled over his problems there in Act Fourarry Flutter referred to
the sofa in the study when he requested of Lord Medway “Do ketounge a little on
this couch of yours.*® At another point a pencilled direction for Lord Medway was to
“X and sit sofa.” A directorial note for Mrs. Knightly to “sit chair by door” tsted

101pid.

11Alice Haines Baskin, “The World’s Smallest Little TheatrBasadena Sportland, October, 1925. [POP
6, p. 97.J

12|nterview with Maurice Wells, August 15j 1961.

13The Star-Hews Critic, loc. oil.

14n the Playbox production script of The Discovery the pui#is stage directions contained business at
the fireplace for the footman (Act One, p. 13; Act Four, p. 8Bjis action was quite appropriate for the
character and situations, and appears to have been retajribd directors.

15The Discovery, Fairoaks Playbox production script, Act Fqu 74’A pencilled direction for Lord
Medway was “Seated Behind Table.”

161pid., Act One, p. 8.

lbid.i Act One, p. 20.
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to the placement of the chair near the hall entraiice.

The Medway reception room occupied the area of the CentrahReest of the
hall doorway. This entrance, which served both the studyrandption room areas,
was closed off by dark curtains. On the wall Just west of ttferanceway Brown had
placed a decorative tapestry (Fig. 40). In front of the tayesere a harpsichord and
fabric covered bench which the producer had borrowed foptbduction. Stage right
of the harpsichord there was a chair (Fig. 41). At stage ledtslightly downstage a
eofa was

TQ

situated'® This may be the small high-backed sofa covered in a delicéitgired
fabric which was shown in a photograph of the production.(Big). At the stage left
end of the sofa in the photograph, the producer had placedfahe two gold colored
screens used in the producti#hFig. .-

Harry Flutter's Dressing Room.—The little set for Harry Flutter’'s dressing room,
which was used in Act Two, included an ornately decoratedging table and two
chairs. Only one of the chairs appears in the photograph @3Q, but Brown wrote
directions for the use of two chairs in the fete a fete betwsmad Medway and Lady
Flutter?!

According to Maurice Wells, the Flutter dressing room sedsviplaced in a spot
and removed after the scene had been playethi'the opinion of the investigator the
location was in the West Room, the probable area for the tioirdle” of the three
mentioned by Mrs. Baskin, In using the West Room, Brown wdhade stretched out
his acting area to a width of almost fifty feet. Such a spreaghtbe expected to create
sight-line problems for the audience. This was indeed tlse,c@s will soon be shown.

Several advantages would have accrued from a location offliier set in the
West Room. None of the furniture in the Medway reception raostudy would have
had to be masked or moved. The sense of a separate location thik Medway house

181hid., Act Four, p. 89.

191n this reconstruction of the sets, it was assumed that tasamgere used, one in the study and one in
the reception room of the Medway home. The directors’ notatimade ample reference to a sofa in scenes
which took place predominantly in the study as well as in ¢hedich centered in the reception room. It
is, of course, possible that only one sofa was used in theuptimh, since the references to a sofa make
no distinction between one on the right or one on the left. T$® of only one sofa, however, would have
created awkward positions in terms of the blocking indidatethe directors’ copy of the play.

The presence of a second sofa west of the hall door, in the Blgdaception room, was suggested by
the following evidence: In Act Five, Scene Two, p. 112, Browrote in a direction for Louisa Medway to
“X to door then down to sofa.” Anxious for news of her lover,uUisa once again crossed over to the door
when the maid entered on p. 113. Brown'’s notation at thattpears “X way over then sit as before.” These
directions would certainly indicate that the sofa menttnas at a distance from the hall doorway into the
Central Room.

Immediately after Louisa had returned to the sofa, the Bldeiitor. Sir Anthony Branville, was to “sit on
stool at spinet.” Since he was attempting to express histadfefor Louisa, it would have been logical for
him to sit fairly close to her. Thus a further reason would belished for the location of a sofa near the
harpsibhoard at the west end of the room. The reactions gfrthg who burst into the room were consistent
with close positions of Louisa and Sir Anthony. The widow #nily exclaimed, “So here are the lovebirds
at last. What a pretty couple. It seems almost a pity to seépénam.”

20The two gold screens were contained in Brown’s propertyiigiten on the page facing the back cover
of the directors’ script of The Discovery.

21The Discovery, Fairoaks Playbox production script, pp487-

22Interview with Maurice Wells, August 15, 1961.
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Figure 6.2: The DA BOO very, Doorway to front hall. From ledtright’'sLurene wittle,
Gilraor Brown, Mayone Lewis.
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Figure 6.3: The Pi sco very. Harpsichord in front of tapeBRgbert Sanadowne (lord
Medway), Kathryn Prather (Loulaa Medway).
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Figure 6.4: The Discovery-it Marjorie Maxwell (Lady MedwayRobert Lansdowne
(liord Medway).

could have been more easily established. The Flutter séd tawe been struck and
the Knightly set moved in without difficulty because of theegter amount of space
available in the West Room.

The belief that the Flutter dressing room was situated aivirst end of the studio
arose from tv?o clues, as well as from the advantages meatiabove. The photo-
graph of the Flutter set contained a curious pattern of vdfité#s not seen in any of the
other pictures of the production except one which revealgation of the Vest Room.
The latter photograph was one of Louisa standing at the aghofithe West Room
(Fig. 4). Barely perceptible at the right of the original pbgraph of Louisa, approx-
imately a third of the way up from the bottom of the picture revevhite spots of the
type seen in the background of the Flutter photograph. '&lsg®ts vrere apparently
caused by rays of light striking the floor of the West Room. yTthe not seem to be the
result of faulty printing of the photograpR3.

An additional clue for the location of the Flutter set camanirthe presence of a
fireplace near the dressing room furniture. Brown made atiootéor a character to
cross over to a fireplace during the scene in the dressing.fodrhe fireplace of the
West Room would have been in a suitable relationship to bathigémainder of the set
and the audience’s seats. It should be noted, however,itbadtor standing at the

23In the copies of the photographs, presented here as FigGrasdi46, the white spots, unfortunately,
did not reproduce properly.
24The Discovery, Act Two, p. 41.
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Figure 6.5: The Discovery, Helen Brooke, Jr. (Lady Fluttdgurice Wells (Sir 4arry
Flutter). The Flutter dressing room.
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Figure 6.6: Kathryn Prather standing in Central Room closedst archway.
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fireplace would have to stand at its south end, that is upstageder to be visible to
the audience.

Mrs, Knightly’sPraying Room .—The setting for the drawing room of the widow,
Mrs, Knightly, was extremely compact, resembling the sreetl frequently employed
in films and television, The photograph of this set revealsdemic backing consisting
of three flats in a screen arrangement, On the stage rightditatetabra holding five
candles were mounted? on the center flat a scroll-framedmias placed. Two chairs
appeared in the photograph, one at right and one at left 4Big,In addition to these
features, the Knightly drawing room must also have made tisa® of the two gold
screens which Brown had obtained. When the widow had unésgetsitors during
her intimate conversation with the footman in Act Five, sl the pseudo-servant
behind a screen.

Scene Shifting—In the reconstruction of the production which has justnbee-
scribed, only one scene shift would have been necessarg shift would have in-
volved the striking of the Flutter set at the end of Act Twodahe moving in of the
Knightly set for the first scene of Act Three. Both operatiamaild have taken place
in the West Room.

The Play-box program of the production stated that the aaifathe play, which
covered the space of several days, v;as to “be continuoedsawne intermission.” If
this intermission did not occur at the end of Act Two, the Bkif'ould have had to be
extremely rapid to conform to the aim of continuous actiohe Extreme simplicity of
both sets permitted such speed. It is more probable, howtatithe shift took place
during an intermisBion between Acts Two and Three. The playks up to a good
curtain line at the end of Act Tw&®

Audience Sight Lines-As was indicated previously, the wide-spread acting area
created definite sight-line problems for some members ohtltience. None of the
reviews of Playbox productions had heretofore mentiongddifficulties so far as
the visibility of the performers was concerned. In her revgd The Discovery Alice
Baskin was sulfficiently disturbed to report;

Whether you see or do not see becomes an entirely persoail &ffane
your neck, eland up if you do not inconvenience your neighthar play
runs on without you®

Since Mrs. BaBkin commented in the same review on the lowngedf the room, it
would appear that she had been seated in the East AlcovecHfvgere the case, she
might have had a rather poor view of the action at the extresst end of the studio.

The Acting

Although the cast of The Discovery were performing the fisshedy of manners given
in the Fairoaks Playbox, Brown had already produced seveim geriod comedies at

25Lady Medway overhears her husband trying to arrange a seweting with Lady Flutter. As they
exit she cornea “into the middle of the room” and exclaimsh;'®ledway, Med4ay, this is beyond what |
thought you capable of. But | am a fool to be amazed. At ray aggght to have learnt that men are capable
of anything!” On that note. Act Two ends.

26The Star-Mews Critic, loc. cit
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Figure 6.7: Mrs. Knightly .s drawing room. From left to rightane Towar (Miss
Richly), Roger Stanton (Colonel Medway), Helenita Lieb@vlys. Knightly).
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the Playhouse. This had been a rather unusual record for muoaity theatre. Never-
theless, the producer had publicly admitted that it was fecdlf task for his actors to
attain the requisite style ft¢,r these comedies of mannespéhding to criticism of his
1924 Mainstage production of The Way of the World, he had eded:

Doubtless the most finished actors of the professional statgy would
have a hard time coming up to Mr. Congreve’s standards. Héewsb
an artificial and highly polished society. Few any longergess the train-
ing to represent the ladies and gentlemen of that period. fféataheir
manners required a lifetime of training. Our players in tas&lena Com-
munity Playhouse are strange to these ways, and they ayesfulire of
what they lack in that regard. .%’.

Brown argued that even though the Congrevc comedy had bgentéhe abilities of
his Playhouse actors, the community had at least been gislearace to Bee this rarely
presented masterpiece.

At the Playbox no defense had to be offered for performinggiscovery since
the audience came to the studio theatre with the expectafiparticipating in what
Brown called a “theatrical adventure.” In any case the sedkibited by the actors
appears to have been satisfactory so far as the critic Atltamglis was concerned,
He reported:

Gilmor Brown and his gifted players are bringing back thdfiaral man-
ners, the stilted phrases, and the entertaining intrigueshahave given
the Eighteenth Century drama a distinctive place in litetAll the sub-
tle innuendoes of quarrelsome raillery, petty machinatj@amd sentimen-
tal candor are evidenced in 'The Discoves§.

In their performance of those sentimental scenes which éyulthd permitted to
remain in the play, the actors brought “a little exaggeratio a touch of travesty.2°
The reason for this approach was explained in the note onrtigggm:

No modern audience is ever going to accept completely ftesature of
sentiment.’” Tastes have changed, and we are now inclinedite at the
artificiality of the romantic episodes.

With his love of subtlety. Brown steered his actors away fthendanger of broadening
“a little exaggeration” into a burlesque style.

Perhaps the roost interesting aspect of the performaneetfre standpoint of arena
theatre history, was the representational nature of thiegactThe Star-News Critic
made a special point in her review that the actors had showshrass concern for
rapport with their audience than was the case in “the uswedttital presentation.”
The actors in The Discovery played entirely to each otheg, refported, making the
audience feel Invisible, “stranded on the side lin&s.”

27Gilmor Brown Has Answer to Author,” Pasadena Star-Newsgédaber 9, 1924. [PCP 5, p. 90.]
28Alexander Inglis, “At the Playbox: 'The Discovery,” Pagath Star-News November 6, 1925.
29program of The Discovery, The Playbox, November 2, 1925.I[RB 4TI

301bid.

31The Star-Mews Critic, loc. cit.
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This performance provided clear evidence that Brown waabolishing the prosce-
nium arch and developing a flexible arena theatre in ordereth&atricalize the the-
atre.” In this eighteenth century comedy the actors coulttleasily played to the
audience. Instead Brown required the actors to block outaarareness of the spec-
tators. It was representational, not presentationalngcthat Brown wanted for The
Discovery.

The Actors.—In addition to co-directing The PiscQvery, both wells @mwn
performed in the comedy, Wells played the foolish, tempenatal Sir Harry Flutter
who was continually indulging in battles of wit with his wifédis handling of these
scenes ioust have been effective, for Inglia referred teuellent comedy contained
in them32 Mrs. Baskin noted some nervousness in Veils’ performancenvehe re-
ferred to

an occasional vibrant tenseness in one of the cleveresggfthing actors
whose extreme sensitiveness to environments | have bdfisradted at
the Playhousé?

Brown had originally intended to cast Douglas Montgomertghimrole of the Foot-
man, the lover incognité* When Montgomery proved unavailable. Brown took over
the part of the romantic young man, even though the produmergenerally played
character roles. In his performance Brown was unable tolhgldirectorial concerns.
In the extreme closeness of the Playbox, Mrs. Baskin caught

a side glint ever and again in the all-seeing directorial @jee to each
and every phase of the clinical development of hie experijrién

Two young actresses made their first appearance in the Blaylbois production.
One was Lurene Tuttle, seen as Susan, the pert housemaidh#revas Helen Brooks,
Jr., .who played lady Flutter. Lurene Tuttle went on to beearhighly successful
radio, film, and television actress. Helen Brooks, Jr., ediog to Maurice Wells,
became a well established ingenue on Broadway during themaeteen-thirties®

Production # 10. Bernice December 7-12, 1925

The Director

The next production at the Playbox, was the first to be ergdusi a director other
than Wells or Brown. The prime reason for using a guest direat this time was
undoubtedly the pressure on the two men caused by the Plsgipoaduction schedule.
During the previous season, Ralph Freud had been on handéssitant Director at

32Inglis, loo, cit

33«The Star-News Critic, loc. ,,cit. Since the other youngoastin the produ c tion, 4oger “Stan ton and
Fred Peterson, had given no more than two previous perfaresaat the Playhouse, the reference must have
been made to Wells.

34Montgomery’s name appeared in a cast list next to the ctaratthe Footman. This notation was made
in Brown’s handwriting in the production script of The Diseoy.

351bid.

S8Interview with Maurice Wells, May 19, 1959.
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the Playhouse. Wells had been devoting himself almost sikelly to the Playbox
during the season. Thus Brown had had virtually a full timectior at the studio
theatre and two directors assisting him at the PlayhousaofieesShanewise and Ralph
Freud).

Wells went back on the Playhouse staff as an Associate Diremtcording to the
listing on the Playhouse programs, with the opening of the Imglding in May, 1925.
Freud was away in Europe at that time, but returned duringtinemer. It raay well
have been expected that he -would remain on the Playhoufastn Assistant Di-
rector throughout the season of 1925-26. If such were theaapon, Freud soon
revealed that he had other plans. The local newspapers acein October that the
young character actor and director was “going on the road’gerformer.

When the new Playbox season opened on November 2, Brown geribad Wells
devoting himself exclusively to the studio theatre. Fumhere, with the loss of Freud’s
services there were still only two directors assisting Braat the Playhouse. This
meant that there could be weeks when Brown and Wells woulad beavily burdened
with Playhouse responsibilities that they would haveditiine to spare for the Playbox
productions. Such seems to have been the case in Novembarholie men were
involved in the Playhouse Western premiere of Philip Barfirst play You and I.
Wells took the Juvenile lead and assisted in the directiothefcomedy. The play
opened November 26. Bernice was scheduled to open at thedXlay December 7.
The plan to have Helen Jerome Eddy direct the Susan Glagpetiadwas a prudent
measure.

Helen Eddy’s Background—Helen Eddy was a professional actress who had been
working steadily In films since 1913, and had played manysrofethe legitimate stage.
Although a tall, attractive woman, she was cuBtomarily e&sa dejected spinster. As
one journalist put It, she could “upon thirty minutes notice . look plainer, more
forlorn, hopeless, blighted than any female without a feiatrlarge 2’

She first came to the Pasadena Community Playhouse in 192adted by the
opportunity to develop her ability in speaking parts in #ndays of the silent screen.
She also sought a chance to play roles in which she would xiatarily be cast in a
commercial situation.

By November, 1925, she had performed in a total of ten Plagpuoductions. In
Bernice she v?as to make her first appearance as an actresybox,

The Play

Bern.ice was a rather somber drama, originally performettiéyrovincetown Players
in 1919. Because of the morbid theme of the play. Brown reizegithat it was “not
a piece to please the general public.” He considered it, tiernvéunquestionably one
of the finest examples of American drama, . . certain to makeea émpression upon
the thoughtful 2 For these reasons it was the type of play which would fit in with
aims of the Playbox.

The drama depicts the reactions of friends and family to thathd of a young

37 Richard Creedon, “Hungry Heart Roles Upset Helen’s Hgpless Anpeles Examiner, April 29, 1928.
38“Notes on Fairoaks Playbox program of Bernice [PB I, p. 25].
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woman of unusually fine character. Bernice has died suddafidy a brief illness.
Craig, her veak philandering husband has been on a trip dlanod arrives home just
after her death, Abble, the old family housekeeper, telis piivately that his wife ac-
tually killed herself. Horrified, he assumes that the digeg\wf his infidelity brought
on the suicide. Margaret Pierce, a close friend of the deckdsarns otherwise. The
housekeeper reveals that Bemice had made her lie to CraighahBernice had in-
deed died a natural death. But what was the woman’s motiveawirig her husband
this cruel legacy? Margaret finally concludes that the lis wa intended act of kind-
ness. While Bernice had always been very assured and $gtfiexat, Graig was an
extremely insecure person. The lie was propagated to bdiesgo, to make him
believe that his wife had desperately needed his love.

The Staging
The Arrangement of the Audience Area

The arrangement of the area for Bemice had two aspects oéftt@ne was the height-
ened effect of the dead woman’s presence caused by the aytiofidhe Playbox; the
other aspect was the L pattern, which was the reverse of sieaktin March Hares.

The sense of the physical and spiritual closeness of theadedavas brought about
by the relationship of the audience to the setting, as wetlyathe action of the play.
The dialogue informed the audience that Bernice had beemghtalownstairs to a
room adjoining the living room. The audience was actualiyngj in a portion of the
living room. The body was supposed to be lying behind the daaery which was
used to close off most of the East Alcove. The room in whichiabdy lay was at the
north end.

The director placed the chairs for the audience along théhsand west walls of
the Central Room in a curving asymmetrical arrangementoffte spectators thus sat
within thirty feet of the imagined corpse. Their sense ofhesence of the deceased
was heightened by viewing the reactions of the charactettseegsentered and returned
from the room which was supposed to contain the body. Ingimroented on the
effective manner in which Helen Eddy had underscored Beis\fresence;

Helen Jerome Eddy . . . has certainly seized upon [the plagi#nt as-
pects and made them vital with meaning. The eerie sensdtidre alead
.woman lying in the adjoining rooma woman whose greater émftie be-
gins only now that she is dead-. . . falls upon the Playboxnvksevith a.
kind of uncanny intimacy that adds a strange reality to théopmance>®

The L Pattern in the Setting

The L-shaped acting area ran along parallel to the east antld walls of the Studio.
As stated above, the closed-off north end of the East Alcowstituted the “adjoining
room” for the body. At the south end of the Alcove a small foywas created adjacent
to the door which led into the area from the front porch of theyBox building. This

39Alexander Inglis, “At the Playbox,” Pasadena StarNevJSidbeber 7j 1925. [PB |, p. 24. ]
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door into the East Alcove represented the front door of Refaihome. The audience
could see into the foyer through an opening in the draperys®mn entrance from the
outside of Bernice’s house was made through the porch déothe East Alcove and
from there into the Central Room via the opening in the dnaper

The remainder of the setting stretched out along the north Wae architecture of
the Playbox most conveniently provided a number of the saemjuirements made by
the playwright. The script called for a fireplace, a widetstneof windows to let in the
late afternoon sun, and a narrow passage leading to a kit@erfireplace

and the windows already existed in the north wall of the GdriRoom. To create
the passage to the kitchen the director’s plan provided démging drapery across the
archway of the West Room, leaving a narrow opening at thénn&stits to the kitchen
and other rooms of the house were made through this openthg idrapery,

The furniture arrangement was clearly shown in the dirécdingram of the set
(Fig. 46). Two chairs were placed against the drapery wall@east end of the studio.
Along the north wall just west of the fireplace stood a teadabid two chairs, the
table being removed in the first scene and brought back atithefethe play. Farther
4est, beneath the windows, there was a long table with a stiaated at its west end.
Against the wall in the north west corner of the Central Rotwmod a small table, ideal
for the placement of a vase of flowers.

Positions and Movements

Hoxj? were the actors grouped in this peculiar Lshapednggttiwhat were their
movements? The answers to these questions were revealathéndetail in the Play-
box production script. It contained numerous diagrams efdbtors’ positions, and
directions for movement.

The positions of the actors fell into at least three patteand_ grouping along the
north and east walls; a diagonal placement, on a line cuétingss from the north to
the east wall; a grouping along the north wall.

The L Grouping.—The L placement of the actors in positions along both namth
east walls of the Betting occurred early in the play when @€korris arrived .with his
sister, Laura. Abbie had gone to the doorway in the East A¢owadroit them. Laura
came in first and crossed up to speak to Bernice’s father wheoBtanding close to
the north wall. According to the playwright, Cralg “held k&as if to enter this house
was something he could scarcely make himself do. He stoodtheantranceway
with Abbie below him in a line along the east wall. A diagranig(F48) shows their
positions.

Diagonal Positions—An example of positions on a diagonal line cutting acrbss t
north-east corner of the room may be noted in the scene bet@egg and his father-
in-law which followed Craig’s entrance. Overwhelmed by #&motion of returning to
the home in which his wife had died, Craig sat in the chairfusth of the entranceway
from the Alcove. Mr. Alien, Bernlce’s father, sat acrossifrdim in the nearer of the
two chairs west of the fireplac€.The two men remained in these positions for

40Bernlc e, Playbox production script, p. 165.
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First Performed by the Provincetown Players,
New York,
March 21, 1919,

ORIGINAL CAST

Mr. Arren, Bernice’s Father . . 0. K. LivERiGHT
[ ABBIE ., . & & o & s s« -« OUSAN GLASPELL
Craic Normis, Bernice’s Husband James K. Licur
Lavra (Mrs. Kmroy), Craig's Sister Brancue Havs
MarGARET PIERCE, Bernice’s Friend . . Ipa Raum
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Figure 6.8: Diagram of ground floor plan f@&ernice reproduced from original in
Fairoaks Playbox production script, p. 158.
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BERNICE <

o the FATHER, talking his hand.]
u . Allen, I cannot t

R TAT 1] Tam® lemmn olnt wrse rben Ao virisls
] vy il I don't know what we're = g w0 Q0 WIL=

out her.

Figure 6.10: L grouping, Craig’s entrance, p. 165.

three pages of dialogue, as the father explained the cirteunmss of his daughter’s
death (Fig. 49).

Placement Along the North Wall.—Numerous Bcenes were played along the north
wall. In some the actors were momentarily spread widelytapat most of the time
they were placed fairly close together.

At the opening of the play, the father was sitting at the Iaadge playing solitaire
while approximately sixteen feet from him the housekeetiended to the fire burning
In the fireplacé'! The father Boon rose and began to rearrange some of theHingss
in an effort to remove from the room the sense of his daughpegsence.

In Act Two, Craig and Margaret, his wife’s friend, had a scanhich he sat at
the long table drinking a glass of whiskey. In a chair nearltimg table, Margaret
chastized him for his weakne$s.

In the second act at least two scenes were played in an evar gmuping along
the north wall, when two characters sat in the chairs just oithe fireplace.

In a scene between Laura and Margaret, the latter sat in thie closest to the
fireplace?® Ever the analytical person, I'fergaret was trying to makaraaunderstand
Craig’'8 Inability to dominate his wife. The next scene, arslome between Margaret

“lbid., p. 159.
42|bid., p. 196.
43Ibid., p. 186.
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BERNICE 167
FaTHER

[Changing to something not so hord to speak of.]

You landed last week?

[ Cralc
Yes, T was held in New York by things to do. [4
glance ot the Faruer.] Of course, if 1 had had any

idea —
| FatHER

Of course.
CralG

But Bernice wrote me she was fine,

Figure 6.11: Diagonal positions. Diagram, p. 167.

and Craig, came a few pages later In the scipln this scene Craig now sat in the
chair which was close to the fireplace, while Margaret mowal ihe other one. This
time Craig was the analyst, discussing his father-in-lal@racter.

The Actors

The cast of Bernice was very small, involving only five act@®$ Interest are the per-
formances of Helen Eddy and Roger Stanton. Mi SB Eddy apgdesrébbie, the old,
loving, patient servant. Miss Eddy, who sometimes bemoaneewspaper interviews
her constant assignment to unromantic parts by film and stegucers, was willing
to accept a most unglamorous role for herself in this pradoctAs director she pre-
sumably would have had some voice in casting herself. Indleeshe performed what
was required, revealing to the audience “the dulled butigviind of Abbie *°

A member of the cast who became most active in the Playbokfsione season,
was Roger Stanton, then and now an English Professor at tiferG Institute of
Techno logy. Stanton, who described himself fco thia Ingesbr as “a very wooden
actor,” had made his Playbox debut In The Disco very as LordlWwég’s son. In
Bemice he performed the part of Cralg Norris, the self-dmgbbhusband of the dead
woman. In this role he projected a character “whose innaigysuches its peak even
when a new purity la brought streaming in upon hie disorderetbok.®

“4bid., p. 191.
45Alexander Inglis, loc. cit.
48| pid.
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Production # 11. The Two Virtues December 28-31, 1925:
January 1 and 2, 1926

After Helen Eddy had made her directorial contribution &tftaybox, it was Brown'’s
turn to take over a production. Wells was fully occupied diireg and performing the
lead in a Playhouse production opening on December 24. Tdrerié was necessary
for Brown to be the sole director of The Two virtues which hd saheduled to open
at the Playbox on December 28. This drawing room comedy wasd gehicle for
Brown'’s acting talents, so that it is not surprising that leeided to play the leading
role. At the very same time, however, he was also deeply weebin a Playhouse
production as director and principal performer. The play Wae Merry Wives of
Windsor, and the role, Palstaff, an exceedingly lengthy. par

In order to open the Shakespearean comedy as scheduledwaryldn It would
have been necessary to begin rehearsals for It during Desrenithus Brown was
simultaneously directing two productions, one at the Réaxge and one at the Playbox,
while rehearsing the leading roles in both. All of this waking place during the
period of the Christmas and New Years holidays, always a fiow for rehearsals
with volunteer actors. It is interesting to speculate on diaécome had he not had
the assistance of Lenore Shanewlse on the Shakespeargai\plaill be seen, the
Playbox performances turned out to be underrehearsed.

The Story

The Two Virtues ie a British comedy of manners, first publghre1914, and brought
to the United States by E. H. Southern in 1916, It is an exttgmpelished, often witty
work, written in a style reminiscent of Oscar Wilde withottaining his sustained bril-
liance. The play is extremely verbal with a minimum of phgs$iction, and possesses
a clear plotline encumbered with only a moderate amount ofpdization. Sutro’s
targets are familiar ones:

the stufflness of Victorian morality, and the snobbery of eipglass British soci-
ety. The story concerns itself with Jeffrey Panton, a bawthial his forties who has a
passion for historical study and an abhorrence of confgrniiis sister, who wishes
to dominate him, has been trying for years to get him propmdyried, all to no avalil.
'She story begins with the reappearance of a young womanmatedfrey had previ-
ously steered away from himself Into a marriage with a selftered poet. The girl
now wants Jeffrey’s help to save her marriage. Her poetdnusinas been spending
a great amount of time with a purportedly “shady” Mrs. Ouildf. Pressured into
a meeting with this woman of dubious reputation, Jeffreydindr to be a charming,
kind and intelligent woman, much more to his taste than athef‘respectable” soci-
ety women he has previously encountered. To the horror cfiiier, Jeffrey proposes
marriage to Mrs. Gulldford.
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The Staging

Few shreds of evidence remain to make possible much in theoivayeconstruction
of the staging”’ From the Playbox program of the performance, it may be sean th
two sets were used, for “the scenes are laid alternately at anton’s and at Mrs.
Guilford’s” [sic 3. Divided into four acts, the location $tad back and forth from act
to act.

The play called for the Library at Jeffrey Panton’B placed @axdrawing-room in
Mrs. Guildford's house.

The Star-News Critic found the settings and staging of tag mther spare in their
visual effects

Stripped of the usual advantages of conventional producti® Intricate
cleverness and flashing sword play of Mr. Sutro’s brilliaotnedy came
as near as possible to give the impression of, being, rehdrréitan acted.
Quite in the 'literary’ genre, that ia, more dependent oadithan on action
(of which there ie practically none throughout the four auftthe piece)
this simplicity of presentation seemed to me especiallyappate?® [un-
derlining not in original.]

Mrs. Baskin referred to much of Jeffrey Panton’s perfornegaas being "addressed
entirely to the ear, and undisturbed by any conflicting sgnappeal.”*®

When the play VaB taken to the Playhouse later in the seasm,Béskin felt that
the scenery and lighting used there heightened the perfarea&he indicated that in
the studio theatre the comedy had been performed "withauntesy and with sets only
indirectly suggestive,” but at the Playhouse it was a déffematter:

Presented with the full resources of theatrical illusiordmpossible by the
beautiful harmonies of lighting and scenic investiturehat tommand of
the Community Playhouse staff, the comedy seemed to gaiaimth and
magnetic expression. There is no more skill, | believe inglgormance.
But the contrasts in character portrayal and standardsrofuwd appear
heightenedportrayed in color rather than with the etchgaiated tool°

The photograph of the setting for Mrs. Guildford’s drawirngm as presented at
the Playhouse shows that an extremely simple draperygettis used. The three walls
of the room were composed entirely of drapery, broken onlabireplace upstage
center. The remainder of the set consisted of a long tablévemdhairs, a small round
table with an arm chair, a backless bench in front of the faeg) and a vase of flowers,
on a stand. Itis possible that the lighting, and the pamricablor combinations of the
furniture, fireplace, and the curtained walls, gave theliteiged scenic effect noted by
the Star-News Critic.

47“The investigator located Brown’s copy of the play, but thetations in it may be for the Playhouse
production which took place in March, 1926.

48Star-Hews Critic, “Two Virtues’ at Playbox Well Done,” Pagena gtar-NeyB, January 2, 1926.

4Ibid.

50star-News Critic, TVJO Virtues, Dart Keen, Suave Wit,” Riesza Star-News, March 12, 1926.
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The Acting

The Actors.—In the cast of The Two Virtues there were besides GilmomBrowo
members who had been veteran performers at the Playhousse Were Cloyd Dalzell,
who appeared as Panton’s stuffy, domineering sister. Ladlgkh, and Dorothy
Hinds who played the childish wife of the would-be poet. Battraen had been asso-
ciated with the Playhouse since its startin 1917. Cloyd 8lalad directed some early
workshop productions at the old Playhouse, and appearaghierous productions in
character comedy roles. She was on the faculty of the Scli®geech at the Univer-
sity of Southern California. Dorothy Hinds, highly placedRasadena society, was at
that time the wife of Samuel B. Hinds, a prominent attorneg kater a distinguished
film actor. She and her husband were among the founders ofiglgadtse and had
done much to promote the institution in the community.

Keeping Helen Jerome Eddy active this season. Brown gawhéézading female
role of Mrs. Guild ford. She muBt have been pleased to breaydwom her casting
stereotype of the drab Bplnster,

Evaluations of the Acting.—The opening night of The Two Virtues was a minor
disaster.

Inglls described the play as badly presented, inadequegblyarsed, since “the
players were obviously unfamiliar with their lines.” Tilkaused the audience to have
“many uncomfortable moraentB, for err'ora in the Playbog gtaring erroreasclose
scrutiny tends to magnify mistakes.” [Underlining not ingimal.]

The critic considered that Cloyd Dalzell and Helen JeromdyBdere excellent
in their performances. Brown "vas a constant delight with little vraye of naive
aimplicity and shrewd appreciatiéh For the rest of the cast, Inglis had nothing to say,
although he thought the play Itself was witty, filled with sebdelightful humor.

Following the unusual practice observed in the reviewingloé DigcQvery, the
Star-News sent Mrs. Baskin over to the Playbox for a secovidwe Inglis had seen
the play on Monday. By Friday, the performance had consigrianproved. Mrs.
Baskin wrote;

This delicately poised comedy, as | saw it at the Playbox, mast de-
lightfully performed and presented, The sparkle of its drig implication
of its irony, seemed to me entirely grasped by the playergifmall oases
by the audience.

She, too, had praise for Brown’s acting, calling it a “dedics performance” 4ith its
depiction of Panton’s “mental terrors, his rash momentsasfrd), his whimsical ab-
surdities, assumed as the only armor of a senBitive man @pesihe insensitive en-
croachments of his natural predatory enemy—wonian.”

H. 0, Stechhan, the former publicity director of the Play$®who was now theatre
critic for the California Graphic also Baw the productionl8Heaction was summed
up in the opening sentence of his review, “Thanks again tinGi Brov.n for an
evening of rarest delight in his cosy little Playboy.” Appitag of the acting, Stecchan
commented warmly that -!. . . Mr. Brown gave a charming partfJeffrey Panton,

51Alexander Inglis, At the Playbox, Pasadena StarWews, B 29, 1925.
52star-Newe Critic, “'Tr-0 Virtues’ at Playbox Veil Donefbc. cit.
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student and bibliophile.” Stecchan proved In his reviewsda frank critic, not afraid
to voice his dislikes, so that his reaction to The Two Virtoesy be taken as additional
evidence of the redemption of the performance after therturiate opening night.

Brown was evidently encouraged enough by the ultimate temepf the play to
plan for its inclusion in a repertory series at the Playhousany caae he did not have
long after the final performance of the Sutro comedy to broegr @any px’-oblems
he had encountered x4ith it. He opened on the mainsfcageerMVigrry., Wives of.,
Windsor five days later.

Production # 12, The George Bernard Shaw Cycle Febru-
ary 1-6, 1926

Since the Playbox had not yet performed any of the works ofr@eBernard Shaw,
4urice Wells decided to present a group of his short playslekstill performing the
role of Adolphus Cusins, the professor of Greek in Major Baalh at the Playhouse,
Wells went into rehearsal to play Shakespeare in “The Dadylaf the Sonnets” and
Napoleon Bonaparte in “The Man of .Destiny.” Ho also direidt®th of these plays.
Tne third item in the cycle was "Hov He Lied to Her Husband inhich Wells did not
appear.

Staging

In the staging of the Shaw Cycle, the opposite-end or “tuonéibarrangement was
once again used. As Wells has described the locations oéttiags, “The Dark Lady
of the Sonnets” and “How He Lied to Her Husband,” the first tiap/s on the program,
were preeented at the east end of the Central Room. “How H¥ hiade use of the
fireplace for its domestic scefi@.

The first two plays took approximately an hour, For “The MarbDeftiny,” which
probably came after an intermission, the audience wereinetjto turn their seats
around to face the west end. The set for the final play was timerean room of an inn,
with guests’ quarters assumed to be upstairs. Playing a walisguised as a man,
Lenore Shanewise made her entrance down the staiycaseraathaf the West Room.
An audience member, Roger Stanton, recalled that a tablewtlas center of the West
Room, and that “pretty nearly all of the action was in the \WRsbm 54

The Actors

Notable in the cast were Lenore Shanewise, Martha Allan,Madrice Wells. Miss
Shanewise, who had distinguished herself for two and a lefs/as a director and
actress at the Playhouse, made the first of her two appearahtiee Falroaks Play-
box in “The I.lan of Destiny.” Inglls commented:

53Interview with Maurice Wells, June 7, 196l.
S4interview with Roger Stanton, August 15, 196l.
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With all that customary ability of acting, declamation ateberness. Miss
Shanewise coquetted, outwitted and defeated Hapoleoralitwoman’s
ruses and with a rare naturalnéss.

Marthe Allan had recently performed her first Playbox roleTiheL Two Virtues.
Visiting in Pasadena for the winter season. Kiss Allan waseaver of a prominent
British family residing in Montreal, Canada. In the Shaw @yshe WB.Q The Dark
Lady of the Sonnets in the play with that title, and The Wife'liiov? He Lied to
Her Husband.” Inglis spoke favorably of her work: in thesaysl although he was to
indicate more candidly in a review a year later, that durhig season her acting was
not very remarkable. For Wells’ portrayal of Bonaparte, lismgeserved the height of
his praise:

To essay Shakespeare and Napoleon in the course of one gweight
have ended disastrously in any handB save those of Maurite Wehat
a remarkably vivid characterization he presented! He litregl part of
the cool, calculating soldier; gallant when the occasiateduhim, but

cruel when he wanted his own ends achieved. . . .His performeil
long linger in the memory as one of the striking personalitéhis stage
career®

Freud Takes Over at the. Playbox

With The Two Virtues and the Sha4- Cycle Brown and l4ells hachébeen required to
perform unusual feats of theatrical legerdemain, forkingstaneously on productions
at the Playhouse and Playbox, and serving as directors adiohtgactors in both were
impressive accomplishments, especially since all hadetliout satisfactorily (with
the exception of the first performances of The Two Virtues)wds not the kind of
thing vhich could be kept up indefinitely. As the two direst@repared in February
to launch a complicated repertory season of four plays fefRtayhouse, some relief
in the direction of the Playbox productions was again sonelgded. The Kainstage
repertory was planned to be performed throughout Marchyeawito be immediately
followed by a massive spectacle, Kassan, the big produofitre spring season at the
Playhouse.

Fortunately a source of relief appeared, or rather re-appda February. It was
Ralph Freud, returned from the road, who was ready to becataance more in
the Pasadena theatre. He could not immediately be takenibtckis position as
Assistant Director, for what reason the records of the Riagk do not make clear. He
therefore must have worked gratuitously for both the Maigstand the studio theatre.
As an actor he Joined the cast of Hedda Gabler, one of the ®iagihrepertory plays.
As a director he took over the producing of the three playsdtrmade up the balance
of the Playbox season, In this way Freud became truly inebindlexible and central
stag ing, an interest which he continued to pursue in latarsyeHe became the first

55Alexander Inglie, Three Dramas by fhaw are Presented,”deasaStar-News, February 2, 1926.
561bid.
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manager of the Herkimer Playbox in 1930, and founded an itapoflexible theatre
at the University of California in Los Angeles in 1942,

Freud’s Background

Before treating of the plays directed by Freud at the Playiias necessary to Bay
something about his background. Two years older than Weléyyd was born in Eng-
land on August |4, 1901. Both his parents were connectedtéttheatre, his mother
as an actress and his father as a theatrical financier.rggtilthe United

States in 1908, the family made Detroit their home duringpRal high school
years>’

While in high school, Freud wrote two operettas and becarsecésted with the
amateur Detroit Theatre Guild as an actor and director. I$ girofessional engage-
ment came during his two years at Detroit Junior College, whe worked during
summers with the Bonstelle Stock Company. There he had theramity to act with
such members of the troupe as Katherine Gornell, Ann Hardirenk Morgan,

Winifred Lenihan, and Guthrle McClintock. When Jo Mielzineft his position as
stage manager of the company, Freud took hi is pifce*

Like Wells, Freud did not complete his college educationfirished the two year
course at the Junior College, and then in the fall of 1920 llmd @t the University
of Michigan. “I didn’t attend with great regularity,” Freushs explained, “because
| was too intensely interested in theatre. At that time thétas not enough theatre
opportunity offered at the University?®

It was in September, 1921, that Freud first met Gilmor Browme Pasadena direc-
tor had gone to Detroit to perform aa an actor, in company &é&m Hume and Irving
Pichel, in a aeries of playa performed in conjunction witl Betroit Syn4phony Or-
chestra Association. Upon making the acquaintance of Brdwaud took him out
to the University of Michigan to talk to a group of the studenFreud became quite
interested In Brown'’s account of the Pasadena Playhouse.

Fortuitously Freud’s parents decided to take a trip to Gatifa during the season
of 1921-22. Coming out with them, Freud was aoon appearinigeaPlayhouae. In
March, 1922 he performed in a Chinese play, Yellov; Jacked,la April he had the
lead In Mollere’s farce, Sganaralle, After this, the famigturned East, and Ralph
played again with the Bonstelle Stock Company. The lapsévad before their next
visit to California was not great. In the 1923-24 season teived in time for the
stocky twentytwo year old actor to appear as Santa Clans inrst@as show at the
Playhouse. Remaining on in Pasadena, Freud soon becamaia@nbcharacter actor
during that season in the Playhouse, performing in a tot@roproductions by the end
of the following summer. During this time he was known to Playse audiences as
Ralph Hllllar.

As a young actor Freud could perform effectively in maturarelster roles. He had
an excellent comedy sense, with a penchant for parts thtatrézhdry witty responses

57Ralph Freud,” [probably written by P. W, Hereey, the Playke Publicity Director] The Playhouse
News, Il (May 15-26, 1928), 7.

581pid.

S9Interview with Ralph Freud, April 13, 1961.
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and “double take” reactions. Maurice Wells recalled thatdme ways the actor’s work
resembled that of Frank Morgan with whom Freud had worked étr@t®® Cloyd
Dalzell had high praise to report;

Ralph Freud was not only a fine director but also about thetfexsr at
the Playhouse. He was remarkably inventive with busifiess.

Freud's first opportunity in direction came in the summer@24, when he assisted
Brown on a production of W. S. Gilbert's comedy Engaged. He wat a paid staff
member at that time. It was during this Bummer that he alsdesrd much useful
service in the preparation of the Playbox. Freud became abmeof the Playhouse
staff in the fall of 1924, apparently replacing Wells as Assnt Directof? Occupied
with assisting in the direction of Playhouse shows and afpgaonstantly in them
that season, he did not have a great deal to do with the Plagfbeits opening. At
the conclusion of the play On the Hiring Lj-ne on tferch 14252 he took the first of
a number of subsequent leaves of absence from the Playh@uséhis occasion he
left in order to view the theatrical scene in Europe. In Judywas back at work at the
Playhouse, only to leave once again in late October, ThetB#aus reported;

It will be sad news to his many local admirers to learn that$edon
to leave Pasadena for a time to gain some theatrical experiem “the
road.3

In December he was playing in a production in San Frand$do. February, 1926,
Freud returned to Pasadena.

Freud’s Versatility .—Freud impressed his associates at the Playhouse witk-his r
markable versatility. In addition to hi8 skill as an actodatirector, he had definite
aptitude for “set designing, writing, photography, andtskiang® To this list should
be added general carpen

try, scene painting and construction. As the Playhouse Mmirged out

Freud is always busy with his hands as well as his head. He lhdg m
some of the finest photographs of sets the Playhouse has isaglodd-
block prints and pen and ink sketches have been used on tbhesaafthe
Playhouse News and in the editorial columns. . , . He has tuinizeatten-
tion to stage sets at various times with coiranendabletgsarnd his main
duties as actor and associate director go on without i, On the
theory that age bothers no man who has many interests imlifésabusy
all the flipe, Freud should live to be a million years old %% ,

80|nterview with Maurice Wells, May 19, 1959.

61|nterview with Cloyd Dalzell, July 20, 1961.

62The Pasadena Coannunity Playhouse programs from Octcds, th the April, 1925 opening of the
new El Molino building do not list Wells as a staff member. Welpparently received no salary from the
Playhouse for a good part of that season.

63pasadena Star-News, October 7, 1925. [POP 6, P. 75.3

64Alice Haines Baskin, “From Little Theatre to Big Theatredgadena Sportland, December, 1925. [POP
6, P.152.3

65Ralph Freud! op. cit., p. 8.

661hid.
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Freud’s Personality.—In spite of his outgoing qualities on stage, Freud was appa
ently not always at ease in his relations with people offstalgflademoiselle Jeanne
Richer!, who first encountered Freud around 1927 or 1928leetcthat in those years

Freud had been exceedingly shy. It was very hard for hir totmee
people. | used to see him but he never spoke t§me.

This impression was also shared by a writer for the Playhblgses.

It is as an actor only that the public knows Freud, for he i efacing,
somewhat shy for the reason that he has never yet taken fiseselusly.
His seriouB moments he spend a with hi a characters, and veitihumer-
ous hobbies. If he has any temperament he shaves it off evenyimng.
He anuses himself and others with slight-of-hand tricksd ¢écks, and
other little foibles. With a sense of humor that is deliciatisimes, and at
others illuminating, he animates every group he is with, ygtdnakes no
effort whatever to be the 'life of the party? Usually he is tay covertly
watching others and too interested in what they are sayirdpongif of
any value®®

Production # 13. The Mollusc March 1-6, 1925
The Play

Freud's first directing effort at the Playbox was a play whiets now fairly well dis-
appeared from the current theatre repertory, but which waspalar piece in the first
quarter of the century,

First performed in 1907, The Mollusc by Hubert Henry Daviezsva fairly con-
ventional well-constructed English domestic comedy. ltlmao pretensions to literary
qualities or sophistication. The reason for selectingritfie experimental theatre must
have been to add “balance” to the season. It was also pantigwbell suited to the
intimacy of the Playbox.

The story told in the play is a simple one. Mrs. Baxter, a eabut lazy woman,
has managed to convince herself, her husband, and theigygarerness, that she Is
too 111 to perform many little chores around the househald) Kemp, her forty-five
year old bachelor brother tries to reform her. He considens Baxter a mollusc. He
finally manages to straighten out the affairs in his sisteose as well as find himself
a bride in the attractive governess. Miss Roberts,

The Staging

This play was given end staging with the acting area occuptfie West Room and a
portion of the Central Room. The evidence for this assigrtroélocation came from
a production script and a confirming statement by Roger &teiit The production

87Interview with Jeanne Richer!, February 16, 1962.
68'Ralph Freud,” op. cit., p. 9.
69Roger Stanton played Mr. Baxter in the production.
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script contained references to the use of the staircasdaritkng and the steps, an
exterior door, a window, and movement out to the hall, all bfeh conformed exactly

to the features of the West Room and the Central Room, Staotaiirmed the use of

the West Room when he described the staging as “making ube sféps and landing”

and the rear dod¥

In the reconstruction developed from the evidence by thedtigator, the audi-
ence’s chairs were opposite the acting area. In order tmatight lines so that actors
on the steps and landing in the West Room would be visibles¢laés may have been
placed more toward the north rather than being centerednattile studio.

The Set Arrangement—As the investigator has interpreted the evidence, theset
The Mollusc was arranged as follows: below the enclosedcstsé of the West Room,
a “settee” was placed. It was close enough to the staircaps fir a person standing
by the settee to speak confidentially to someone on the lgridim this position the
settee would also have been near the fireplace, forming avéesational grouping”
with a chair at the stage left end of the firepldée.

The other pieces of furniture were placed downstage, jugtibthe archway, so
that they were actually in the Central Room. A chess tablesitaated at stage right.
An arm chair was at the right of the table, and a straight cdigine left. The arm chair
was a low, wing-backed type, placed on a diagonal facingagigsand in toward the

7"4 center’3 At stage left, close to the first window in the north wall of fBentral
Room was an arm chair, favored by the lazy Mrs. Baxter. A tatsed next to it*

(Fig. 50.)

The director of The Mollusc worked with an acting area of ¢desable depth, as
had been the case in the staging of The Tragedy of Nan. In tvderep the furniture
within the West Room visible to the audience, none of the ggemould have been
placed much to the sides of the twelve-foot-wide archway.avVoid cluttering the
set and masking upstage pieces it was therefore helpfubteome of the furniture
within the Central Room. There an extra five feet of width weailable. One could
also use a window in the north wall which would be seen by athefaudience.

A further reason for extending the setting into the Centadi would have been
the desire to avoid any consideration of the arch of the WeshiRas a “proscenium

arch.” The Playbox had been founded as a non-proscenium

theatre. None of the reviews of productions at the Fairoékgi®x have suggested
that the plays were viewed through a proscenium frame. Tihargltion of a stage

"O|nterview with Roger Stanton, August 15, 196l

7IProduction script. The MolluscJ p. 84. Mr. Baxter was “ondiang,” Tom Kemp “crosses to settee” to
whisper a question to Baxter.

72Ibid., p. 33. Mrs. Baxter “sits in chair by fireplace.” Laten p. 43, Mr. Baxter sat in the same chair at
the fireplace to chat with Tom who was opposite him on the seffbus the chair would have been near the
stage left end of the fireplace.

73Roger Stanton remembered the position of the arm chair. @8 gf. the production script the straight
chair was identified: Miss Roberts “sits on st. ch. by chesketa

74Production script, p. 58. Act Two began with Mrs. Baxter Iging in an armchair reading a novel,
according to the published directions. A pencilled notaiiadicated that the chair was “near window.” On
p. 66 another pencilled direction indicated that Mrs. Bekgits chair near window.” When Tom seated
himself in the straight chair left of the chess table, MrsxtBawas close enough to her chair by the window
to ask Tom to throw a book to her.
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curtain was an important means of preventing the -west aaglitom appearing to be
a proscenium. Bringing the setting and the actors past ttteiato the Central Room
was an even more effective measure. In this way the underlyimciple of Playbox
staging was sustained. There was no formal separation raeeland actors.

Freud’s acting area in The Mollusc would have occupied axiprately the first
seven feet of depth of the Central Room in addition to theremepth of the West
Room. His actors were therefore performing in an area twembtyfeet deep. As-
suming entrances and exits through the front hall door ihteoGentral Room there
was a maximum potential depth of as much as thirty-three Tides relatively narrow,
deep acting area may be contrasted with the proportionstsfiisghe conventional
proscenium theatre; the latter have usually possessed gneater width than depth,

Movement of the Actors—Three entrances in the set of The Mollusc helped to
maintain a fluid pattern of movement, working particularydepth, as has been indi-
cated above. The steps leading down from the covered Seimavided an upstage
right entrance, as well as an effective level. The rear dpeng on the garden of the
Baxter home served as an extreme upstage left entrance.idgribasiness occurred
there when Mrs, Baxter had her would-be reformer, Itotaning out filling planters
with water from an outside faucet. An extreme downstage gglrance could be made
from the hall door in the Central Room,

.Hie use of this door from the front hall clearly indicatedtithe actors were pen-
etrating the audience area. Any logical arrangement o§seatlationship to this set
would have necesBitated the placement of three or four rdwsats .west of the hall
door. Thus an actor entering the Central Room from the halilvbave been behind
the backe of possibly half of the audience. Roger Stantorenéipered making such
an entrance in the third act. As Mr, Baxter, the henpecketdns, he supported his
malingering wife, carrying her through the hall door pagt #tudience, and finally de-
positing her on the settee in the West RoGmOne published stage directions called
for an entrance down a staircase, but Freud’s staging cteateven funnier move-
ment. The greater distance to be covered heightened thedglisture created by the
two actors.

Evaluations of the Direction

H. 0. Stechhan found the production lively and entertainiHg noted that the play
was especially well served by the extreme intimacy of thg/fa:

Presented under novel conditions, the comedy seemed tmtakenew
significance, for it really is a play of the little theatre bgiBO tenuous in
quality as to get lost in a large aréa.

Inglis reiterated his strong belief in the especial sultghdof domestic comedy for
the Playbox, He observed:

Playbox productions of the domestic comedy variety are thgsp/Vhich
find the Connaunity Players revealing extraordinary cdjpisi. 'The

75Stanton, loc. cit.
76H. 0. Stechhan, California Graphic, March 20, 1926. [POP. @40.3
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simplicity of the settings; the naturalness of the envirentmthe wholly
logical relationships of the players which are brought dliyuthe com-
plete lack of theatrical methods; all these conspire to nthkedomestic
drama a correlative of the PlaybéX.

For Rreud’s first Playbox direction the reviewers meted aatge. Stechhan was
pleased with the restraint imposed upon the acting by thecttir. “By holding the
action to a definite point,” he wrote, “this degree of concatidn helped to overcome
the chief objection to what might be termed the close-upestadat is exaggeration.
At all times the group kept well within the picturé®

The Acting

The Mollusc required e cast of only four actors. The leadivlg of ?.8. Baxter was
played by Cloyd Dalzell, who according to Inglis, “broughtextremely vivid artistry

to the part. . . carrying through the simpering ridiculousaljues without developing
the play into farce® Marthe Allan showed continued improvement as an actress in
the role of Wise Roberts:

Miss Allan, since her early appearance with the players,heae been
gradually enhancing in dramatic lore and the very finishedopemance
she gave laBt evening stands out notably ae the fineat thiadnah yet
accompli shed®

Stechhan praised her excellent diction?

Iferthe Allan’s Miss Roberts was a delight because of hetiftueus En-
glish. Seldom does one hear such an organ on our stage, sicofelkor
otherwisé!

As Mr. Baxter, Roger Stanton found a part in which he couldxdb a greater
extent from his self-described stiffness. He brought aldpamto hia acting which had
not existed before. In one performance he particularly tdtgtride, so that Gilmor
Brown came to him the next day, and commented “I understaaicettmethinf; really
happened last night.” According to Stanton, Brown was neémito tossing praiae
indiscriminately to actor8?

Production # 14. The Great Galeoto March 29April 3,
1926

Freud's next production at the Playbox was a very differgpetof play from any
previously performed at the studio theatre. The dramatlagas The Great Galeoto

77Alexander Inglis, “Drama Suited to Playbox Methods,” PasedStar-News, March 2, 1926, p. 15.
78Steehhan, loc cit.

"9pasadena Star-News, loc. cit, [PB |, p. 30.3]

80lbid.

81Stechhan, loc; cit.

82Stanfcon, loc. cit.
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by the nineteenth century Spanish playwright-mathenaaticlose Echegeray. Written
in 188l, the drama had a somewhat florid style, which was kepthieck by Spanish

formality. Inevitably, it contained the motif of the presation of honor. In a sense
the play was related to thesis drama, since it made a great giodlemonstrating the

disastrous effects of gossip,

The Story

The protagonist in the story is a young poet, Ernest, who bas tiving in the home
of a family friend, Don Julian. Insidiously the gossip of tieen has begun to link him
romantically with Teodora, his benefactor’s beautiful gguvife. In consternation,
Ernest moves out of the house. Despite their actual inn@;ehe two young people
are the continued target of the gossip of the town.

At a cafe Ernest overhears a viscount malign the reputatiofeodora. Ernest
strikes him, an action which brings forth the viscount'sltdrage to a duel. Don Julian,
hearing of the intending duel, and wanting to believe in thtcence of Ernest, fights
with the viscount and is critically wounded. Brought to theupg man’s apartment,
.which is near the dueling place, Don Julian discovers hfe wiere. She actually
came to plead with Ernest to avoid the duel, but her dying andlbelieves her guilty
of other motives,

When the unforgiving Don Julian dies, his brother (aptly ednbon Severe) at-
tempts to drive Teodora from her home. Ernest protects heceShe town’s goesip
has insisted that he has been her lover, he now accedes &mieing will. He leaves
with Teodora. Society has become another Galeoto.

It was Galeoto who arranged an illicit affair between Queernn@vere and Sir
Lancelot.

The Staging at the Playbox

The Playbox program listed three sets for the play: Ernestsn in Don Julian’s
villa, used in the prologue 5 the drawing room of Don Julidrosise, the set for Acts
One and Three; Ernest’'s rooms in a cheap lodging house, tHers&ct Two. Mo
further information has been found concerning the stagihthe l4iroaks Playbox
presentation. Some light may be shed, however, by a revi¢legiroduction as given
in the Recital Hall of the Playhouse, Presented in this langen as a special attraction
for the members of the Playhouse Association, the dramgedija three-day run in
its new location. lhis second run of the play occurred two kgeafter the original
performances.

The Staging at the Recital Hall

Referring to the presentation at the Recital Hall as “the/ia production of ... 'The

Great Galeoto,” ?'8. Baskin contrasted it to the usual M#age production. She de-
scribed this Playbox presentation as an exaaiple of "bab®iiatory. methods, stripped
of all extraneous aids to illusion, such as footlights, seis propertles of anything but
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the roost sketchy character.” In the Recital Hall the thimenss required for the pro-
duction were already in place before the draina began. Nonsate shifted during the

performance, 4e extreme simplicity, the spareness of titiege were revealed in the
critic’s list of the furniture and properties; in Ernestsm in Don Julian’s house, there
were two chairs, a table with a lamp and a large book on it, acasement window

unit. Don Julian’s drawing room made use of candelabra, @esetnd a chair. 150
suggest Ernest’s quarters in a cheap lodging house, Frelddeal only a chair and a
table. On the table were a book and two photograph frathes.

There is no way to determine from Mrs. Baskin’s descriptidrether the “simul-
taneous setting” plan with all the sets in place at the ogeafrthe performance had
also been used at the Fairoaks Playbox, It was most probdaever, that the same
snail groupings of furniture had been used at the studidithea at the Recital Hall. A
parallel problem with a raulti-set show existed in The Digny earlier in the season.
Wells described its little scenic groupings as “vignettpet sets,” Such a term would
appear to have been equally appropriate for the sets of Teat@aleoto.

At the Reoital Hall, the actors took their places in darknsesse no curtain was
used, ?fc.s. Baskin revealed that in “certain parts of tlag e action took place
from and among the audience.” The effect upon the audiensétia stripping away
of the accustomed sense of fictitiousness.” In other word®atly heightened sense
of actuality permeated the events of the play. An example tivasscene in which
the wounded Don Julian was carried in. Mrs. Baskin repored tthere is a very
shuddering ini Qh

presslon of being in the room with actual tragefyAs Freud has since remarked,
“We weren't sure whether we were establishing any aestdéttance 8° Apparently
the physical closeness of the audience, their virtual pteesd within the acting areas
of the play, made the happenings of the play seem a part optiwators. own imme-
diate world. The boundary between art and reality was almeststepped. Baskin’'s
statement that parts of the play took place “among the aadjemay indicate that
perhaps a form of horseshoe staging was employed at theaReill, and by further
inference at the Playbox.

The Acting

'The great Qaleoto was a definite challenge to the Playbofopaers. While it has
been called a “tragedy in the grand styl& its plot and dialogue could easily have
trapped the actors into an overblown and florid style of pigyiln an intiiaate theatre
the effect upon the audience might then have been comidar#dian dramatic. long
soliloquies and innumerable asides in the play were refieggmlder style of writing
which required careful handling, Freud guided his actor$ past most of these traps,
“All of the players sensed the possibilities of the play fazlodrama,” Inglis reported/’
and kept it well out of that category.” He urged, howevert thauch of the soliloquiz-

83Hje Star-News Critic, Pasadena Star-Ne-ws, April 16, 1926.

84Star-Hews Critic, loc. cit.

85|nterview with Ralph Freud, April 8, 196l.

86Jose Echegeray, The Great Qaleoto [Introduction by EltraReHunt 3. p. XIT
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ing might be cut®’ The absence of any adverse comment on the delivery of thesasid
suggests that these were acceptably unobtrusive or wettteedmAt times lines were
delivered too rapidly2® probably in an attempt to maintain tempo in the long speeches
scattered throughoutthe play. In general the actors us#@imt in their vocal delivery.

As Mrs. Baskin noted:

Another general tendency is to keep the voices at conversdtpitch.
Nothing would be more out of taste than any tendency toxranting®®

The Actors.—This play, like its predecessor, required a small castastors in
all. In the leading role of Ernest was Mervin Williams, whas#-completelymatured
romantic acting style Inglis had previously described.dstrwas the last of Williams’
four roles at the studio theatre. Of the performance by tlemtyryearold actor, Inglis
wrote:

He evidenced in the part an unsuspected maturity, the Iraddérthing
which has hitherto been lacking in his performances. Hedstmd last
night as an actor of unusual artistry ending those gropirfigs ander-
standing which have persisted with him throughout his presiparts.
Last night, it was patent that he knew, intuitively apprésia those sub-
tle shades of discrimination in thought and character wttiehauthor so
essentially requireé

Mrs. Baskin was not as impressed as her colleague by MerviliaWg’' acting in
this play. Her comment on his performance as seen at thedReitl was the cryptic
remark:

Ernest is a new opportunity for the youthful talent of Mer\ifilliams 2!

Of the others, Helen Jerome Eddy appears to have been alitgjas the maligned
wife, Teodora, creating a “tragic and pathetic figure.” Baskoted especially her
“beautiful plastic poses” suggesting that the actress’ &kperience “would seem to
have developed an especial sense of the value of posturexanessive restraint of
pantomine 2

Making his first Playbox appearance in the role of Don Julias \Edgar Lear.
Inglis commented approvingly on the nineteenth centurymeawhich Lear displayed
in his acting:

Edgar Lear, with that rare gift of voice and gesture is anrastwlly un-
common to American types. He retains those reminders ofltheahool
that made acting truly great in Englaftl.

87Alexander Inglis, Pasadena Star-News, April 9. 1924.
88| bid.

89The Star-News Critic, loc. cit.

Dinglis, loc. cit.

91The Star-News Critic, loc. cit.

92|pid.

%Inglis, loc. cit.
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Lear was actually a Los Angeles psychiatrist and neuralpgisose real name was
Dr, Cecil Reynolds, A close friend of Charles Chaplin andeotiheatre and film lumi-
naries, the doctor had a tremendous desire to be an actatilbalusg to his medical
practice?* He appeared in two productions at the Playbox and five at taghBlise
between 1924 and 1927.

Publicity on Central Staging at Playbox

After The Great Oaleoto had finished its Recital Hall run oniAp7, a LOB Angeles
columnist wrote an article describing the central stagaufphique at the studio theatre.
Prompted by the need to write a piece connected with Shakespédirthday. Harry
Carr of the Los Angeles Times provided a most explicit dggion of theatre-inthe-
round style at the Playbox. He pointed out its connectiom ilie Shakespearean
theatre in which “part of the audience sat on the stage.” Hgssdption follows;

This interesting theatrical experiment in the Playbox Treeln Pasadena
very strongly hints to us what acting must have been like iakBbpeare’s
time,

TOUCHING THE AUDIENCE

The Playbox isn’'t the Community Theatre as many people thitikis
literally a theatre in a parlor. The audience sits in theniyroom of what
used to be an ordinary bungalow; and the actors perform thegtlarms
length from the audience. Right in the middle of the same room

This brings back something of the condition of Shakespsdirae when
part of the audience sat on on the stage.

CAN'T YELL

It brings into being an entirely new stage technique, algfoas | say it is
probably the oldest technique in the world.

Acting of the modern stage is built like a painting in a franidat is to
say, designed to be seen entirely (and heard) from one sdewgle. This
Playbox technique is more like sculpture. It is directed rataadience
entirely surrounding the acto?8 [underlining not in original.]

Carr’s statements about the Playbox would suggest that be ki at least sev-
eral centrally staged plays at Brown’s Intimate theatrénaaigh the columnist did not
specify which ones he had seen. By this date, April 21, 19@éitéen productions
had already been given at the Playbox. The available evedenald seem to rule out
central staging for twelve of them. Of the remaining two,réhis positive evidence
for central staging of “Desire,” given in the first seasone®tant evidence concern-
ing The Two Virtues has neither confirmed nor contraindid@t¢heatre-in-the round
presentation.

%|nterview with Ralph Freud, May 10, 1961.
95Harry Carr, “The Lancer,” Los Angeles Times, April 21, 1928B |1, p. 34.1
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At the time Carr prepared his column he could not have seergfibre, more than
two Playbox productions in the central staging form. He mayehseen rehearsals,
however, of the production scheduled to open at the Playbi@waveeks later. A
contemporary description of the performance of that pldye Dragon, has revealed
the use of central staging.

Production # 15. The Dragon May 3-8, 1926

3?or The Dragon, the very next production following Carr&scription, Freud em-
ployed central staging. The evidence for this will be disexsbelow.

The play by Lady Gregory had been produced by Brown at theédysity of South-
ern California in the preceding summer. Dubbed a “fantastimedy,” it was essen-
tially a burlesque of Irish legends and fairy tales. Anci€sttic prophesies and deeds
of daring were reduced to the level of absurdity by placirenttin a very trivial atmo-
sphere.

The Story

The comedy takes place In the castle of a very petty duffer kihg whose main
adventures occur at the dinner table. Regrettably his neee@uules over his diet
with a firmly held scepter. Pate soon strikes at the court vetmenld astrologer predicts
that the King's daughter, the flighty seventeen-year-olddess, will be devoured by
a Green Dragon within a year. To prevent this frightful pexsthe Queen urges that
they speedily marry off the Princess so that she will have sband to defend her.
Various unlikely candidates appear, a Cook being most hifgored by the King.
Finally the Dragon arrives, but turns out to be a reformedittne who is revolted at
the idea of eating people. He prefers coconuts.

The Staging

In his review of The Dragon H. L. Stechhan seems to have gldadcribed the central-
staging form. He wrote of the play that it was:

. . . performed in the intimate confines of a studio, with peagitting
all around the four walls and the action unfolding In the eent . %
[Underlining not in original.]

Roger Stanton, who played the role of the King's counsellemembered that the
action took place both in the West Room and the Central Robnecall having come
from the west into the Central Room, where most of the audiemere seated,” he
stated?”

96H. 0. Stecchan, “Little Theatre Doings Here and ElsewheZalifornia Graphic, May, 1926, p. 9. fPCP
7,P. 78]
9Interview with Roger Stanton, August 15, 1961.



PRODUCTION # 15. THE DRAGON MAY 3-8, 1926 171

A third piece of evidence concerning the staging was a cofiyeo$cript used in the
Fairoaks Playbox production which contained a diagram dfqfdhe set and notations
for positions and movements of the charactérs.

From this script some details concerning the setting andtdnging plan were ob-
tained.

The Setting—For the First Act Freud had placed a small table in the WesinR
very close to the arch and slightly south of the center of fhening (Fig. 51). He put
three chairs at the table, one at each end, north and soutlgrenwest of the table.
(That is, above the table when viewed from the Central Room.)

In the Central Room there were a thr8hand a sof#° according to the pencilled
notations in the script, The exact positions for these coulg be guessed,

Positions and Movement-The actors entered the scene through the rear corridor
door into the West Room, and from the front hall door into tlent€al Room. These
entranceways were designated respectively in the scripgiasr little room R” or “R,”
using the old system of designating doors, and “big room Rh& rear exterior door
in the West Room may also have been used, but there was neegldance for this.

In the opening scene of Act One most of the action took placarat the table in
the West Room, at which the King had surreptitiously attexdpd consume delicacies.
A diagram (Fig. 52) showed the positions of the charactetiseatoment in the first
act when the Princess was pleading .with the King not to sendivay to be married.
The King sat in a chair north of the table. The Princess knditeafeet of the King. The
Queen stood close beside the King, while the counsellot,@al, was at the northern
edge of the archway. On the opposite side (at the south), tingeNstood watching the
Princess make her plea.

Just after this moment the focus of attention swung into teet@l Room, as the
Gatekeeper entered through the hall door announcing, €Tisesompany at the door.
. . . Servants and a company of women and one that would seeenad’hince.” The
Princess quickly left the group to prepare herself for thit véxiting through the door
in the West Roon% Soon the timid Prince of the Marshes and his two aunts came
into the Central Room?%? Moving toward the throne in the Central Room, the Queen
invited the aunts to be seated.

At the beginning of Act Two, the Murse and the Princess watmgion the sofa in
the Central Room?% The Nurse tried to comfort the girl who had become despondent
over the prophesy that a Dragon would eat her. Determinikgép up her courage the
Princess left the room.

98This copy contained the signature of Theresa A. Maloy intfigefront cover. Miss Haloy had played
the role of the Queen in Gilmor Brown’s production of The Dyagt the University of Southern California.
She had apparently returned her copy of the play to Brown waker Imade it available for the Playbox
production.

99Playbox production script. The Dragon, p. 32: “Queen godbrane,”

100ypid., p. 51. “Act Two, Scene: The same. Princess and Nurbdve the published words “Princess
and Nurse” is the word “sofa,” written in pencil.

104pid., p. 31.

102pid., p. 32.

103pid., p. 51.
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Figure 6.14: Diagram in Playbox production script of The gma, p. 30. The table is
placed near the archway of the West Room.

Entering through the door into the West Roé the Dall Glic played the next
brief scene with the Murse. .Bits was followed by the entean€t the Queen, also
through the door of the Vest Roott?

The production script provided no further directorial rotErom the above scanty
bite of information, it may be seen that the play was stagel@pth, with actors moving
back and forth through the West and Central Rooms. In the Resm the furniture
of the set was placed close enough to the arclway so as tofpeudience seating to
the rear. All the information on the staging appears coaststith the presence of the
audience along four walls of the Playbox studio.

Critical Evaluation of the Staging.—H. 0. Stechhan was frankly critical of both
the intimacy of the Playbox and the central staging techegqfar as the production
of The Dragon was concerned. “One needs perspective astitito lull him off to
dragon-land” he pointed out, conditions which did not exst felt, when the spec-
tator could see other members of the audience surroundingdfors. He stated hie
complaint in this manner;

When performed in the intimate confines of a studio with pegitting
all around the four walls and the action unfolding in the egrthere is no
chance to forget yourself and realize you are watching a \ghinH®

The noises from the street didn’t help either, especiaky“grounding of the big P.E.
cars [street cars] as they thunder by Just outsitfeOf the costumes and other visual
effects, Stechhan spoke favorably:

.Hie production was quite elaborate and prettily costuriadeast it filled
the eye of him who found it a bit hard to follow the ré&t.

The Acting

Alexander Inglie considered the performance of this Irishtdsy amusing and well
controlled. “The play ie like an old fashioned fairy tale £ kvrote, “that has been

104pid., p. 53.

1091bid., p. 54s “R small room.
106stechhan, pp, cit.. p. 9.
107|bid.

108pid., p. 17.
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humanized with the foibles and weaknesses of folk€? The critic described the
performance as dominated by the comic element.

So cleverly is the comic element handled by the playera thahier be-
comes a farce at all, but is truly a 'fantastic comedy.” Bre#fects that
could become ludicrous only become exaggerated cometlyd@ticious
comedy smacking of the grotesque and of caricature, butyalwéthin
the limits of genuine comedy?

Ralph Freud played the King in a manner reminiscent of Oldgk@ole, merry “in
his own lugubrious way.” Belle Mitchell, a professional@sa, created in the Queen
a “stern, hard hearted variety of woman whose best visions bBeer practical aims.”
Lurene Tuttle, as the seventeen year old Princess, wasdiegdo Inglie, the center
of the play, giving a brilliant performance:

The wayward fancies of maidenhood and youth, the suddendmmlgs,
and the sudden despairs, the ready tears, and the equallyleemhter of
a young woman who is yet a child were offered with a rare andiisxke
artistry!*!

Stechhan, who had spoken adversely of the central stagswgdal not favor the
style of the actors in this production. He called The Dragon

, . . one of thQBe highly fanciful things emerging from thekfdbre
period, that listen 'well. as fairy tales, but are hardlyeimied for present
day American audiencé$?

Stechhan conceded that it was possible that a performartbe @llay by the Abbey
Theatre might make it a bit more palatable entertainmerg.Ataybox actors, however,
didn1! have the right Irish spirit to put the play over for

When attempted by Southern Califomians who haven’t thekigim the
eye, the gift for foolin’ characteristic of the soul of Erizmd a bit of blar-
ney in their voices, it becomes rather sad and soggy'fare.

The Second Season Concludes

With the end of the run of The Dragon on May 8, 1926 the secomdae of the
Playbox concluded. While the season had been well recethede was a serious
doubt in Brown’s mind as to the feasibility of continuing teeterprise. The reason
lay in the conflicts which had cropped up during the year betwtde demands of the
Playhouse and the operation of the studio theatre. Lateyésa Brown explained the
problem in these words:

10%At the Playbox” anonymous review of The Dragon, Style of Aglia. Pasadena Star Heg, circa May
4,1976, [PB 1, p. 34]

110pid.

1Ypid.

112stechhan, loc. pit.

113 pjd.
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In June at the end of a very strenuous season it seemed irblgassopen
the Playbox again this year; not that there was any lack giomese from
the public, but because the directors felt themselves ertaldeep up the
necessary artistic level of performance and carry on theirerous duties
at the Community Playhouse at the same time. The Playhouseahu
necessity come firstthat is as it Bhould 8.

Freud had relieved the burden by taking over the last thredymtions of the season,
but there was no assurance that he vould be on hand for thingn@ar. On May 15
the Board of Directors of the Playhouse had taken up the quest engaging Freud
as an Assistant Director. The Board voted to approve anyitecimade by Brown on
the mattet® Apparently the question still was not Bettled in June. Nossuiptions
had yet been solicited for the next season.

Complicating the problem of making plans for the Playbox aadisp to Europe to
which Brown had been looking forward. He -was to leave Pasadéthe end of July,
accompanied by Wells. Freud was married in July, 'which mayehhad some bearing
on his plans for the coming season. In any event, he took égnassnt to be Assistant
Director at the Playhouse during the weeks of Brown’s abséméugust, September,
and October. At some point an agreement was also reachedad-haud become an
Associate Director for the 1926-27 season, a promotion lvioast have included the
appeal of a salary increase. The availability of Freud tadigipate in the direction of
Playhouse productions meant that the Mainstage burderdvieadufficiently lightened
for Brown to continue the Playbox. He indicated this when hete:

Now with the valuable addition of Mr. Freud to the Playhousdfsit be-
comes possible to once more4reopen this unusual experimerimate
drama!’®

Brown had made the decision to go ahead with a new season attsombefore he
reached New York on his way to Europe in August. Stopping ithatoffice of The
Billboard, the prominent theatrical trade periodical. Brorevealed his plans for the
Playbox. The Billboard announced that “The Playbox thatriesting venture of the
intimate theatre type will continue, though only four playidl be given this seasoh-’

During September or October, while Brown was touring theattess of Europe,
a prospectus for the season was sent out to past Playboxritgscpromising five
rather than four plays,

114The Playbox Re-opens,” printed prospectus for the Playd®ason of 1926-27. [PB I, p. 38.3

115Minutes of the meetings of the Governing Board, Pasadenan@oity Playhouse Association, May
15, V)4’

116The Playbox Re-opens,” loc. oil.

117The Billboard, August 21, 1926, p. 39. [POP 7, P. 174.3
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Chapter 7

THE THIRD SEASON

The Third Season Opens

The first production of the 1926-27 season was a little knowrr&an play scheduled
to open November 15. Since it was to be directed by Wells, ®ittwn as overseer,
it was imperative that the team arrive back in Pasadena wurfig in advance of the
opening date. Always fond of surprising people. Brown hattoldl anyone at the
Playhouse the exact date for his return from Europe*

On the night of October 18, Freud was busy in the Playhousetitig his produc-
tion of The Fanner’s Wife, Dissatisfied with the work of theas, Freud chastised
his oast saying, “If Gilmor Brown were here to see this rebalahe*d take the next
train back to New York.” Suddenly a voice rang out from thekeaed balcony of the
theatre, “Oo on with the second act.” As the Star-News regbttte event, “Gilmor
Brown was back in the Community Playhouse without so naidklisg a soul that he
was there !

In Germany Brown had come across the play which was to opethitteseason
He set Wells to work on it immediately after their return te®aena. It had the curious
title of “Rie Trackwalker’s Child.”

Production # 16. “The Trackwalker’s Child”
November 15-20, 1926

'She first play of the new season, “The Trackwalker’s Childsthe work of a German
writer, Alice Stein, Inglis called it a well-constructedege, moving steadily toward a
strong climax, but marred by defective motivations. Thisattebuted to the didactic
aims of the playwright,

lpasadena Star-News, October 19, 1926. [POP 7, p. 195.3
2[Alexander Inglis] “At the Playbox,” Pasadena StarNewscaiNovember 16, 1926. [PB |, p. 39.3
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The Story

The plot as described by Inglis was as follows:

In atrackwalker’s hut on a railroad in Southern Germany, lBvaad Mari-
aia live a life of dull routine. In their peasant way, they aappy. Into
this environment comes Carl, a wandering minstrel and Eljesddanc-
ing circus girl, who have been thrown together by their lifetbe road.
The violinist, weak with fever and hunger, dies in the traakker’s hut,
leaving the childish Friedel to the care of the railroad t&* 1k

Into the picture enters another man, named Dewitz, who makeso the girl. In spite
of this distraction, Priedel and the trackwalker, Ewald;dmae drawn closely to each
other:

Presently the dull peasant is neglecting hia duties on Huoi tfured by the
child!shness and the quaint experiences of the circustfjirhest Kartha is
shortly being surrounded by deceit and the exposing of #tetty that has
happened in her life makes a pathetic story. The close oflthetpuches
a note of heroic self-sacrifice. ,* ,

This final action, the critic observed, saved the play fromifiy wholly depressing.”

The Staging

The only available evidence concerning the staging hasWedls’ report that he used
the rear door of the West Room for the major entrance intordekwvalker’s hut. An
unexpected incident occurred in connection with this pecaaf extending the action
of the play to the exterior of the building. The story beamsormting since it reveals
one hazard of placing a flexible theatre in a private home.

For Wells’ entrance in the role of the dying mustclan, it wasessary for him
to be carried up the back steps of the flood-lighted rear poriththe West Room.
As Ewald, Lloyd No larP, then beginning his acting with the Pasadena group, had to
support the drooping Wells, as they came into the view of thdiemce. One night
of performanoe the pair on the back porch attracted thetaiteof a stout lady who
was walking down the street with a load of laundry under her.aA kindhearfced
member of the neighboring Hegro consnunity, she was uni@amilith the Playbox.
She ruahed up to be of assistance, thinking that Wells was @alcaholic stupor. “The
poor man!” she exclaimed as she threw her laundry down ondhehpand grabbed
Wells by his other arm. In clear sight of the audience the tetora were forced to make
their entrance into the studio accompanied by this new mewittbe cast. When the
woman suddenly caught sight of the assembled audiencerisd®at “Lordi” dropped
her hold of Wells, and made an abrupt retreat to the porchieR@tg her laundry, she
disappeared into the night, leaving the astonished audigniaiterpret the meaning of
the scene they had 4ust witnessed in the trackwalker’s hut,

34id.

4Ibid.

5In an interview on June 15, I$6l, Maurice Wells recalled tihatas Lloyd Molan who played this part
rather than Joseph Bell. Bell's name was listed on the prognad mentioned in IngliB. review.
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Production # 17. Anthony and Anna
December 6-11, 1926

In spite of the availability of an additional director on tRayhouse staff, the practice
of directing two plays at the same time continued for the Btayproducers. Relief
came only from the fact that at least three people were nowani to divide up the
labor formerly done by two directors. The situation in regge Anthony and Anna
was typical enough. Immediately prior to its opening Browasvdirecting a play for
the California Institute of Technology where he was the hefadkama activities on a
part-time basis, His production of Aristophanes Plutusepkthere on November 30.
At the same time Wells and Freud were assisting Brown in phegdhe Playhouse
production of Amber, scheduled to begin its run on December 2

At the Playbox all three acted important roles in Anthony @mha, which they
rehearsed simultaneously with the other productions, Tihgh®x show opened on
December 6, Wells had the ma4or share in the direction offhglish comedy, and
also took the male leadBrown appeared in a number of scenes and was thus on hand
to offer directorial guidance during a portion of the refsahperiod prior to the dress
rehearsals*

The Story

Anthony and Anna was a drawing-room comedy written by StnJétvine, a play-
wright whose works Brown especially liked. In Anthony andn@n Ervine took a
cynically aroused glance at relationships between impsived English nobility and
newly-rich entrepreneurs during the years following thet fivorld war.

Into the Inn of St. Peter’s Finger, a traditional Englishtetry which has seen bet-
ter days, the playwright brings his characters. The placsvised “by a champion of
the old order, Oeorge, a philosophic Cockney who acts as Wwaddr, desk clerk and
'bell hop. To the Inn come Jacob Perm, a self-made, dyspé&ptierican millionaire,
and hie beautiful, over-indulged daughter, Anna. A stuffitish novelist named Dun-
wody has followed them there in pursuit of Anna’s affectiolmsspite of Dunwoody’s
interest, Anna soon falls in love with Anthony Fair, a yourgparclass Englishman
who has been earning his living as a professional house .glreshe homes of the
wealthy, “Tony” has been paid to exude charra, Anna ie eagiehim to marry her,
but he refuses to do so unless they receive a large monetteyrsent from her father.
Tony insists that he will not be forced to work at a regular. jpts. Penn cannot coun-
tenance idleness in a son-in-law, but is finally convincedhwya that a reform of the
Englishman is imminent. She whispers to her father that omaeied, she will see to
it that her husband goes to work,

To parallel Tony Pair’s situation, the playwright introsisdady Cynthia Speedwell.
In straitened circumstances this aristocratic woman igequilling to become the wife
of the brash, lower-class war profiteer, James Jago, whésataction is hie wealth.

6Dorothy Reeves, Pasadena Sun, December 1, 1926. [POP #.B. 23
"Program of Amber, Pasadena Consnunity Playhouse, Decemb@®26.
8Interview with Maurice Wells, May 20, 1959*
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He, in turn, is delighted to pay for the prestige that comet wady Cynthia’s title.
Thus Ervine probes into the fallibility
of both the buyers and the sellers of aristocratic prestige

The Staging

Por Anthony and Anna Veils employed turnabout staging. mmthe first act the
audience was seated in the Central Room, facing toward the wthe conclusion of
the act they were asked to turn their chairs around. Theylfameard the east for the
remainder of the play.

The comedy required two sets: the dining room of the inn usédtt One, and the
sitting room used in Act Two and Three.

In the dining room set, which was situated in the West Roonils \@aced three
tables for the guests, two in a downstage position at rigttlaft near the arch, and
one upstage center, close to the fireplace. The naturalrésatd the room fitted the
playwright's concept of the action surprisingly well. Bmelhad Indicated an entrance
into the room from the outside of the inn; the rear door sewelifor this purpose. Ifit
remained a Dutch door (as Roger Stanton remembered it in i) it could also
have been used for the window in Act One. Wien the play opefext] the assistant
waiter, was staring out into the street, looking for prospeccustomers. He could
have done this through the open upper-half of the Dutch door,

Furthermore the lower portion of the door was perfect foritheonventional first
entrance to Anna, who was directed to “appear at the openawmifidshe warned,
“Look out, I'm aoaAng through this way.” Then according toviere’s stage directions,
she threw her legs over the window Bill (for which the lowelfled the Dutch door
could have been used), lost her balance, and stumbled iat@tai. Fortunately she
was caught by Tony Palr.

She door in the south wall, which led out to the rear corridathe Playbox was
well located for the exit to the kitchen and to the wash roorthefinn. When Ralph
Freud entered the scene as deorge, carrying his platteosstf beef, he undoubtedly
came from the Brown family kitchen, which was directly acrtise hall from the West
Room. Since the guests. rooms were supposed to be upstéiks i, the staircase
of the West Room was conveniently located for the actionhénfirst act, Anna went
up the stairs to get her father, and returned with him to hameH in the dining room.

When the audience had performed their “turnabout” durirggithlermision, they
were now looking at the sitting room of the iAh.Before them was a wall of black
drapery extending across the East AlcdVeéAt the south end, a break in the drapery
permitted a visible entrance from the front porch of the diniy !> The fireplace at
the northeast end of the Central Room was Included in theNsdr it was a sofa or

9St. John Ervine, Anthony and Anna, p, 18.

10nterview with Ralph Freud, April 15, 1961.

11The Star-News Critic, Pasadena Star-News, October 54 hafis review of the Playhouse mainstage
production of Anthony and Anna, Mrs. Baskin stated that yvexuch the same simple method of effective
black drapes la employed as that used originally at the Blaybrhe black drapery had been used many
times at the east end of the Playbox and undoubtedly had beegdpthere for the sitting room set.

12playbox production script, Anthony and Anna, p. 53. Welletera notation for Jago to enter from
“outer door.” From the context of the scene, this would haserbthe door into the East Alcove.
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bench!'® Two chairs were also used, one up center against the dfdmergt another
downstage left, by the hall door of the Central Robn(Fig. 53.)

Special Effect

A special effect revealing a touch of Belasco naturalismuoed in the Second Act
of Anthony and Anna, The act began with Tony standing by a aivydnost logically
the one in the north wall, downstage of the fireplace. “Raim,rgo to Spain,” he ex-
claimed as he watched the water trickle down the window.debstitside the building,
a production assistant with a garden hose In hand was sprasdter on the window
pane. Ihls rain effect continued for aome tiffe.

The Acting

'Bie single review found by the Investigator was one by Aledar Inglis!’ He con-
sidered the performance “so brilliant that it ie only reasule to hope that the wider
public which supports the Playhouse will be given an opputyuo see this play.” The
critic bestowed his greatest praise upon the acting of Rafplid who performed the
role of the comically philosophical innkeeper, George.

Ralph Freud predominates. His art is traced in doing litiladgs well.

. Character acting of the highest kind emphasized his padace, which
was not only sympathetic and truly realistic, but was endibwith a com-
prehensive regard for those qualities and traits which titoites genuine
personallties*®

Wells was considered as admirable in the role of Anthony, Baing “very suited
to those parts where he walks in a hih comedy pldfdfelen Jerome Eddy played
the frank, outgoing American girl, while Gilmor Brown wasrhedulgent millionaire
father. Both received favorable reactions from the reviewsglis did not fail to men-
tion once again that Marfhe Allan, who played Lady Cynthig&gpwell, had “made
tremendous strides in technic and acting” since her firssdeiyh the local players
eleven months before.

Bbid.i p. 43. Dunwody sat down beside Anna. The investighias assumed therefore that a sofa or
bench was used.

14bid.., p. 48. cells’ note: “Anna sit chair C.”

LIpid., p. 47. Fair “X to chair by Door.”

18Interview with Ralph Freud, loo, cit.

17At the Playbox,” Pasadena Star-News, December 7, 1926),[BB40.] No byline was given, but the
style and familiarity with British life point clearly to theork of Alexander Inglis.

18bid.

bidt
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Production # 18. “Noah’s Deluge”
December 20-25, 1926

Reviving the late evening performances of a special Chastweek production. Brown
presented “Hoah’s Deluge” from the Chester cycle as hisrioffefor the Christmas

season. He had previously directed the play for a play pri@huclass he had taught
in the 1926 sunaner session at the University of SoutherifoBaik,*°

The Story

The plot of this short work followed in general the traditédibiblical outline*

God commands Koah to proceed with the building of his arkladaw his
intention to punish the sins of men by sending '?10 flood. Ndalving
finished the construction of the ark, informs his wife of tlaetf urging
her to embark. Darae Noah prefers the company of her gogsipamies
to the comforts of the ark, and proves a shrewish wife. Howeslee is
compelled to enter prior to the coming of the rains. LaterrtHeasing of
the raven and then th dove shows that the storms have abatddaain
and his family disembark, receiving the blessing of God Fairt future
prosperity?!

The Staging

According to Ralph Freud, who performed in the play, “Noab&luge” was given
horseshoe staging. The Ark was placed at one end of the studile the audience sat
around three sides of the acting area, which extended ot 6f the Ark?2

The action at the beginning of the play called for God to appeasome high
place, or in the clouds” while Moah and his family stood odeésihe Ark, A member of
the audience recalled the delightful effect of God standibgve the Ark holding out
a sprinkling carf® In order for the Deity to be sufficiently elevated the actaayjihg
the role had to stand on a high level within the Central Rod®ie(lower ceilings of
the West Room and East Alcove would have precluded suchtelavyaMoal4s family
must then have been standing in the middle of the Central Roothe midst of the
audience, facing “Ood.”

As the play progressed the family went through the motiormafpleting the Ark
and bringing the numerous animals into the boat. Brown mase tad them carry
“parchment figures” depicting each animal, as he had donésimrtiversity produc-
tion.2*

20pasadena Morning Sun, July 28, 1926. [PCP 6, p. 141.]

21“At the Playbox, Pasadena Star-Sews., December 22, 19B6X(B. 42J

22interview with Ralph Freud, April 13, 1961.

23Interview with Ruth Burdiok, March 29, 1962.

2%When performed at the Vnlversity of Southern California Basadena Star-News of July 28, 1926
reported that the animals were represented by parchmengdigarried into the Ark by the family of Noah.”
[POP 7ip. 141]
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When Noah's wife refused to board the Ark without talcingraja full comple-
ment of her “gossips,” she separated herself from the resgteofamily. She and her
crony then quaffed hearty draughts from a “pottle of Malnisgyalf-gallon of sweet
wine. This scene must have been staged in the middle of theaC&oom, Her bibu-
lous activity was, of course, terminated by two of her sone ¥idrcibly carried her
into the boat.

Direct Address to Audiencet The Itown Crier.—An addition to the play which was
purely an invention of Brown was the presence of a town cfibe Star-Newg review
reported that “Gilmor Brown, as the town crier, urging thézeins to good behavior,
was a delight?> Presumably the crier appeared before the play began, acedifs
subject matter, and then exhorted respectful attention the townspeople who were
to see the pageant of “Noah’s Deluge.” Since the oast Indumbeactors performing
the role of the citizens. Brown was actually addressing tag®x audience. The
arena nature of his theatre made it easy to employ this didgitess to the spectators.
This was one of the few instances on record in which the agdieras thus brought
directly into the action of a play.

The Actors

In the role of Moah, Brown cast Curtis Arnall who had mainlyrfoemed bit parts
at the Playhouse, but was being given a growing opportunitthé studio theatre*
Wells and Freud appeared as Noah’s sons. Shorn and Ham, AstJaprome Co ray
made his sole Fairoaks Playbox appearance, He was to beeyn@uch a Playhouse
product, performing in seventeen Mainstage productiomsidihe 192627 season. In
later years he figured prominently in the Federal Theatreds Angeles and in the
national offices of the U.S.0, during World War Il and afteheTbeloved Mrs, A. H.
Palmer portrayed Moah's Wife in this her second and lastRiayappearance. She
died the following year, Freud’s wife, Mayfair Freud, plalyene of the wives (not his)
in the play, while his brother-in-law, Edward Murphey, had tionor of being “God.”
Murphey, a professionally trained singer, had been prontiire Playhouse musical
productions. Gilmor Brown, as has been noted, played the twigr, a characterization
which Inglis described as “a little cameo of genius,” LenBlanewise and Helenita
Lleberg played wives of Noah'’s sons, while Marine Allan hlad tole of a Gossip.

Of the cast of ten, seven were also performing in The Goos@slatidh at the
Playhouse. During the run of “Noah'’s Deluge” they would fintheir labors on the
Mainstage at about eleven P.M., and drive directly over éoRlaybox to put on their
medieval coBtumes and makeup. Each night a small portidmedftainstage audience
who were also Playbox subscribers followed the actors ifgripiage to the studio
theatre.

At 11:30 P.M. the Playbox performance began. The Christneafopnances in
the studio theatre usually ended with festive singing oblsain which the audience
joined the actord® This custom of the special “midnight11 Christinas perfonces
was carried into the Herkimer Playbox when it was estabtishel930 and remained

25pasadena Star-News4 loc. cit.
26Interview with Fairfax P. Walkup, August 14, 1962.



184 RAW SCAN — NOT YET PROOF READ

a tradition of Brown'’s intimate theatre until 1936.

Production # 19. Rosmersholm
January 17-22, 1927

Rehearsals for Rosmersholm. the first Ibsen productiored®thybox, were in progress
after the holiday season. In ten years of producing at thghBlase only

three plays by toe great Horwegian writer had been perforibsdn’s works, then
as now, were not a strong attraction for an average Ameriodieace. Brown was
ultimately to present many of the playwright’s works thrbogt the years, but in 1927
he was Btill in the process of introducing Ibsen to Paaadeth&atregoera. This was
part of his program to develop his audienc e, an educatiomeadeglure in which he
fervently believed, and of which the Playbox was a most irtgotrfacet.

The Staging

Both Maurice Wells and Lenore Shanewise, the principalraitboRosmersholm, have
stated that the acting area was at the east end of the Ceowai R’?® Wells remem-
bered that the audience was seated along the north wall stiudé but did not recall
whether they were seated in any other section. That some afutiience were exceed-
ingly a lose to the actors t4ells recalled most vividly, fooae performance he had to
bear up under the gaze of three celebrated theatrical pitsemwho were visiting the
Playbox; they were Morris Gest, Charles Chaplin and Max Raidt. They were ap-
parently seated in the front row a matter of some inches frenattor. Wells remarked
that it was difficult maintaining hie concentration with sudistinguished Bpectators
placed so near hirf?.

The play was listed on the program as taking place In “tharjttoora at Ros-
merBholm.!t The focal area of the set, as Veils rememberéudtuded a table, a desk
and a chair, forming a “study.” These were situated in thénitic of the hall door in
the Central Room.

Inglis found Rosmershplm well suited to staging in the PtaybOnce again he
observed the particular adaptability of plays .with a daiesetting to this theatre in
a living room. He reaffirmed the heightened effect of “rgditcaused by the intimate
production technique:

With an uncanny art, Pasadena Community Players have ealttug mo-
tiveB, moods and intentions of this unusual play and in tleyBbx this
week are presenting the work with a strangely vivid realityis pecu-
liarly suitable for Playbox production. For in this amazisgjf-scrutiny
to which Rosmer and Rebecca subject themselves, there sedrmadog;j

27|nterview with Maurice Wells, June 7, 1961.

28Interview with Lenore Shanewise, December 17, 1961.

29ells, loc. cit. Two noted European dramatists were alsdéngroup; Karl Vollmoeller, who created
the scenario for The Miracle, and Rudolph Kommer. They hbldesn dinner gue sts of Marine Allan at the
Huntington Hotel prior to the performance, according toRasadena StarNews, January 25, 1927.
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c al rea sons why the analysis should be done within the canfiha
home, unseen4 unknown to the outside world4The effect iamcdd by
the hint that the observer is being permitted to look in ugismtragedy of
experience by the transparent curtain which divides thggptafrom the
onlookers. [Underlining not in originaP§

The "transparent curtain” to which the critic referred wastaphorical, not ac-
tual3!

The Acting

As Rebecca West, Lenore Shanewlse played with

skill; “the unfolding of her true nature comes as a revelaia,tunexpected, un-
believably subtle®? This was the

rnador performance of the actress-director at the FairB&ggox. She apparently
was able to adapt her acting to the conditions of the Playalbixpugh, as Wells has
recalled, she did not at that time particularly like the erie intimacy of the studio
theatre.

The cast was well supplied with actor-directors, since Brgeined his associate
directors Wells and Shanewise in the performance. Browirggd Ulric Brendel,
a grandiloquent ex-tutor exuding a seedy dignity, the rade welated in style to the
barnstorming actor in Schoenthan’s A Night Out, a part whsecbwn virtually made
his trade-mark, acting it over and over again with great sssdor almost forty years.
The impression he made as Brendel in the Ibsen drama waseslyarot as strong,
although the reviewer spoke quite favorably of his work:

Gilmor Brown found rare scope for his romantic traits in tieéem-do-well
[sic] Brendel, preaenting a picturesque and interestindyst®

Reinhardt’'s Reaction to the Playbox—The reaction of Max Reinhardt to the Play-
box production is of interest since Reinhardt had been attetbncentury pioneer in
the pursuit of “intimacy*” In addition, the reglsseur’s la knowledge of continental
theatres lent especial significance to his view of the Plaigyelationship to the Euro-
pean scene. Reinhardt and his party attended Rosroershdime ¢ast night of its run,
Saturday, January 22, 1927, As the Star-News reported duitioat

Mr. Reinhardt was quite carried away with what he saw at tlagiix,
which he likened to the studio of the Moscow Art Theatte.

Wells remembered Reinhardt*s comment that the acting iqolkrwas very much
like that of Stanislavsky’s Studi#?. A number of parallels between the Playbox and the
Moscow Art Theatre’s First Studio have already been not&hiapter I1l. Reinhardfc’s

30At the Playbox,” Pasadena Star-News, January 18, 1927.
314ells, loc. cit*

32pasadena Star-News, loc. cit.

331bid.

34pasadena Star-News4 January 25, 1927. [POP 8, p. 62.)
35|nterview with Maurice Wells, June 7, 1961.
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observation has helped to substantiate the relationshiest two “experimental the-
atres.”

Production # 20. “Amelia”
February 28March 5, 1927

In the Playbox prospectus for the 1926-27 season, Browniraaienced the possibility
of producing a group of Alice Riley’s plays. He had previgustesented a number of
her one-act dramas at the Playhouse in 1922 and 1924. Instgadsenting more
short plays by this writer, he scheduled a premiere at thgbBbaof her full-length
domestic comedy “Amelia,” As a writer Mrs, Riley had deveddisome reputation for
her children’s plays, but had attained greater prominesoena of the founders and
leaders of the Drama League of America. This position of @emée was reinforced by
her status as the wife of the President of the Chicago TitteTanst Company.

The production of Mrs. Riley’s new play was a politic move om®n’s part. She
and her husband regularly spent the winter months in Paaadad would be on hand
to view the Playbox performance. Because of her importanttesi Drama League, the
Star-News observed that “the Playbox production is likelyp&écome known to every
center of this organization in the countff.’"Brown’s interest in cultivating the good
will of Mrs. Riley proved worthwhile for the future of the Biaox. This energetic
lady was extremely helpful a few years later In working wittisBdena Drama League
women to arrange finances for the construction of the HenkPlaeybox3’

Evaluation of the Play

Mrs. Riley’'s “Amelia” certainly did not qualify as a repregative selection for the
Playbox, since It had no qualities calling for a specializediience. Other than the
“political” reasons for Its choice. It would have fitted intioe repertory of the studio
theatre under the category of adding “balance” to the seasodtid The Mollusc in the
previous season. In evaluating the script, Inglls notet‘tha craft of a practiced hand
ie discernible in '’Amelia. although some details of the pldlt not stand too close a
scrutiny**’ Aside from the implausibllity of the story, theritic noted “a fine spirit of
comedy. . . admirable characterizations and strong, diarsiftiations,” making the
play “excellent entertainment®

The principal performer in the production was Helenita leigly She played the
leading role of the forty-yearold widow, Amelia Wood. Thigalthy lady was pursued
by a French composer who loved money as much as music.

The Staging

Ho evidence concerning the staging of “Amelia” haa come dbtliexcept the state-
ment in the program that the set represented the living raioensoburban home near

36At the Playbox,” Pasadena Star-News, March 2, 1927.
37nterview with Ralph Freud, April 13, 1961.
38pasadena Star-News, loc. cit.
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Chicago, It was a single set play*

Extra Productions

With the production of “Amelia” the scheduled season of filayp had come to an end.
Because of “many requests . . . received for the maintendnte segular schedule

of seven productions’® Brown decided to present two extra plays on a separate 43*00
subscription. The announcement was made in the programméli&,” stating that the
plays would be given during the weeks of March 28 and April R6th of these were

to be well known but seldom produced plays. With a child'sel@f secrets, Brown
dropped the mystifying hint to the members that the first playld have “a surprise

for you in the player seen in the principal role.” The secotay pvould “probably be
"The Wild Duck. or Tchekov*s 'The Three Sisters.*”

Production # 21. The Ship
March 28April 2, 1927

The surprise which Brown had in store for his audience in tisedixtra play was youth-
ful Marine Allan portraying an eighty-three-year-old womaHie drama In which she
appeared was The Ship by St. John Ervine.

For this production MiBB Allan not only played an importante but also directed
the play. The honor of being guest director at the Playbox aveswhich had previ-
ously been extended only to Helen Eddy. Brown had recogmikathe Allan’s latent
ability as an actress and director, and was also aware ofdlne of her social position
in furthering his theatres.

The Background of Marthe Allan

Marthe Allan’s background included both high social staigdind a limited amount of
theatrical experience. She was the daughter of Sir MontAfjar, head of the Allan
Steamship Company of Montreal, Canada. The family had fdyntieed in England.
During a more recent period of residence in the British |diéiss Allan had acquired
a bit of theatrical background through work with the Birmtiragn Repertory Theatre
under Sir Barry Jackson and a’season in London with BasihB®a

First arriving in Pasadena for the winter season of 1928H6young woman was
immediately attracted to tee conffiiunity theatre groupr Héial acting took place at
the Playbox in The Two Virtues in December, 192?, and at thgteluse in Ma.lor
Barbara In January, 1926. By the time of the production of $hip In February, 1927,
she had already appeared in five plays on the Mainstage and five Playbox.

At that time, according to Maurice Wells, she was about yhygars of age; and
very slender in appearance:

3%“pasadena ConBBunity Playhouse News, n, yo. 18 (March 247)194.
40The Pasadena CoCTnunity Playhouse News, |, Ho.22 (July92%5)110.



188 RAW SCAN — NOT YET PROOF READ

She had a scrawny, very spare, boyish figure, and short bdiibade
hair.

Her personality was most attractive. She was very Britigh widelicious
sense of humdt

Wells considered her “really a very adroit comedientte.”

The Play

The drama which Miss Allan directed at the Playbox was onbref plays by St. John
Ervine given in Pasadena that season. In December the Rlagiagiven Ervine’s An-
thony and Anna. while in February the Mainstage had offedtE‘Lady of Belmont,
the Ship, written in 1920, was a play which the London theatrmanagers had
rejected, but which had been well accepted by little theaZeglis reported that

London managers declined the play on the plea that it wasrshdmthe
assertion that it was 'above the heads’ of average playegpediculous
statement. sixty times last year by little theatre grouphii; country and
in Great Britain. . .43

The play deals with the relationships of three generatiorteé Thurlow family:
old Mrs, Thurlow, at eighty-three wise and tolerant of olieviewpoints; her sixty-
two-year-old son, John, dynamic and domineering) and rerdgon, Jack in his early
twenties, rebellious and convinced of the correctnesssodwin viewpoints. The major
conflict of the drama arises from John’s desire to have hisosenday take over his
great shipbuilding company. The young man, who hates machand wants to live a
“natural existence” bluntly rejects his father*s dream gnis the shipyard for the life
of a farmer. Desperate to have a Thurlow heir in his compatyy &ttempts to bribe
his son’s partner to ruin the farming venture,

The play reaches its climax when John becomes ill and is entbfo on the
maiden voyage of his new ship, “The Magnificent.” This is tlessel which the ship-
builder considers his greatest achievement. Under greaspre Jack agrees to take his
father’s place in the “shakedown cruise.” When “The Magsifit” in the manner of
the “Titanic,” crashes into an iceberg and sinks, young Tdwinsists on going down
with it. He feels that this is what his father would wish,

The news of hi8 son’s death BO unnerves John that he pregasi®ot himself,
but his aged mother convinces him that this would be untribeadrhurlow tradition
of courage under adversity. Throughout the play, old Mrsurldw has tried to me-
diate diplomatically between the Inflexible wills of her samd grandson. How much
courage it has taken for her to accept what has happenedisvem, left alone, she
momentarily gives in to her grief, and then quietly recovesself possession.

An Evaluation of the Play.—A present day reader of this play would find the di-
alogue and characterization handled for the most part vathbie skill and restraint.

“Lnterview with Maurice Wells, May 19, 1959.
42|bidlt
43palexander Inglis, “Marthe Allan in *The Ship,” PasadenaBtMews, March 31, 1927.
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The resolution of the plot in the third act, however, migtstdib the reader. After a
clear and detailed development of the conflict between fathd son over the farm in
Acts One and Two, Ervine suddenly telescopes events in Al hThere is insuffi-
cient preparation for the voyage of the new ship, and for tkastier which overtakes
it. The son’s decision to “go down with the ship” seems vegdequately motivated.
At the time of the Playbox performance, no such misgivingsceoning the struc-
ture of the play seem to have troubled the Pasadena critjtis wrote of the drama:

The play is high art. The fact that sadness and tragedy péenitedoe
a not detract from the artistic beauty of its theme and umfigld Xt ie
undoubtedly the finest thing St. John Ervine has dtine.

The critic conceded that Ervine did not in general devotdicant effort to his
dramatic writing. “If he would only give himself the time teedelop his playe with
the finish which their subjects deserve,” Inglis stated, Wwaild stand as one of the
greatest dramatists of the peridd.”

The Staging

The evidence diacovered concerning the staging was Bcdritg. Playbox program
listed two sets; a room in John Thurlow’s house, and thedivoom of Jack Thurlow’s
farm. A Third Act scene designated in the published play &mtpplace in John's
garden was made to occur inside his house in the Playbox ptiodt

From notations in a production script of the play and fromtplyeaphs of the pro-
duction, a few conclusions were reached concerning thangdtir John Thurlow’s
home used in Acts One and Three. This set made use of the West Rud a section
of the Central Boom in front of the arch-way and adjacent ®fthst window in the
north wall. In the West Room the fireplace was used as a fodal,pweith a chair
and tea table placed at one side and a aofa on the oppositd’sideilled stage direc-
tions made references to the “recess” by which a chair waatsit*® and into which
the large model of the ship “The Magnificent” was plaé¢édhis location must have
been the area under the staircase adjacent to the firepldgeh, could be approplately
described as a recess.

Photographs of the production have indicated that the dribee anorthwest corner
of the Central Room was used in Act Ill. An arm chair was plackede to the north
end of the archway. In front of the first window of the north lstbod a floor lamp
and a tablé® This area would have been used for Scene Il of Act Il in platthe
exterior scene which the playwright described as a cornéiefjarden of Thurlow’s
house: “The corner is sunny, and John Thurlow often goe®ther. there is a seat,
shaded by a tree; in the corner, and here John Thurlow isgitt?

4Inglis, loc. cit.

45|bid.

46Fairoaks Playbox production script. The Ship, p.l4.
47lbid.t p. 19.

48See photograph. Figure 58.

49st. John Ervine, The Ship, p. 83.



190 RAW SCAN — NOT YET PROOF READ

In one of the photographs Robert Freeman, as John Thurlow, 8g chair in his
dressing gown, in this corner of the Central Room. Anothetype revealed Marthe
Allan as old Mrs, Thurlow standing beeide him. At this poimttie play the shipbuilder
was supposed to be convalescing from an illnesB.

For the placement of the set for Act Two, the living room of KIddRiur low’s
farmhouse, no post five evidence has been found. It would bega possible to use
the West Room for it, changing the furniture to suggest thié& Bhlocale, but it would
have been more conaisfcent with Playbox practice to hawegld in another part of
the studio. One would expect the set, therefore, to have ditgated farther east, in
the Central Room, and posaibly extending into the East Adcov

Properties: The Model of the Ship

For the model of “The Magnificent,” a prop which waa ao extrBnmportant in the
drama, Marthe Allan went to the Matson Steamship Companyv&is able to borrow
a model of a ship which had not yet been launched. By one ofthlicable workings
of chance, the Matson ship paralled in real life the histdijeccounterpart in Firvine’s
drama. When the Matson liner was launched it too met withrébteraccident. On its
trial run the boiler exploded, wrecking the skip.

The Acting

In every respect the production of The Ship was a personahph for Marine Allan. In
his review of the production Inglls devoted almost all of tisnment to the excellence
of her performance as old 4Irs Thurlo'w. In his high apprbéfahe production as a
whole, he was, of course, also lauding her direction,

In reviews of previous productions in which Marthe Allan feemed, Inglis had
kept noting that she wae “improving” as an actress. He addithowever, in hie
ar tide on The Ship that in the roles she had previously takéBQ Allan had “dis-
played a style not particularly talented,” although she bbdiously shown interest
and enthusiasm in her work. Her acting had been marred byoihgtant presence of
personal “mannerisms?

As the grandmother in The Ship, Miss Allan had suddenly corteehier own as an
actress. It was her firet real character role. The critic ¢fivthat the need to entirely
lose her own identity had helped the actress di vest herséléomannerisms. The
role in any case had atruck a deep chord of response in Misa Adind revealed the
cumulative effect of the training in acting she had beeniviog in Pasadena. Inglis
observed that:

Miss Allan shows In this performance that she la a player gtpslogic
skill and of unequalled technical ability . . . the preseotashe gives. .,
places her among the best players in the local aggregation*

S0Interview with Maurice Wells, May 19, 1959.
51inglis, loc. cit.
52|pid.
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The critic called her characterization a matured study efdld lady who believed
in tolerance and moderation. “Miss Allan’s study of this kbbe wrote, “is one of
exquisite beauty and tenderness; one of the most charmimgdtons ever witnessed
in the Playbo»® Miss Allan’s fine diction was also praised.

Of the other members of the cast, the critic commented félpran the perfor-
mance of Helen Staats as John Thurlow’s wife, and of Josepliriseas the son. Jack,
Miss Staats (now Helen Staats Millikan) was another sociaibminent resident who
en Joyed participating in Playbox and Playhouse produstion

Inglls failed to make any mention of Dr. Robert Freeman whaypt the pre-
dominant role of the shipbuilder, John Thurlow. Dr. Freemas the minister of the
Presbyterian Church of Pasadena, a very distinguished leiader, and a member of
the Board of Directors of the Playhouse. He had always beeatlgrinterested in
drama, and had on a number of occasions given play-readiteysever acted on the
Mainstage of the Playhouse, before or after The Ship. Afisrproduction he never
again performed at the Playb&%lt is possible that the omission of any description of
his performance was an act of critical discretion.

Production # 22. Justice
April 25-30, 1927

'POT the second extra production and the final one of the sed&mwn selected nei-

ther The 4ild Puck nor The Three Sister a, possibilities meaed in the announcement,
but Galsworthy’s Justice, The play was directed by 4ells) also took the leading role
of Palder.

The Story

While the plot of Justice is well known, a few details condgegit may help to clarify
the discussion of the staging.

William Falder, a young clerk in a law office, falls in love Wit married woraan.
She has been brutally treated by her husband but cannohabdaiorce. In desperation
Palder plans to go away with her to South America. To obtandéufor the trip he
forges a cheek in his employer'8 name. When the forgery isodisred, the head of
the firm, who is a stickler for the letter of the law, insistsaiminal prosecution. As
the result of the trial, the naive, sensitive young man spahdee years in prison*
Broken in spirit, he finds after his release that he cannop keg@b because of his
prison record. He seeks help from his former employers. i dhdetective arrests him
at the law office for having failed to report regularly to thetsorities, Falder loses all
hope. He jumps down a atone staircase outside the officekibgeglais neck.

531id.
54Records of the Actor-Director file, Pasadena Play* housatip



192 RAW SCAN — NOT YET PROOF READ

The Staging

The play was a multi-set show requiring five separate platestmon. The Playbox
program indicated the following scenes: the lav? officesaniels and Walter How, the
courtroom, the office of the prison warden, a corridor in thiegn, and a cell.

The principal evidence for a reconstruction of the stagiag & production script
of the play, with diagrams of sets and notations for posg#tiand movement in the
handwriting of Maurice Well$>

The law Office—The setting for the law office was extremely simple. Thedia
on page one of the production script (Fig. 54), showed a tabtethree chairs; one
above the table, and the other two at right and left respagtiiDoorways were at stage
right and stage left upstage of the table, facing out towlaedviewer. Downstage left
of the table a doorway could be seen in a side wall.

On the hypothesis that drapery was hung in front of the Eastvd, this scene
would have most aptly fitted the east end of the Central R&o@penings in the drap-
ery at the extreme right and left ends to create doorwaysdvoalve been consistent
with previous Playbox practice. The existing hall door wesperly situated to be used
for the downstage left. door, approximately nine feet frbvadrap cry.

The diagrams and directions for movement indicated thatltteeways of the law
office set were used as follows: (I) the upstage right doorasgmted the door to the
“outer office” of the law firm and was supposed to lead out ofthéding; (2) the
upstage left door, led into the office of the law partners,eaand Walter HOWJ and
(3) fche downstage left door was the one into the junior &endom (Palder’s room).

The Courtroom Set—A diagram very sketchily drawn on the fly leaf of the pro-
duction script (Fig. 55) suggested that the courtroom set ima&e been placed in the
West Room. The diagram appeared to indicate an archway libget, but the evi-
dence here was not very conclusive. The diagram, howewareshthe basic elements
needed in the scene: at stage right, a bench; upstage ceotair for the defendant;
belox”, the witness box; at stage left, the Judge’s chaireraosure.

TOien Justice was later performed at the Playhouse, a verijasicourtroom set
was used. The furniture and structures, however, were muek midely spread out
than they were in this diagram.

The Office of the Warden—The production script contained a diagram (Fig. 56)
for the furniture in the office of the warden (or "Governorftbe prison?’ Only a
desk and a chair stage left of it were shown in the diagram. aitien of the scene,
however, suggested that an additional chair must have esghhy Cokeeon, the chief
clerk of the law office, when he begged for better treatmenfE&dder.

Entrances and exits in the warden'’s office all occurred ogestaght. A note on
page 66 of the production ecript indicated the presence obaid the set. The word
“door” was written in pencil next to the published directsgp@s follows:

55The production script of Justioe contained jottings by M/ef the names of actors for bit parts in the
Playhouse production of Cyrano which opened a week befaticdu This evidence plus 'the names of
actors for the Playbox cast of Justice helped to identifysttrépt as the Playbox copy.

56When Justice was performed in the June repertory seriedaviains’bage, a background of curtains
was used for the law office, the courtroom, and the wardefiseof

57Production script. Justice, p. 61.
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ACT I

The seene is the managing clerk’s room, af the offices of

Jauzs axn Waurer How, on a July morming.

! The room iy old-fashioned, furnished with well-worn
mahogany and leather, and lined with tin boxes and

estale plans. It has thres doors. Tu_'u_:- r:.f“ rhnrt

Figure 7.1:Justice the law office.

THE GOVERNOR. [To Wooder, who has come in] door Ask the dottior
be good enough to come here for a minute. [Vooder salutes@eslayut, ]

If a permanent door of the Playbox were used, the wardentsoffould have been
placed in one of two possible locations. The first was in thet@¢ Room along the
south wall, west of the hall doorway. In this location the deay would have been on
the right of the acting area. The other possible locationld/bave been in the West
Room.

Prison Corridor .—For the scene in the corridor of the prison outside thekotiic
cells, the production script revealed that the cells weaegd upstage in the set, and
that entrances into this set were also raade from stage right

Conclusions Concerning the Staging-In susaning up the evidence for the staging
of justice the following facts and conclusions emerged:

1. The settings were sparse in the amount of furniture eneplog table and three
chairs for the law office; a desk and one or two chairs for thedesa’s office.

2. The locations of the settings could not be determined prigitision, but the ev-
idence suggested that the law office was placed at the eagifahd Central
Room with doorways created in the drapery wall which closi#dhe East Al-
cove. Less clear were the locations of the warden’s officetaaccourtroom.
The warden*s office may have been situated along the souttinithle Central
Room, while the law court may have been placed in the West Room

3. From the groupings of the characters, the audience apfehave been placed
opposite the actors and not surrounding them. The diagrams basic end
staging positions, The audience must have had to move thairscduring the
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Figure 7.2:Justice diagram suggesting the set for the scene in the courtro®mno- (
duction script, fly leaf.)

Figure 7.3:Justice the warden’s office (Production script, p. 61).
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performance to face acting areas in different parts of tlento Such a prac-
tice vas referred to in May Rose Borum’s general descriptibstaging at the
Fairoaks Playbox. Miss Borura stated that:

The plays, or various parts of the same play, might take plasev-
eral parts of the room, with the audience moving about to mego-
date itself to the action. . %8

Evaluation of the Direction

Inglls rolled out his superlatives in reviewing Wells. diten of the drama:

As a production, it is virtually flawless; staging and efteate excellent?
nuances in the directing work reveal a subtle and understgrdre of

conditions and circumstances surrounding the charactelseenes. . .
59

In the scenes taking place in the prison, the director had asgrim realism which
caught with dramatic power the depressing atmosphereusuting the caged mefi.

The Acting

Justice was a large cast production for the Playbox. Wittesix actors performing
nineteen roles, only the cast of The Man Who Ate the Poporeaskequal in the size.
At least half of the performers had not previously appeatédeaPlaybox. Hardly any
of the newcomers played prominent roles. An exception waank Woods!de who
appeared as Ruth Honeywill, the distressed woman whosket firgught on Falder’s
downfall. The Star-News reported that she performed wittcéptional artistry, pre-
senting a pathetic figure . . . with powerful simplicitiescgi®?

In the leading role of the ill-fated clerk, Palder, Wells eaed commendation for
“his genuinely sincere treatment of the part,” which at timese to “real greatness of
insight.”®? The psychiatrist-actor Edgar Lear

(Dr. Cecil Reynolds) had the opportunity in his role of théetese attorney to make
an eloquent plea that his client was suffering from temparesanity. The veteran Play

house actor Herbert Rooksby portrayed the ultra-resplectali sympathetically
Inclined chief olerk of the law office, Coke son.

Summing up his evaluation of the production, Inglis stateat the “work of the
players Is admirable . . an excellent cast has been sel€tted.

58May Rose Borum, “A History of the Pasadena Playhouse,” p. 104
59Alexander Inglis], “At the Playbox.” Pasadena Star-Newpril 26, 1927.
01pid.

61ibid.

62Ipid.

631bidt
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Justice Taken to Playhouse

By the time that Justice opened at the Playbox, Brown haddyrdecided to take the
production to the Malnstage of the Playhouse as part of at@peseries in June. It
was scheduled to run there on June 7, & 9.

It would be pleasant to report that the transplanted Playlsoguction ended on a
note of triumph, but such does not seem to have been the césps@of over a month
had occurred since the conclusion of the run at the studiattthe During that time
it became necessary to obtain four replacements for actowsumavailable. Robert
Loofbourrow had died suddenly of a stroke on May 20, so ths¢ph Sauers (known
professionally as Joe Sawyer) had to take over the role dfltter law partner, Ralph
Freud was a replacement as the warden, while a man named Btkephens took over
the part of the prison chaplain. Sauers and Freud in additioehearsing their parts in
Justice, were, along with Wells and others in the caet, piegéor Shaw'’s jf4isalliance
and Shakespeare’s Two Gentlemen of Verona. These play&dpethe week prior to
the run of the Galsworthy drama.

Dorothy Reeves of the Pasadena Morning Sun reported thgpemirgy night, the
Playhouse production of Justice "revealed the neceesityfopping it into shape.”
The main problem was that

Several, of the players were uncertain with their lines drad tetracted
somewhat from the emotional intensity which the play inspif®

Miss Reeves felt that the outstanding performances wernddy Herbert Rookaby
and Edgar Lear. Wells, she observed, played Palder “in hialsympathetic manner.”
She especially liked the anguished pantomimic action adiétaih his cell. To these
critical reactions Alice Baskin, added her commendatiofed§ar Lear’s rhetorical
power as the defense counsel, and Rooksby’s meticuloutdylet Cokeson. Jeanne
Woodside’s performance struck her as “uneven in dramatidisig.’®®

A much harsher criticism of the entire performance came faoreviewer for The
Film Mercury of Hollywood. Writing in an unsophisticatedtbeery candid manner,
the reviewer announced:

The acting mostly was quite poor and acted as a detrimen¢ierffoyment
of the play. The scene in the prison should have been builhdphe effect
on the audience wuld have been more compefiing.

The End of the Fairoaks Playbox

With the conclusion of Justice on April 30, 1927, the prodtuts at the Fairoaks Play-
box came to an end. The reason for the discontinuance of td@sheatre was not
that Brown and hia associates lacked time to devote to hpatih that had been a

64|bid.

85Dorothy Reeves, Pasadena Morning Sun, June 8, 1927.

66The Star-News Critic, Pasadena Star-Mews, June 8, 192 B@. 199.]

67Anabel Lane, “Footlight Motea,” The Film Mercury (Hollyveml, California), June 17, 1927. [POP a,
p. 207.J
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major problem, but rather the simple fact that Brown had Ihbagother home. He
conse quently needed to sell the Playbox building.

In March, the producer had been negotiating for the purcbsemuch smaller
house, situated at 695 Herkimer Street (now called UniogeBtron a lot of very mod-
est size. He had made a $600 dowi payment on the selling prig@ @00. On Friday,
April 22, Just before the opening of the final Playbox produttthe transaction was
completed, and the title to the property was transferredrtsv@ 8 The producer and
his parents gained occupancy of the Herkimer house by Julgt before®®

Brown'’s reason for purchasing another home may have beamdtiser’'s health,
which had begun to fail In the past few years. She was seveugn and had suffered
several heart attacK8,although this had not kept her from remaining on the job at the
door of the Playbox, greeting the members and their gueslateaas February, 1927.
The new home would have been much easier to manage

than the massive Fairoaks building, since it contained ahdourth of the square
footage. It was also better for a heart patient since it wdg one story high. The
abandoning of the physical quarters on Fairoaks which had 8 Playbox through
those pioneering years was a step at least momentarilynsaftey the comfortable
profit which Brown had realized from its sale. Purchased i211fhe building had
grown in value during the prosperous, inflationary yeardefttventies, so that it sold
for $17,500. It had cost Brown $7,000 and he had spent $2r@pfiving the property,
realizing a net profit of $7,80%% He invested his surplus in a trust fund for himself
and in the purchase of two pieces of real estate, a lot, andsetan a lot in Altadena.
Ironically the values quickly deflated in the next few yearsdhsat he lost $2,000 in the
sale of the lot in 1928. On the sale of the Altadena house i1 h@3ost an additional
$7,5007% These facts concerning his finances may account for Brovetisnce on
financial assistance from others when he came to constrsid¢ddrikimer Playbox in
1930. They may also help to explain the title of his autobagdpical essay, "A Dream
on a Dime.”

Plans for a Future Playbox Within the Playhouse

As Brown gave up the studio theatre, he was already workinglans for the con-
tinuation of the Playbox within the Playhouse, In terms ofibphysical location and
legal responsibility. In May, 1927 a Playhouse “CommitteeGeneral Policy of the
Playhouse for the Future” reported to the Governing Boarckitommendations on the
status of the Playbox.

68_“Transactions for 695 Herkimer,” Gilmor Brown’s financiphpers. Archives of the Pasadena Play-
house.

69A permit #545D for 695 Herkimer Street, Building Departmenthe City of Pasadena, was issued to
Brown on July 5, 1927. He had made an application to enlargesteeping porches and add two closets in
the house.

70" MarJorle Drisooll, “Stage Loses True Friend in Mrs. BroWhos Angeles Examiner, November 16,
1927. [POP 9, P. 927T

7TProgram of “Amelia,” The Playbox, February 28, 1927.

72Copy of Gilmor Brown’s Income Tax Returns, 1927. Archivestaf Pasadena Playhouse.

"bid., 1928, 1931.
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The committee proposed that the work of the Playbox and thek$top should be
progressively “related” to the activities of the School dfehtre which the Playhouse
was to open in 1928. The Play-box, and the Workshop, .whidwBrhad established
in 1926 as a training ground for less experienced ooraanawiors, directors, and
technicians, were thus both to be affiliates of the Schodherathan of the Mains-
fcage. The committee did not want any of these activitiesiterfere with or conflict
with Mainstage production which they considered to be “tle@mbusiness of the Play-
house.”

That the operation of the Fairoaks Playbox had caused ctnflith Playhouse
Interests the committee clearly underlined in a recommemiavhich amounted to a
reprimand to Brown, Wells, and Freud:

Associate Directors are expected to be at all rehearsalsiofstage plays
to which they are assigned, and not allow Playbox parti@mpdb interfere
with their mainstage obligatiori*

Brown apparently absorbed the criticism with his custondiptomacy. At the
annual meeting of the general membership of the Playhousecketion on June 16, the
official provisions for the Playbox were made public. Theditent of the Association,
Mrs. Millbank John son announced that a new building was rednwhich would
house the School of the Theatre and would also contain thd&eand a warehouse.
In his address to the members. Brown spoke of his dreams éoPlaybox, “Soon
to be incorporated within the Playhouse Association,” axgtessed his hopes for the
construction of the projected building.

As things turned out, the School opened in rented quartet®#Qf and action
on the proposed building was postponed following the stoakket crash in the fall
of 1929. The story of Brown'’s decision to once again run theyPbx as his private
venture, in a new flexible theatre to be built behind his houseHerklmer Street,
does not belong within the confines of this study. The histdrihe Fairoaks Playbox
ended on a note of hope for the speedy incorporation of thguertheatre within the
Playhouse, This was not accomplished until after Brown&tlléhirtythree years later.

74Minutes of the meetings of the Governing Board of the Pasa@éayhouse Association, May, 1927.



Chapter 8

SUMMARY AND
CONCLUSIONS
CONCERNING THE
PRODUCTION HISTORY OF
THE FAIROAKS PLAYBOX

Introduction

In this chapter an attempt will be made to synthesize the ctataerning the produc-
tion history of the Fairoaks Playbox. Where deemed helg&rtain items of evidence
already cited will be repeated. The categories under whierptoduction effort will
be discussed are:

The Repertory

The Staging

The Scenery

The Lighting

The Acting Technique
The Use of Makeup
The Actors

The Repertory

Goals

In founding the Playbox, Brown intended to produce thoygiatvoking plays, come-
dies and dramas whose special qualities made them morblstitaan art theatre than

199
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a community theatre or commercial playhouse. In the prdasgexf the Palroaks Play-
box he had announced his desire to present novel plays "¢ytieeusually referred to
as intellectual.” These plays would sometimes be franktgpoken in content, some-
times poetic and tragit.

In addition to dramas with special non-commercial quaitieBrown wished to
include well-known plays which might reveal new facets tigh an intimate style of
production’ The combination was aimed at producing a balanced repertoiys
purpose was clearly expressed 4ust before the opening séttuad season:

Our season will be as catholic as it is possible to make itjaodr desire
to do the 'unusual’ we hope never to lose sight of the fact #figtr all, 1
the play’s the thing®

To what extent did the repertory of the Fairoaks Playboxycaut the announced
goals? In general the producer did give the members the typpkys he had de-
scribed in his prospectus. Most of the selections were nelig@udience, several
were poetic in style, a number had sad (although not trulgitjaoutcomes, and a
number could be called sophisticated or philosophic. Thentery was perhaps not a
"intellectual” as might have been anticipated, nor wasjteesally frank or outspoken.
It was diversified.

Novelty.—One way In which the Falroaks Playbox attained noveltyfegghness In
Its selections was in the emphasis placed upon British andden plays in preference
to American works. Three-fourths (76 per cent) of the plasiected were of foreign
composition, many of them works which were either new ordgtrently produced
in California® So far as the Investigator could determine, The Discoved, dine
Trackwalker’s Child” received their first U.S. performasa the Playbox, Turner’s
The Man Who Ate the Popomack appears to have had its Soutladifar@ia premiere
there.

The six plays which comprised the American works in the repgmwere almost
all unfamiliar ones. "Desire” and "Amelia” were new previly unperformed scripts.
“Song With Wings,” a locally-authored one act, had been poedl only once be-
fore, for a special Playhouse performance in 1919. Gldspdirnice and "Woman'’s
Honor,” and Gribble’s March Hares seem not to have had amufecy

of production in Southern California prior to their Playbraxs,

Poetic Plays—While most of the selections, both comedies and dramas, wet-
ten In realistic prose. Brown held to his purpose of presegrdi few poetic works. The
most definitely poetic plays chosen In the three seasons Redteas and Mellsande
and The Tragedy of Nan, both containing numerous passagbkgtbfic prose-poetry
filled with symbolic imagery. In addition the two medievahgs, “The Nativity” and
"Noah’s Deluge,” should be mentioned since they were wriitethe characteristic
rhyming verse of the Chester Cycle.

1The Announcement of The Playbox. [PB I, p. 1. ]

2Gilmor Brown, A Dream on a Dime,” p. 174.

3Printed announcement to Playbox subscribers, fall, 192B.1[ p. 25J

4In contrast British and European plays comprised no more fhety-five per cent of the Pasadena
Playhouse repertory during the 1924”27 period. Thus Araerigriters contributed fifty-five per cent of the
Malnstage selections, more than twice their share at théBja
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Serious Dramas-Brown had revealed his intention of producing a number of se
rious and even tragic dramas which he hoped his audiencedwaticonsider merely
depressing. He was aware that a popular objection to sadi@msas was that "there is
enough tragedy in real life without having it presented angtage,” a comment still
heard today. Such a negative attitude toward grim realistndedinitely affected and
continued to affect the choice of plays for the Mainstagehef Pasadena Playhouse.
During the seasons of 1924-27, only twenty-eight per cetth@fdramas presented at
the Playhouse fell into the straight realistic genre. Theglpminant forms of drama on
the Kainstage were eseapistic: colorful romances, fasggsind sentimental pieces,
‘the Playhouse also included a few melodramas in its offgxin

By contrast, the ten dramatic works in the repertory of thiedaks Playbox .were
strongly dominated by straight serious dramas. Sixty pat okthe dramas fell into
this category. These plays were Bernice, Justice, The Shig, Trackwalker’s Child,”
Bosraersholm and "Desire,” Unhappy endings prevailed @s¢hrealistic dramas as
well as in romantic dramas such as Pelleas and Melisandelamdréat Qaleoto, The
audience at the Playbox must not have been dismayed by teerue of death in the
plays they witnessed. Ninety per cent of the Playbox draness wmarked by the deaths
of major characters.

Sophisticated Comedy-Besides providing an outlet for the production of serious
realistic dramas which the regular Pasadena audiencesdmtdinarily wish to see,
The Fairoaks Playbox gave Brown a chance to present a greatsure of sophisti-
cated British comedies. Folksy sentimental comedies, hwhiere the more frequent
choice for the Mainstage, found little place at the studieathe. There Brown gave
his audience such drawing-room comedies of English origifitee Two Virtues, The
Man Who Ate the Popomacka The Truth About BlaydSi The Discpgvand 'How She
Lied to Her Husband,” "The Dark Lady of the Sonnets,” and "T&n of Destiny” by
Shaw.

Frankness—The Fairoaks Play-box did not progress very far beyongthetice
of the Mainstage in presenting plays of a frank or outspoletane. Even in his exper-
imental theatre Brown could not ignore the oonservatiBm atters moral, social, and
political, which set the tone for life in Pasadena, Althodlgé producer sought a more
broad-minded and adventurous audience for the Playboxatddpped for support
virtually the same groups which had backed the Playhouse.

The studio theatre brought forth three plays which disalissepresented sexual
relationships with a limited degree of directness. In itgioal form. The Man Who
Ate the Popomack contained a number of disquisitiona on snaeed for sexual grat-
ification, but these appear to have been severely bluedfeshfar the Playbox perfor-
mances. What remained was rather mild, but was still franker thantwha general
Pasadena audience might have accepted.

Requiring as it did that paJama-clad actors cavort amoyaisinidnight, March
Hares came closer to the risque. The absurdity of the situatnd dialogue, however,
greatly reduced the suggest!veness.

In presenting the relationship of an ambitious young Bostwhitect and a sensual

5“A copy of the play from the Pasadena Playhouse library shgweh cuts Indicated in the handwriting
of Maurice Wells.
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widow, "Desire” hinted at Immoral behavior. The circumspglaywright worked his
way around any difficulties by suggesting that the characiept In separate rooms at
the widow’s house. The play would surely not have offend#tkeia proper Pasadenan
or Bostonian,

In perusing the repertory for outspoken comment on socaditigal, or economic
problems, one can find only Galsworthy’s Justice delving kuich areas. The play Im-
plied that the poor did not always receive their equal partibjustice in the courts of
law, and that '?10 British prison system needed overhauliiigile the play undoubt-
edly had some impact on Playbox viewers, the effect mightkasle been reduced by
the specific English background of the drafna.

Selecting Plays for Intimacy—In choosing material for the Fairoaks Playbox, Brown
strove to give his audience not only new or unusual playsélsat those which were
especially suited to the extreme intimacy of his flexibleatihe. Introspective dramas
seemed to benefit especially from the closeness of the aottite audience. Rosmer-
sholm4 Bernice, "She Truth About Blayds, The Ship and "De%iwere all enhanced
by the intimacy.

As a constant observer of the productions throughout theetheasons, Alexander
Inglls noted repeatedly that domestic plays were idealtierRlaybox. He felt that
when the locale of the play was the interior of a house, artiegcactuality came into
the performance. One could develop a pleasantly embagessitse of eavesdropping,
of "overseeing and overhearing secrétsii the first season he found The Truth About
Blayds "uncannily successful” as a play for the intimateatihe, and "Desire” even
more so. In contrast, Pelleas and Mtelisande seemed to hadapted to Playbox
staging®

In the second season, Inglls described The Ifolluec, a denasmedy, as espe-
cially suited to the intimate theatre. In commenting on tadgrmance he generalized:

Playbox productions of the domestic comedy variety are thgspwhich

find the Community Players revealing extraordinary oajlas| The sim-

plicity of the settings; the naturalness of the environmtrg wholly log-

ical relationships of the players which are brought abouthgycomplete
lack of theatrical methods; all these conspire to make tmeedtic drama
a correlative of the Playbok.

6A clue to the conservatism of Pasadena audiences as itaffptaty selection may be seen in the attitudes
expressed toward Id. Horn produced on the Mainstage in 1828."Deep River” which Brown wanted to
present at the Playhouse in 1927. When Liliom was given instireng of 1924, objections were voiced
because, as the Pasadena Star-News reported, "the playvitbah group of people from the lower social
stratum.” The newspaper felt constrained to editorialiw tProsperous Americans who lead lives of luxury
... need to be reminded occasionally that there are mangiwtld not so fortunately placed.” (Pasadena
Star-News, April 1, 1925.)

In June 1927, the Governing Board of the Pasadena Commuaihduse Association rejected Brown'’s
request to stage a play entitled "Deep River, by Ransom Ridebhe reason for the Board's ruling was
that the play, which was concerned with the Negro problemylevtDoubtless raise certain racial questions
and the language would cause criticism.” (Minutes of the fidgs of the Governing Board of the Pasadena
Community Playhouse Association, June 15, 1927.)

7“New Play is Presented Locally,” Pasadena StarNews [rgiida April 2, 1925. [PB |, p. 10.]

84id.

9[Alexander Inglis] "Drama Suited to Playbox Methods,” Pdaaa Star-News March 2, 1926.
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Finally in the third season, the critic explained why he ¢desed Rosmersholm,
peculiarly suitable for Playbox production,

Ftor in this amazing self-scrutiny to which Rosmer and Rebesubject
themselves, there seem to be logical reasons why the asalysuld be
done within the confines of a home, unseen, unknown to thédeutsorld.
The effect is enhanced by the hint that the observer is begnqitted to
look in upon this tragedy of experience by the transparertazuwhich
divides the players from the onlookéfs,

Plays with Interior Settings Predominant.—In selecting plays for the studio the-
atre. Brown observed a significant limitation; nineteenhaf twenty-two productions
required solely interior settings. The three productiohgWw demanded exteriors (Pel-
leas and Melisande, “One Nativity,” "Moah.s Deluge”) cduall appropriately be
given stylized rather than realistic scenery. Thus Brownidad plays with exterior
sets, excluding altogether those which necessitatedstieadiepiction of the outdoor
sceneg!

The Quality of the Repertory

Although the repertory emphasized unfamiliar and infredlyeperformed works, it
managed to attain a fairly high level of artistic merit. At$t half of the dramatists
represented were writers of distinction. Among these wéi@\sMaeterlinck, lbsen,
Galsworthy, Echegeray, St. John Ervine, Lady Gregory, aith Masefield. Their
plays, while not in every case their best work, contributexhgly to bringing the Play-
box near to the status of an art theatre. Perhaps the fingst ptasented were The
Tragedy of Nan, Pelleas and Melisande, Rosmersholm anddushother play which
enjoyed critical acclaim was the Great (4aleoto, a work weheputation, in the opin-
ion of the investigator, has exceeded its virtues. Whileermirthe full length comedies
could be called outstanding. The Truth About Blayds, Thelvd. and The Two
Virtues were at least above average in quality. Uneven aadwitten. The Man Who
Ate the Popomaok was nevertheless an original and grotgsameising tragi-comedy.
The Shaw plays and "Noah’s Deluge” were superior one-aceches.

New Plays—Neither "Desire” nor "Amelia,” the two completely new gais which
were premiered at the Fairoaks Playbox, could be said to fise®e above mediocrity.
The dialogue of "Desire” was filled with cliches; its chamt were rather stereo-
typed, and its exposition clumsily handled. According tordviewer, "Amelia” was a
pleaeant, somewhat implausible minor domestic comédy.

101bid., At the Playbox ; Iosen Drama Staged by Players,” Baga Star-Hewss January 18, 1927 .

11This limitation was not subsequently observed at the HezkiRlaybox, where an area with a plaster
cyelorama was designed especially to accommodate exseemes.

12 Alexander Inglis], "At the Playbox? Stage Comedy Writtendsitor,” Pasadena Star-News4 March
2,1927.

Mademoiselle Richer! recalled the production at the Heekiflaybox of other play a by Alice Riley,
the author of "Amelia.” Zn the opinion of Mademoiselle RicheBrown probably chose these plays out of
friendship rather than out of an especially high regard Heirtqualities as dramatic works, (Interview with
Jeanne Riohert, March 12, 1962.)
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Two plays previously performed in Europe which seem to hadktheir American
premieres at the Fairoaks Playbox were Alice Stein’s ""Hiackwalker'a Child” and
Aldous Huxley’s adaptation of Frances Sheridan’s The Discp Inglie had some
kind things to say for "The Trackwalker's Child,” but founefihite shortcomings in
the motivation of the characters and in the probability @f fiot, Louise Lorimer, an
actress who performed in a revival of the play at the HerkiRiaybox, remembered
the drama as one of dubious vaftfe The Discovery possessed a number of clever
scenes and witty passages of dialogue but insufficient rreeleep it from sliding
back into the mass of eighteenth century plays from whichd been disinterred.

The Staging

Intimacy and flexibility were the goals of the staging at tlaéréaks Playbox, 'Brown

wanted primarily to create a theatre in which the raaxitffldf intimacy between the
actors and the audience could be attained. His theatre waived as a laboratory
in which he could study the effects of such intimacy upon kbth performers and
the spectators. Secondly, Brown wanted to stage plays Wwélgteatest amount of
flexibility in the location and form of the acting areas inatbnship to the placement
of the audience and the architectural layout of the building

Intimacy

For Brown the pursuit of intimacy was directed toward cregt closer bond between
the actors and the audience. Contemporary accounts of tfsmka Playbox described
Brown'’s desire for a "unity of thought and imaginatiott,his wish for an “imaginative
cooperation intense enough to produce a complete sensepnéss® The audience
were to feel the strongest possible identification with teegle and events of the plays
they viewed. They were to be carried to the verge of becomartjgipants in the
action.

The unity of actors and audience therefore meant a unity liéfba the "stage
fiction.” To strengthen this belief. Brown tried to removéa@bviously theatrical de-
vices and techniques. For the Fairoaks Playbox he set thieetiegyoal of a deepened
realism,

To attain the maximum of intimacy in the studio theatre, thedpcer eigployed
several measures:

1. He restricted the size of his theatre to a very small spangpared to conven-
tional theatres.

2. He avoided the use of any structural division betweeneaai and acting areas.

3. He established the principle of designing acting areastwbenetrated the au-
dience areas.

BInterview with Louise Lorimer, February 5, 1962.

14pasadena Playbox Interests Nation,.” Footlights, Deeariib 1925.

15Alice Haines Baskin, "The World's Smallest Little Theatr®asadena Sport land a October, 1925. [FB
I, p. 20; POP 6, p. WT]
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4. He occasionally employed the scenic transformation®@#gtiitire studio into the
place of dramatic action,

Smallness-Numerous visitors to the Fairoaks Playbox attested tsritallness.
Alice Baskin called it "The World’'s Smallest Little Theafi¥ and a writer for Foot”
lights, a Los Angeles theatre Journal, referred to the Rla@s a "minute little the-
atre.>’ In selecting the studio section of his own home for his experital theatre.
Brown was fulfilling his demand for a space In which all audiemembers would be
close to the actors. The relatively long and narrow shapaestudio was not Ideal,
but was improved somewhat by the frequent practice of opsifithe East Alcove.
This reduced the length from fifty-two to forty-four feet, ikhthe width ranged from
seventeen feet to twenty-three feet. The studio intenctuding the East Alcove, Cen-
tral Room, and West Room occupied approximately 950 squsteio more than the
interior of a very small home. Stated another way, the Playdvea was a little larger
than the combined size of two double garages.

In such a restricted space, the audience could not help bs¢édted close to the
actors. Observers variously described the position of ttera as "but ten feet or so
from one, 8 "within five feet,”>® "within a hand’s reach?® At the most the occupants
of the last row of seats in an end staged production wouldmmyéarther than twenty-
feet from the edge of the acting area. (This

is based on the assumption of seven rows as the maximum nyfhber

Absence of Structural Demarcation—As a further step to attain Intimacy Brown
avoided the use of any physical structure which could craatear line of demarcation
between the audience and the acting areas. While there warslanay into the West
Room, it was not treated as a proscenium arch. In this flexfi#atre there was no
proscenium. Even in end-staged productions, the actirjwaas open; action flowed
forward to the first row of the audience,

The producer did not normally employ a stage curtain in any giethe studio to
delineate the opening or closing of scenes or acts of a plag.ohly exception to this
rule appears to have been Pelleas and Mellsande in whidtrsexeurtains were used.
Draperies, of course, frequently served as scenic walls.

Brown also barred two other traditional theatre structuties raised stage, and the
sloping seating area. The actors performed on the floor ddtiidio, which was level
throughout the Playbox. The audience aat on this same flaet. IBrown made no
use of risers. The artistic rationale for placing the audéeand the actors on the same
level was the expectation that this would increase the visvgense of being in the
same room with the characters of the play. A highly practieakon for the procedure

16Baskin, loe, cit.

17“pasadena Playbox Interests Nation,” loe, cit.

18dythe King, "The Theatre,” Dark and Li4ht, Decem” ber, 19fRefers to The Truth About Blayds.j

191bidi March, 1925. [March Hares.]

204n Pasadena. Playbox,” Saturday Night, February 6, 19P6e [Shaw Cycle.] (POP 6, p. 184.J

21Brown persisted in his desire to keep the Playbox small. atHlerkimer Playbox the area he allotted
for acting areas and audience seating was kept to appralyrthe same square footage as was provided
in the Fairoaks studio. When in 1940 Brown began planningftiird Playbox building, he informed his
members that he wished to construct a still more flexibletteebut not a larger one. (Program of Escape to
Autumn, March 31, 1940, Herklmer Playbox. Archives of thed&tena Playhouse.)
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may have been the fact that it was much easier for a singlgithdil to handle the
frequent changes in the seating plans,

From the standpoint of visibility the level seating and mgtareas must have pre-
sented a problem. Even with the staggering of seats, \tgibiust have been Impaired
when more than three rows of chairs for the audience were ins&aly section of the
theatre. It la curious that in all the reviews of the prodmes only one complaint con-
cerning sight lines was registered. This was in connectitinThe Discovery. Despite
this absence of public complaints, Brown wanted his nexylila to provide better
visibility. In the designing of the Herkiaer Playbox, he

and Ralph Preud planned it as a "multiplane theatre,” f@agjuysermanent concen-
tric gradations of levet?

In spite of the absence of structural demarcation, Browndiatinecessary to estab-
lish some means of distinguishing the areas for perforifiens the audience’s space.
The lighting and the uniformity of the seats for the audieaceomplished this. The
baby spotlights in the overhead lighting system were @tilizo as to play upon the
acting areas and leave the spectators in relative darkikesiniform blue cane chairs
on which the audience sat contrasted with the varied pietésrmiture of the sets.
This measure generally prevented the spectators from @nhtly sitting down in the
acting area.

Design of Acting Areas to Penetrate the Seating Spaedn his pursuit of inti-
macy. Brown planned for acting areas in each productionttodie in different ways
into the seating space. For example in such an end-stagddgiion as The Mollusc,
the actors made entrances in a path from the rear of the augdién central, horse-
shoe, and L-staged presentations, the actors clearlyrpggtbwithin sections of the
audience.

Scenic Treatment of the Entire Theatre—A fourth physical means of bringing
the audience more closely into the action of a play was thaisdeeatment of the
whole studio. In this way the entire theatre was transforiméal the place of the
dramatic action. In The 1X1 sco very tall candelabra siiasund the Playbox
helped to convert it into an eighteenth century hoae. In "Whsvity” the audience, on
entering the studio, found it illuminated by lanterns, itofl covered with straw. The
atmosphere of the stable in Bethlehem pervaded even theofdsise chaire®

Flexibility

Flexible staging resulted naturally from two impulses atkia the Fairoaks Playbox:
the first was Brown’s effort to explore more intimate spac&lhtionships between
performers and audience than existed in proscenium staifiegecond impulse, was
the producers desire to treat each play as an individualrexpet in pro’ duction

22|nterview with Ralph Preud, July 16, 1961.

23This scenic transformation of the theatre was another tqabrwhich had been used by Max Relnhardt
in his large scale productions Becking actor-audienceniaty. In the London and Hew York productions of
The Miracle, Reinhardt had temporarily converted the intesf an exposition hall and a Broadway theatre,
respectively, into simulations of cathedrals. The audiesat vsithin the transformed area.

At the Herkimer Playbox, Brown made great use of the techeigéten carrying the scenic motif out to
the entrance lobby.
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technique.

Flexibility in Location of Acting Areas

The basic principle of flexible staging which became esshleld In the Fairoaks Play-
box was that the location, shape and inter-relationship@ticting and audience areas
Mere rearranged to meet the needs of each new productionadton of any play
took place in whatever portion of the studio served bestcesthe script of Bernice
prescribed a wall with many windows to let in the late aftemmeun, the director, Helen
Eddy, selected the north wall of the Central Room for thappae. Similarly because
The Mollusc required a fireplace and stairway, Ralph Preokiqoi the West Room for
the maJor portion of his set.

Throughout each of the three seasons. Brown saw to it thabttzion of the
acting areas constantly shifted. This practice not onlfilied] scenic needs, but also
prevented the audience from considering any section ohtbettte as a "stage.” Brown
later commented on this measure in reference to the Herkiagbox, but it was a
remark which applied equally well to the Fairoaks theatre;

The only limitation | place on the directors IB that the sameaanot be
used too much or too repeat” ediy in the succession of playhaothe
audience come to regard subconsciously a certain part &fltybox as a
stage?*

The continual relocation of the acting areas was well detnatesl in the sequence
of productions in the first season. Brown opened the theatheam end staged perfor-
mance of The Truth About Blayds, The set was situated at taeeral of the Central
Room. The production which followed, Pelleas and Melisawds also end staged but
made use of the entire depth of the Central Room. The horeeshged "Nativity”
occupied the middle of the Central Room and (probably) aigrodf the Vest Room.
Hext the American one-act plays brought in turnabout s@giith sets at both the east
and west ends of the studio. Cribble’s March Hares introdwreL-staged arrange-
ment. The acting area stretched along the east end and sallitif the Central Room.
In The Tragedy of Man the Pargetter kitchen occupied theemiest Room and a
portion of the Central Room in front of the archway. Thus ntrgcarea remained in
the same location for two successive productions.

Flexibility in Location of Audience

The audience areas were just as ubiquitous as the sets.eHinstiplay, the spectators
sat in the Central Room facing eastward. For Pel teas. tbaissvere moved back
into the West Room, though still facing toward the east. lhbrseshoe plan of "The
Nativity,” the audience were divided into three sectionsgiag around the .walls of
the Central Room. For the turnabout production which fodwthe spectators sat in
parallel rows in the Central Room, first facing east and thveinging around to face

the west.

24Gilmor Brown, "Confidential Theatre,” p. 22.
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Forms of Flexible Staging Employed-By the end of the first season. Brown and
his associate director Maurice Wells had tried out most effttims of flexible staging
which have become standard. They produced plays in cenagihg, horseshoe, L,
turnabout, and end-staging during that season and in the@asons which followed.
The investigator could find no evidence for their use of "saict” staging, but it would
have been a form well suited to the Fairoaks Playbox.

Central Staging

Potential of the Studio for Central Staging—In this investigation, the term central
staging has been restricted to mean only the arrangemeihigithe audience sits on
four Bides of the actors. In Brown’s opinion the studio wasstrmbmpatible with this
form, for he described it as "exactly adaptable to centagista™?® Brown’s statement
was certainly correct, although the seating potential foormplete arena was limited
by the narrowness of the Central Room.

The most favorable dimension for the width of the arena ctaldbtained when
single rows of seats were placed along each of the two wadigi{rand south) of the
Central Room. A width of twelve feet was then available. Wh&a rows of seats
were placed along these walls the width would then have lesirced to no more than
seven feet. Such an extremely narrow central acting arehtrafgpear to have been
unusable. Since a comparably narrow space was employee Hettkimer Playbox®
Its use at

the Fairoaks theatre should not be ruled out. In any eveptréws of seats would
surely have been the maximum number on the north and sowthk seidthe Central
Room. The arena thus had a potential width of from seven ttvexeet.

If a director so desired, he could have made his central@etiea in the Fairoaks
Playbox an extremely long one, since the studio stretchefbofifty-two feet. Allow-
ing for two rows of seats at both the east and west ends, it wssilgle to produce an
arena forty-two feet in length.

Evidence for Central Staging—\Verification of the practice of central staging at the
Fairoaks Playbox has come from a number of sources. In c@uesmeous accounts
the journalists Harry Carr, H. 0, Stecchan, and a writer far periodical Saturday
Night, reported their observations of centrally stagedipmions at the studio theatre.
The roost explicit description came from Harry Carr, a cahishfor the log Angeles
Times. He reported that the actors performed in the middtkefame room in which
the audience sat. He noted that the audience entirely sutesuthe actors, Since
the performers were viewed from all angles, Carr coagpdredtaybox technique to
sculpture, contrasting it with the picture frame stage inchhe audience watched the
play from only one anglé’

25Gilmor Brown, letter to William P. Halstead, September 1654. Correspondence of Gilmor Brown,
Archives of the Pasadena Playhouse.

26The centrally situated sunken "pit” area in the HerkimeryBtax was seven feet wide by fourteen feet
long, Used in numerous productions, it formed the centeajesfor Molehills and was the arena portion of
the horseshoe staged "Life Sentence.”

27Harry Carr, "The Lancer,” Lps Angeles Times, April 21, 192BB |, p. 34.3
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H. 0 Stechhan discussed the centrally staged productioh@DFagon. He spoke
of "people sitting all around the four walls and the actiorialding in the center?®

The periodical. Saturday Wight, reported that "Desire” baén given in the Play-
box studio "in the center of a large roorf?”

Recording the information gleaned from interviews with f&lr Brown in the
spring of 1927, May Rose Borum stated that productions aktimaks Playbox were
staged “sometimes with the players in the center and theeaadiall around then+?

Complete arena staging was assuredly practiced at theakaistudio. How many
productions employed it? In terms of specific plays, thestigator discovered strong

evidence for central staging in two productions, "Desiratia’he Dragon, The
ooaBnents by Carr, Borum, and others suggest, howeverthibeg certainly -were
more than two plays performed in this manner. From an arsabfghe evidence con-
cerning all of the twenty-two productions at the intimateatre, it would appear likely
that not more than four or five were centrally staged. Playsvuich little evidence
on staging has been found, but which could have been amoraglthigonal full arena
presentations were “The Trackwalker’'s Child,” "AmeliaficaThe Two Virtues. The
evidence so far discovered concerning seventeen othengtiods weighs against their
having been centrally staged,

Characteristics of Central Staging at the Playbox-Techniques -which charac-
terized the central staging at the Fairoaks Playbox indudbe orientation of the
furniture and actors to an audience on four sides; the pmviser diagonal movement;
the rotation of the actor’s positions.

For "Desire” Wells placed the furniture around the periphefrthe acting area as
-well as in the center. He put chairs at the northeast andhe@st ends and a bench on
the north side. In the middle of the acting area he placedla twith two benches and
a chair. The chairs on the periphery faced inward toward ¢éiméet, while the furniture
around the central table faced outward toward the edge afthkacting area. Actors
could thus be motivated to move toward the center or out tpéhighery. “Hley could
also ibe seated to face any desired segment of the audience,

TSie position of the central table and the two peripheralrshzn a diagonal line
extending from northeast to southwest provided pathwaysdilgonal movement of
the actors. Such movement tended to "open up” the actors te ofthe spectators.

Since actors Btanding in one portion of the arena had thek$fumed temporarily
toward a segment of the audience. Wells planned for rotatigroet lions. Diagrame
and stage directions in his production script of "Desire/a@ this maneuvering of the
actor’s positions to successively face the various sidahetheatre. 'Ho make sure
his plan was effective and did not slight any part of the ancke Wells checked his
blocking from the four sides of the studio.

.Hie location and size of the central acting area differedéanh of the two known
full arena productions. In "Desire” the director confinee téet to the eastern two-
thirds of the Central Room, For The Dragons the arena extkimtie the West Room,
and probably did not reach as far to the east as did the sebfmife.” The Investigator

28, 0. Stecehan, "Little Theatre Doings Here and Elsewhe@alifornia graphic. May, 1926, p. 9. [PCP
7,P.78.

29gaturday Hight, April 11, 1925. [PB |, p. 16J

30May Rose Borum, "A History of the Pasadena Playhouse,” p. 104
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estimated the size of the acting areas as twelve by twentydetDesire” and twelve
by thirty feet for The Dragon,

Critical Reactions to Central Staging—Judging from the critical response to these
two centrally staged productions., the realistic dramasi seems to have benefited
to a greater extent from the staging than did the Irish fanfBise Dragon, Edythe King.
Alexander Inglis, and “the Itoroad,” a columnist for the Bms Evening Transcript.
unanimously praised the script and the performance of 'fieést the Playbox. They
considered the play eminently suitable for the intimatgisand were pleased with
the method of production. When the same cast performed the @i the picture-
frame stage of the old Playhouse, another set of criticeeMiaskin, Kenneth Taylor,
and the reviewer of the Los Angeles Times found the scripetaub inferior piece of
dramaturgy, flat in its dialogue and plot.

The difference in evaluation could undoubtedly be attebuio the application of
more rigorous critical standards. In the opinion of the stigator, an equally important
factor was the loss of the positive values which had accriged the extreme intimacy
of the central staging. The play was Indeed mediocre, buathars were able to slake
it seem a much better piece of work in the arena of the PlayBmqtional reactions
had come across more pointedly there. Furthermore therevia@scination for some
In being able to observe very keenly the reactions of theesmodi seated around the
players. As Edythe King explained:

Often it is most absorbing to see what the psychologicatetiea certain
situation in a play will be upon an audience, 'Desire. was défilsuoh
chances, . . . The listeners paused, cocked their heads, entliy
wriggled delightedly at the obvious discomfort of Lee Craschitect, ad-
mitting to his fiancee that he made love to his rich young tlieorder to
win success. How we enjoy others’ embarrassment! So we alt h@ame
thinking it was a fine play. . 3!

In the case of The Dragon no Mainstage performance can betlgicempared with

a centrally staged Playbox presentation, Stechhan, howesamented very specifi-
cally on the disadvantage of an arena performance for a @alistic play of this type,
"One needs perspective and illusion to lull him off to dragand,” he expoundedf
When seated so close to the actors with the other members afitfience all in view,
he found that he became too aware of himself as a spectatocotid not develop
the necessary belief in the comic fairy tale world of the playthis case the central
staging prevented rather than aided the viewer's absarpiithe "stage fiction.”

Horseshoe Staging

According to Cloyd Dalzell, Brown need the horseshoe varidmarena staging more
frequently than the complete central staging fdfiThe producer found limitations
in the four-Bided arrangement of the audience which couldyscome in the three-
sided plan. Horseshoe staging made it possible to presemntire audience with a

31Edythe King, "The Theatre,” Dark and Light, May, 1925.
32H. 0. Stechhan, loc. oil.
33Interview with Cloyd Dalzell, July 28, 1961.
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simultaneous and clear view of a scenic background, whilersintaining the plastic
value and intimacy of the arena.

.Three productions have so far been identified as stagedeitndhseshoe man-
ner. Ralph Freud described to the investigator the thréedsseating for ”Ehe Nativ-
ity,” and "Noah’s Deluge”; Fairfax Walkup reported the heskoe arrangement of The
Man Who Ate the 4Popomack. All three plays contained one imapb scenic item
which required viewing by the entire audience. In "“Hie Nét” it was the traditional
manger scene for the birth of Christ. In “Noah’s Deluge” thié Avas the mandatory
bit of scenery. In The 4n. Who Ate thePopoaiack, the atterdgfall had to be focussed
on a painting which hung on the wall of a picture gallery atsteet of the play and in
an apartment in the latter half of the performance.

Unified vs. Discontinuous Sets-Vhile the two centrally staged productions pre-
viously described were single set shows, maintaining wrfifylace, this was not true
of all of the above horseshoe presentations. Only “Noahlsifge” possessed a uni-
fied setting. The arena portion was a direct continuatioheftrk scene, representing
simply the ground in front of the Ark. By contrast the arendTihe Nativity” had no
continuity with the man ger set. The arena depicted a hilesoffom the stable in
Bethlehem. Consequently, in good medieval style, the meveiof the shepherds and
magic from the hill to the manger was a symbolic, conventiaed action. Here was
a departure from the customary actual!'sm of Playbox staging

Since it demanded a total of four separate settings whicmbguhysical continuity
from one to the other. The Man Who, Ate .the, Poponiack had i@ moamplex scenic
plan. The playwright had described a London art gallery é@fitst act, a drawing room
in the second, and a room in an apartment in the third andfaats. In addition, a
“flashback’l scene in the second act called for a dining rooattiome in China, These
individual scenes were arranged in the following manneh@Rlaybox:

1. The art gallery occupied the east end of the Central Roondrapery wall
stretched across the East Alcove.

2. The drawing room was situated in the west portion of thet@éRoom.

3. The Chinese set was probably placed temporarily in thewhere the art gallery
had been located,

4. The roomin the apartment also occupied this same eagietfampof the Central
Room.

L Staging

At least two playe, March Hares and Bernice, were given Listpgt the P4airoaks
Playbox. In this form the audience sat along two contiguoaliswvhile the set -was
arranged along the other two walls of the studio. This pattiena provided more area
for scenic backing than could be obtained in horseshoergjagi

For March Hares the audience sat along the north wall of th@r@eRoom and
in the West Room. The furniture of the set, which represeatdiding room, was
distributed so that the bulk of it occupied the area near tieplfice at the east end of
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the Central Room. A space along the south wall at the westetofthe Central Room
served as a second scenic area. A sofa located in this sesmmfigured importantly
in the climactic scene of the mock-seduction.

I” gernice the two sections of the audience ranged alongdbthsvall and in front
of the West Room, The two scenic walls were most useful in phégluction. The
north wall provided the expanse of windows through whictueartal sunlight could
be simulated. The eastern wall of the set, which consistellagfery hung in front of
the East Alcove, was broken by entranoeways leading in flteeréom of the dead
woman and from the street,

Groupings.—According to the production script of Bemicea Helen Edthnped
the positions of the actors so that they were on sonic oceasitting or standing par-
allel to the north wall, at other times along the east wallnetimes in an "L” grouping
along both walls,

In her notations for positions and movement, the directtaimed the traditional
terms of "upstage” and “downstage,” but, significantly, idea the use of "right” or
"left.”

Turnabout Staging

The form which the investigator has called turnabout siagias especially useful for
multi-set plays in the studio theatre. In this form the sedsenocated at opposite ends
of the theatre while the audience sat in between them. Sihspectators sat facing
the set being used, the relationship was essentially trenabtaging. The advantages
of the turnabout method were these:

1. Completely separate scenic areas could be provided.

2. In a two-eefc play the locale of the action could changeagptwithout having
to move any items of scenery. The audience shifted rathertthe sets. (In a
three-set play, of course, one of the Bete had to be struclkatenmoom for the
third scene.)

To make the turning of the seats simple and convenient foatfitence. Brown
had provided very light weight chairs. In general the audéanas required to perform
the shift during intermissions. The limited size of the aundie helped to keep the
turnabout a relatively uncomplicated task.

Turnabout staging took place in at least three productitims:American one-act
program; the Shaw Cycle of one-act plays, and Anthony andaArmn all three pro-
ductions the audience sat in the Central Room, while theveets located at the east
end of the studio and in the West Room. Only one shift of thérsii@ok place in each
of these performances. It occurred after the first of two piaythe American one-act
program, after the second of three plays in the Shaw Cycleaéter the first of three
acts in Anthony and Anna.

Simultaneous Settings with Audience Movement

A method of Btaging which might be considered a variant ofttireabout technique
involved the placement of three or more sets around the aceid his practice bore a
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Btrong Bimilarity to the medieval technique of simultanedettings. AB Way Rose
Borum described the simultaneous staging at the Playbaxidus parts of the same
play might take place in several parts of the room, with the¢ience moving about to
accommodate itself to the action. . 34”

A play which may have been staged in this manner was The gralso@, A
description of the Playbox production of this play, as giiethe Recital Hall of the
new Playhouse building, stated clearly that "the three esseme already set before the
drama begins®

The fragmentary evidence concerning the production ofickusit the Fairoaks
Playbox also suggests that it may have been given a form adgvaround” simul-
taneous staging. The setting of the first and fourth actdathgers. office, was located
at the east end of the Central Room; the courtroom set of tenseact was probably
situated in the West Room; the warden’s office and the row ks,aghich constituted
the sets for the third act, may have been arranged along ththRBwo north walls of
the Central Room. If such an arrangement had been used, tlenaa would have
executed at least two complete turnabouts and possibly stimee maneuvers of their
chairs during the performané@.

End Staging

At the Fairoaks Playbox, Brown by no means diBearded thetitvadl placement of
the audience directly opposite the acting area. The inyasti found evidence for the
end staging of five productions: The Truth About Blayds, &dland Melisande, 'She
Tragedy of Nanj The Discovery, and The Mollusc. Althoughr¢heere similarities
between the end staging of the Playbox and prosceniumestaggormances, there
were also significant differences:

1. The acting areas in three of the Playbox productions wedatively deeper than
normal sets in proscenium staging,

2. One Playbox production had an unusually wide scenic area,

3. Portions of the acting space in two of the productionsiod into the audience
areas.

34Borum, op cit.i p. 104-.

35[Alice Baskin], The Star-News Critic, Pasadena Star-Newysil 16, 1926.

36An interesting sequel to the simultaneous staging of the&&s Playbox occurred in the design of the
Herkimer Playbox. Brown'’s second flexible arena theatre¢ainad four alcove stages which surrounded a
central room. A different set could therefore be placed thea the stages, surrounding an audience seated
in the center of the theatre. The practice of having the awdieshift their chairs to face the various sets
continued in the second Playbox along the same lines as rdiheaks studio.

When Paul Baker opened his Studio Theatre at Baylor Uniyensi1l941. he considered its design a
radical innovation. It was, nevertheless, very similarttmugh much larger than, the Herkimer Playbox
which had preceded it by eleven years. The concept of stdgesdoon three sides of the audience had
been proposed by the Austrian designer, Oscar Strnad pri®22. Much greater priority may be found in
the design by Furtenbaoh, who according to Kenneth Kaogpheahin the seventeenth century "laid out a
square theatre with a stage in each corner.” (Kenneth Maag@amd R. E. Jones, Continental Stagecraft, p.
199.)
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Deep Acting Areas—In Pel teas and Melisande, The Tragedy of Nan and The Mol-
lusc the acting areas possessed greater depth than widivwak the reverse of the
normal proportions of sets in proscenium-framed theatesPelleas the total scenic
area viewed by the audience comprised a space seven fediyagiproximately twen-
tyeight to thirty-six feet long. According to the investtgds reconstructions, the sets
for Nan and The Mollusc both occupied a depth of about twéintge feet and a width
varying from thirteen to seventeen feet.

In the case of Pelleas and Melisande, Brown sought an effegeat distance in
keeping with the dream-like quality of the play. In the ottweo productions, the depth
of the acting areas resulted partially from an attempt topemsate for the limitation
imposed by the narrow archway of the West Room. An additioaate for the

depth was the extension of the set into the Central Room gonth@ane might
consider the archway as a proscenium.

Width of Acting Area .—An exception to the practice of using greater depth than
width in the end staging occurred in the production of Thebigry. This presentation
offered an unusually wide acting area containing threeifiure groupings. According
to the estimate of the investigator, the total space reddorehe actors extended from
thirty-five to a possible fifty feet, east to west, Since threes of audience seating
also stretched out from east to west, the average depth atthgy area could not have
been over nine feet,

Intrusion of Acting Areas into the Audience —Consistent with the purposes of this
non-proscenium theatre, the acting areas in The Discoveryfhe Mollusc penetrated
the space set aside for the spectators. In The Discovepnaoibk place at the fireplace
at the northeast end of the studio, a location which wouldeHasen between two
sections of bhe audience. In TheMbilusc actors made ergsafiom the hall door
behind the audience, following a path which went alongdieaows of the spectatorsl
chairs down to the main portion of the set in the West Room.

The Scenery

Contemporary descriptions, photographs, and later statesrby Gilmor Brown and
Maurice Wells were all in accord that the director useddittbnventional scenery at
the Fairoaks Playbox. Fairfax walkup wrote in February,6:92

There is no stage setting in the usual sense but the sugyestioe time
and place is attained through the use of an occasional dhbie and
couch, with curtains. . 37

Alice Baskin confirmed the fact that the Playbox used "babpetatory methods stripped
of all extraneous aids to illusion, such as footlights, seid properties of anything but
the most sketchy charactéf”’Another Journalist described the studio theatre as having
been operated "for the purpose of experimenting with thelpcton of plays without

S7Fairfax P. Walkup, "Costumess Playhouse and Playbox, f@ala Southland, February, 1926, [POP 6,
p.192.]
38[Alice Baskin3, The Star-Hews Critic, Pasadena Star-Newvpsil 16, 1926. [PB I, p. 33.]
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settings,®° [Underlining not in original,] In Brown’s words “Limited mperties and
slight indications of locale were enough to suggest difiesettings.*° The producer
saw a great value in having "no elaborate production forrtmilsamper the play**

Furniture Groupings

In general the differentiation of the place of action oazmeerrom the furniture, prop-
erties and costumes than from actual scenic backgrounds \&as the case whether
a play was given end staging, central staging or one of tHangiorms. The furniture
groupings which thus constituted the settings were oftéremely siagple. Vignette
settings were used in such multi-scened productions aisdLishe Great Galeoto, and
The Discovery, In Justice the lawyers. office and the prisarden’s office each con-
tained no acre than a table and two chairs. In The Great Galasettee, a chair, and
candelabra sufficed to represent the drawing room of thetiyeBlon Julian.

Because of the importance of the furniture in establishirggenvironment of each
play. Brown and his directors paid great attention to ites@n. The friendship of
a number of dealers in fine furniture was of considerable.hBi@dford Perrin, the
owner of Pasadena’s Serendipity Shop lent pieces from Hisction to capture the
early nineteenth century period in The Tragedy of Nan. (He alayed a role in the
production.) The Meyer and Di Segni Gallery of Los Angelesvided the antique
table and benches needed for the architect’s office in "Bésirhe careful choice of
period furniture was also notable in The Discovery, whidhtéeed such authentic and
beautiful Items as the dressing table and chair in the Flste For that production
Brown also borrowed a harpsichord from a private Individual

Permanent Architectural Features as Scenery

For inoet of the productions, the permanent structure ofthdio interior served ad-
equately ae scenic background. There was a variety of femtordraw from; two
fireplaces, windows of differing widths, an archway, a st@ase, a dutch door, a hall
door, ceilings of different heights. The architecturalestyas sufficiently plain to adapt
to the needs of many plays. Furthermore the mixture of cdldabs which had been
applied in the pointillistic painting of the walls, perngtt the surfaces to take on a
range of color according to the types of gels used in the igfnsl

Introduction of Scenic Devices

In addition to the permanent architectural features andutméture groupings, the set-
tings employed simple scenic elements which were introduseneeded. Drapery,
screens, tapestries, items which had been prominent iretsigrts of the "Mew Stage-
craft,” found a place in the studio theatre. For Brown theyena very natural carry
over of ecenio practices already employed in the old Plagbduwilding and in the
recent performances of the Gilmor Brown Players,

39pasadena Morning Sun, May 26, 1927. [PCP 8, p. 190.]
40Gilmor Brown, "A Dream on a Dime,” p. 172.
41bid.
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In many of the Fairoaks Playbox productions, the producemghdark curtains
across the front of the East Alcove. The curtains appearéukimpening production
as an unbroken wall against which was suspended the parfriie venerable poet
Blayds, In The Man Who Ate the Popo” mack the same draperyrhedhe wall of an
art gallery. In Bern4cCa Anthony and Anna. and Justice agateways were created
through openings in the curtains. In "Desire” the draperyaapntly closed off only
half of the East Alcove.

Curtains functioned somewhat differently in Pelleas andl B#mde. Hanging from
the heavy cross beams of the Central Room, the curtains wéeslppen to reveal tiny
sets at different levels of depth. They functioned therefimth as wings in the settings
and as traverse curtains.

Screens played an important part in the mounting of The Digo To give the
studio a greater atmosphere of elegance befitting the hdaseknglish nobleman, the
producer obtained two sets of gold screens. One of thesedueassbacking behind a
sofa (Fig. 44), effectively masking off a part of the wall bétCentral Room. The other
gold screen probably furnished the hiding place for therfaot at Mrs. Knightly’B.
The principle scenic backing for the Knightly drawing roorasitself a screen arrange-
ment of small theatrical flats. On these flats candles and @nprovided decorative
elements.

In the same production, a tapestry covered a section of thth sall of the Central
Room in the area where the harpsichord was placed. The tasestplemented the
effect of luxury suggested by the gold screens.

Set Pieces-Besides the draperies, screens, and tapestries, semailt smits repre-
senting more specific locales were employed. Such unitsbpisces” were important
in the production of Pel teas and Melisande. Photographsesft bits of scenery re-
vealed the producer.s goal of stylization in the settingthefMaeterlinck drama. The
scene depicting the fountain in the park, for example, atediof a two-dimensional
unit cut out of beaver board, placed behind a small platf@roro this beaver board
fountain silver-tinsel streams of water dripped down. (24.)

The Lighting

The Lighting System

The overhead lighting system of the Fairoaks Playbox cowdtl e taken as a proto-
type for today’s arena theatre installations. The comptmnefithe system were: baby
spotlights mounted on the three cross beams of the Cent@hRdloodlights placed
outside the building; thirty-five floor and wall outlets spdethroughout the studio; a
switchboard with dimmers for five circuits, situated in a #mantrol booth adjacent
to the southwest corner of the Central Room.

Since the beams on which the spotlights were mounted wesndeet apart, the
instruments were spread directly over a fourteen foot expamthe middle of the Cen-
tral Room. Prom these positions, at a height eleven feeteattm/floor, the spotlights
could throw light into all parts of the studio. The exteriardtlights were mounted as
needed for each production. They were used mainly to illateitthe rear porch, and
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to throw light into the studio through the windows.

Charaoteyisties of the Lighting

The lighting of the Fairoaks Playbox had a number of speaiatfions and character-
istics!

1. Itreplaced the stage curtain as a means of opening andgksenes and acts.
2. It played a dominant role in defining the acting areas.

3. Attimes it pinpointed extremely small areas,
4

. The exterior illumination made it possible to carry théi@t of a play to the
outside of the building.

5. Mon-electric lighting occasionally supplemented thextrical system for special
effects.

The Fairoaks Playbox used blackouts to replace the tradit&iage curtain. Brown
had previously followed this practice in his outdoor protifes and had witnessed its
use indoors on the open platform stage of Wheeler Hall in &eyk California. Mrs.
Baskin attested to the fact that Playbox actors took thaitgsd on the set in a blackout
before each scerfé. Ralph Preud confirmed this observation. He explained to the
investigator how the directors made use of fluorescent paimen it first came on the
market, to provide guide lines in the dark for the actbtrs.

In the absence of a stage platform and proscenium archgthing played a major
role in defining the limits of the acting areas. While Brownnied great intimacy, he
still wished to retain this one boundary between the audiemd the actors. The use
of baby spotlights apparently reduced the amount of light spon the audience. In
such a centrally staged production as The Dragons howevaugh light played upon
the spectators to make them quite visible to each other.

When only a very small acting area was needed for a scene ayaipivas possi-
ble with the baby spotlights to pinpoint that location, liegvthe rest of the studio in
darkness. Vignette lighting which isolated the actors is thanner occurred in The
Discovery. It also was used in Pelleas and Melisande, anil inabability in Justice
and The Man Who Ate the Popomack.

Floodlights placed outside the building were a somewhasualfeature of the
lighting. By illuminating the rear porch, the floodlightsahied it to become an actual
part of the settings of such plays as The Mollusc and "Thekwatker’s Child.” For
morning or afternoon scenes, entrances through the reawdgaould be made in
simulated daylight. When placed next to the windows of themwall, as in Bemice,
the floodlights could bathe the Central ROOBI with an imgatof autumnal sunlight.
One of the photographs of 15ie Truth About Blayds shows tisitipa of a floodlight
outside a window of the Central Room (Fig. 57).

42The Star News Critic, Pasadena Star News, April 16, 1926.
43Interview with Ralph Freud, April 28, 1961.
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Figure 8.1: Maurice Wells as Oliver BlaydB-Conway in The firdbout BlaydB, He
is sfcanding at the first window west of the fireplace in thetmevall of the Fairoaks
Playbox. The edge of a floodlight may be seen at the left enldeofvindow.

On occasion other forms of illumination supplemented tleeteical lighting, prin-
cipally for atmospheric effect. An example of this was thethaf tall candles which
burned throughout the studio in The Discovery. Lanternsesk@ sisiilar purpose
in creating the atmosphere for the manger Bcene in "Hie gl In Pelleas and
Melisande one scene made a particularly effective use aflelight. The two lovers
each carried a tall candle as they came toward each other assageway. Aa they
parted, the candlelight flickering upon Pelleas’ face higighd the emotional reaction.
Edythe King was greatly impressed by the picture thus cdeate

Pelleas shields his taper with his hand as he walks straighhstage,
until he is almost upon us, impressing that dazed hauntddupon the
audiencej coming on,till within a foot of the front row,thiage is wiped
out in darkness, both candles snuffed; the picture déne.

The Acting Technique

Simplicity and sincerity were the two qualities Brown.sbufyom his actors in the
Fairoaks Playbox, These were the same attributes he hadasimptl to the actors of

44Edythe King, "The Theatre,” Dark and Light, January, 1925.
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the Pasadena ConBaunity Playhouse in the years prior t@timeling of the Playbox.
As Brown explained to the investigator, he had always betidhat

Acting with genuine sincerity is the roost important thifigpere is always
the tendency to turn to acting 'acting. .

If an actor is working for an effect only, he needs to be toleclily that
it's falseit isn't rightit isn’t sincere’>

In the early years of the Playhouse he had helped his amadgormers to seek out
the inner meaning of the plays and determine the true maivabf their characters.
He had urged the actors to perform honestly without strifargeffect. According to
Inglis, this approach made it possible for Brown to obtaindjcesults with relalively
untrained actors, even in difficult pla§s.

When the producer began presenting plays in his intimatithée found that this
sincerity was of even greater importance than on the coiormailtstage. Idttle escaped
the eye or ear of the spectator. Any failure of an actor toelelin the scene he was
performing became highly magnified under the "microscoizej of the audience.
As Inglis observed, faults which slight perhaps pass ueedtbn the ordinary stage
could be "brought out al” most luridly by the Playbox methddgeoduction.*’ Call-
ing Brown'’s theatre a "close-up” stage, H. 0. Stechhan dmred exaggeration the
greatest pitfall to be avoided by the actéts.

Because of this close and therefore relatively enlarged wvithe actors, the pro-
ducer concluded that the Playbox demanded a definite refimeofigealistic, repre-
sentational acting, 4e player had to learn to hide hie tegleeven more than in con-
ventional theatres, "Any technical means of achieving ltesuBrown pointed out,
“become . . . appallingly apparent.” Stage projection wasodplace. The actors had
to use a level of vocal and bodily projection approaching ttiaeal life. Furthermore
they had to be careful to play emotional reactions strictlgach other and avoid direct-
ing them to the audience, In the representational produgtichich were predominant
at the Fairoaks Playbox the audience could become embadraden actors failed to
play to each other. A Brown explained the problem:

If this restraint is not achieved, the members of the audier@ase to be
'less communicative members of the family sitting in silerirc the corner
of the home. and become outsiders forced to witness at ciosgerthe
emotions of people who, however deep our sympathy with treemstill
strangers?

In other words the spectators might begin to feel that thesewew too insnediately
involved in the events of the drama. In spite of the goal ofgitgl and psychological
intimacy, a measure of aesthetic distance had to be maéutain

45Interview with Gilmor Brown, May 18, 1959

46[Alexander Inglis3, Pasadena Star-News, n.d., season2d-29, prior to April, 1925.

47Alexander Inglis, "-The Truth About Blayds: Some views oe tlecent Playbox production.” [PB I, p.
8]
484, 0. Steehhan, California Graphic. March 0, 1926. [POP @40.]
49Gilmor Brown, "Confidential Theatre,” p. 25.



220 RAW SCAN — NOT YET PROOF READ

In the Fairoaks Playbox, therefore, the actor had to worlafstrong, sincere iden-
tification with his character, He needed to avoid obviousithieal effects, maintain
strict concentration, and exercise restraint in voice astige. The way in which this
refinement of realistic acting was pursued may be seen thrthe comments of a
nuiriber of observers,

Sincerity

Inglis frequently spoke of the sincerity displayed by Playtactors. When Maurice
l4ells portrayed Napoleon in "“Rie Man of Destiny,” the @citlaimed that

He lived the part of the cool calculating soldier; gallantamithe occasion
suited him, but cruel when he wanted his own ends achievetiharin-
dued [sic 3 the character with a human quality at once subtjgsstive
and vividly penetrating®

As Palder in Justice Wells was commended for hie "genuinalyese treatment of the
part.®!

In his own work Gilmor Brown showed that he practiced what teaphed. When
the Playbox production of Anthony and Anna was taken to loagdh for a special per-
formance, the local reviewer remarked that "Gilmor Browmed up to his reputation.
He did not seem to be acting at all. He was old Jacob P&nn.”

Even in the farcical March Hares the actors followed the guide of sincerity.
Edythe King reported that "the characters were so cleadydrthat one felt ashamed
of laughing aloud. . . 38

Only a few of the reviews of the productions made negativeroents concerning
the acting. Of this limited number of negative evaluatiamse actually pointed out
examples of insincerity. In a few instances, however, tiisnoted that certain actors
were not well cast for the roles they were performing. Ingtiasidered Robert Griffin
too business-like for a hero-worshiping poet in The

ch.

Truth About Blayds* Alice Baskin thought that Tabatha Goodman was "not so-
phisticated enough for the luring -widow” in "Desire>’

Concentration

One of the basic purposes behind the establishment of theadkai Playbox was the
desire to give the Pasadena actors unusual training in ntratien. As Ralph Freud re-
called, "the actors were trying to lessen their consciosséthe audience.s presence,
” they were learning to block out the audiencé@.”

S0Alexander Inglis, Three Dramas by Shaw are Presented, deassStar-News. February 2, 1926, [PB |,
p. 28.3

51| ibido Pasadena Star-Newsi April 26, 1927. [PB |, P. 51.

52 ong Beach [California] gun, January 5, 1927. [POP 8, p. J43.

53Edythe King, "The Theatre,” Dark and LIP41JJ circa Februa82s. [PB I, p. 12.3

54alexander Inglis, "The Truth About Blayds: Some views . qtl fiit

55The Star-News Critic, Pasadena Star-News, April 14, 1925.

S8Interview with Ralph Freud, April 13, 196l.
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In the first season of the studio theatre, a critic marvelgti@way in which the
actors sustained their concentration in such an absurd &xélarch Hares:

To follow clever line with nonsense in rapid succession,levhiithin five
feet of you sits an audience squirming with amusement arghtau, and
not once drop the thought of the character you are playing,test for
anyone’s concentratiotf.

In appraising the training in concentration which the astorderwent, Mrs, Walkup
concluded that "the majority develop astonishingly unéiese conditions . . . finding
it necessary to stay in character all the time, never letlimgn for a moment % She
conceded, however, that there had been some performersouttbroot maintain their
concentration in the extreme Intimacy of the Playbox. Theeitevas an extreme self
consciousness which could not be eradicated. In the casesé tactors, "the exper-
iment [was] not repeated® In later years Mrs, Walkup recalled her own Initiation
as a performer at the Fairoaks Playbox as an experiencesimithaving undressed
before an open window®

Reviews of fche productions have yielded little in. formoatias to which actors
had been the self-conscious ones. The only specific reptaipsés in concentration
came from Mrs. BaskAn in her review of The Pi sco very. Irolticthe two offend-
ers were the Playbox directors, Brown and Wells, both of wiaated in the play. At
several points in the performance, the critic caught Brovamging over at the other
performers, more concerned with his task a a director tham astor. In the same per-
formance Veils had apparently revealed some self-conso&ss. Mrs. Baskin did not
name him directly, but her comment seema to have appliedtio 8he had perceived
"an occasional vibrant tenseness in one of the clevere$teojounger actors, whose
extreme sensitiveness to environments | have before thésirad the Playhousé&Y

Restraint

Many of the comments on productions at the Fairoaks Playlawe Ispoken of the
restraint displayed in the acting. Critics repeatedly imeth terms as "delicate,” “sub-
tle,” and "restrained.” The restraint characterized the

physical aspects of the performance, the level of vocal amdgmimic projection,
and the control of emotional reactlona,

The vocal side of Playbox performances particularly impeelscritics. In 1925 the
full-voiced projection which marked much nineteenth ceytacting had by no means
disappeared from regular connroercial productions in e L

Angeles area. Harry Carr found that the Playbox actors abttie "shouting”
which was common in other theatr&s.

57Edythe King, loc. cit.

58"Fairfax P. Walkup, "Costumes: Playhouse and Playbox, dibc
59bid.

80Interview with Fairfax P. Valkup, August 10, 1961.

61The Star-News Critic, Pasadena Star-News, November 4, 1925
82iiarry Carr, loc. cit.
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Mrs. Baskin testified that a distinctive feature of Playbekireg was the "general
tendency to keep the voice at conversational piférSignificantly she made this com-
ment in reference to the performance of .Rie Great Qaleofdya\Which could have
easily led the actors into heightened projection.

Mot only was the vocal projection kept to a conversationatlebut the style of
delivery was molded after natural speech. The young acfdhed’laybox were taught
to avoid the exaggerations of the older style of stage dictids Carr indicated, they
were not given to “wailing out 'Hevah, nev-ah, nev-ah,” whhay mean never, never,
never,” They were required, he said "to Bpeak in an ordinaagyral way,®*

The impact of the newly acquired low-key projection affeltee Playbox actors in
their first season when they took productions from the inténtlaeatre to regular-Bleed
houses. The Truth About BlaydSJ for example, played a bepefformance in the
new auditorium of Pasadena’s Shakespeare Club. The aadradt yet learned to
re-adJust their Playbox projection level to make it fit theditons of a much larger
theatre. The audience had to strain to hear many of the lespgcially in the earlier
part of the play, Helen Hard!son, playing the female leads wamoments almost
inaudible$® During the entire preceding

season when she performed in a number of Pasadena Playhodsetpns on the
Mainstage, she had drawn no criticism of her vocal deliv€he incident revealed that
the actors had needed to learn a new technique for the Plaghexvhich was suited to
the intimate theatre and had to be kept separate from thaitpehof the conventional
stage.

Brown and his directors sought emotional subtlety as wetlaawersational deliv-
ery in many of the Playbox presentations. "Desire” imprdssdythe King with the
great delicacy of the actir®. The Santa Monica critic, Dorothy Warren, noted Helene
Millard’s "delicacy of voice and manner” in The Man Who AtestPopomack. Bring-
ing emotional seriousness to a tragi-comedy which frequéotrdered on the absurd.
Miss Millard portrayed a mixture of pity, love, and disgusttw’admirable restraint®”

The Playbox actors received praise for performing severalezlies as comedies
rather than as farces, and for controlling the emotionalesbf one drama so that it did
not become a melodrama. Cloyd Dalzell was commended for bdeiw The Mollusc,
in which she carried through the "vivid simpering dialoguwgghout developing the
play into farce.®® Under Ralph Freud’s direction The Dragon was broadly pewéat
but kept within the bounds of comedy;

So cleverly is the comic element handled by the players thahier be-
comes farce at all, but is truly a 'fantastic comedy.. Bro#dats that
oould easily become ludicrous only become exaggeratedagmieh de-
licious comedy, smacking of the grotesque and the carieabut always
within the limits of genuine comedy?

63The Star-News Critic, Pasadena Star-News, April 16, 1926.

84Harry Carr, loc. cit.

65Alioe H. Baskinl, The Star-News Critic, Pasadena Star-Néwedruary 13, 1925, [POP 5, p. 127,]
66Edythe King, "The Theatre,” Dark and Light, May, 1925.

67Dorothy Warren, Santa Monica Outlook, May 11, 1925.

68Alexander Inglis, Pasadena Star-News, March 20, 1926.

891bld., [n.d.], circa May 4, 1926.
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The tragedy which was performed with sufficient restrainptevent its turning
into a melodrama was The Great Oaleoto.. Inglis commendeddtors, remarking
that “All the players sensed the possibilities of the playrfeelodrama and kept it well
out of that category?

The conversational projection level and the emotionata@stof the Fairoaks Play-
box became the basic technique advocated by Gilmor Brovaugirout hi a thirtyfive
year of production in flexible arena theatres. Charles Lafiém actor who performed
at the Herkiiaer Playbox during its first decade of operatias reported on Brown.
teaching of the intimate acting technique!

Everything had to be scaled way down.movement, projectidamworked
very hard at that. Gilaaor taught Us,

When sound motion pictures and ultimately television depetl into important
media. Brown recognized that Idie acting technique regiuioe them was essentially
the technique he had explored in the Fairoaks Playbox dthimgays of silent filmg?

Acting Styles

The principal acting style employed at the Fairoaks Playiasbeen shown to be real-
istic and representational, matching the style of writifithe greatest number of plays
presented there. One third of the productions, however wkays written in a style
other than that of twentieth century realism. 'Ehis grouplalys included the dramas
Pellcas and Melisandei The Great Qaleoto4 and “The Nat®ithhe comedies, The
Discovery4 The Dragon4 and "Noah’s Deluge,” and the tramiedy The Man Vho
Ate the Popomack, Did ths performances of these plays aefrian the predominant
realistic acting style of the Playbox? Did presentatiortdilg occur in these produc-
tions?

From the evidence discovered to date, one can concludenia was almost no
intentional playing to the audience at the Fairoaks Playbxall the reviews of the
performances there is mention of only one instance of daédtess to the audience. In
"Noah’s Deluge,” Brown appeared as the 'Sow, Crier, a charagf his own creation.
and "urged the citizens to good behavior.” Since the progdiaiad no townspeople
as meribers of the cast. Brown must have been addressingghtd audience. This
action presumably occurred before the play itself began,

The conclusion that presentational acting was definitebjdad in the studio the-
atre is further supported by the descriptions of the pradastof 4Bie Discovery, This
coreedy was clearly written in a style extremely suitable &md almost demanding,
presentational staging. In eighteenth century fashiamritained numerous asides and
soliloquies which could appropriately be directed towaelaudience. A few examples
will lllustrate the nature of the playwriting technique.

In the Second Act of The Disco very s lord Medway tries to ageaa marriage for
hie daughter -with Sir Anthony Branville. During his consation with Sir Anthony,

70Xbidx April 9, 1926.
“nterview with Charles Lane, June 21, 1961.
72Gilmor Brown, "A Dreaia on a Dime,” p. 177.
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Lord Medway delivers the aside, "I won't lose the old fool it&n help it.” In the
Fifth Act, the amorous widow, seeking a response from thegmnmittal Pootaian,
suddenly observes in an aside, "Jealous 1 A happy sign,”

In addition to asides, an ample number of soliloquies wea#teseed throughout the
play. After his tearful daughter has gone out of the room @Rhst Act, Lord Medway
comments:

This is the plague of having daughters; no sooner out of tleeiding
strings than in loveand always with the wrong roan. | onlyrdouyself
lucky that her passion is not for some handsocie young groofoat-
man/3

Similarly, the widow, Mrs. Knightly, after her first enco@ntwith the handsome foot-
man, rhapsodizes;

Alas, ny poor susceptible heart. What a form, what manly gradhat
captivating music in his voice. Beside this Adonis, Medwsayaipoor,
inconsiderable fellow. . /4

Confronted with a play written in this style, one might expttat the Playbox
producer would have had his actors play some of It to the agdie Alice Baskin
has reported, however, that not only did the actors play detely to each other, but
that they blotted out the audience so effectively that shterrfeisible, "stranded on
the side lines? The significance of this evidence becomes heightened whisn it
realized that on the Mainstage Brown produced numerous pltathe presentational
style, especially period pieces.

While the presenfcational technique was avoided, someoappes to a Btyle
other than the realistic occurred in connection with théqrarances of Pelleas and
Melisande4 The Man Who Ate the Popomack4 and The Dragon.llmsBend Melisande,
the producer and his associate had attempted to captureystecah quality of Mater-
linck. poetic drama. Reinforcing the penumbral atmosploegated by the lighting,
the actors spoke their lines in a soft, breathless mannegir Speech was therefore
even more subdued than the usual conversational mode g€deliThe voices were
orchestrated for tonal quality and rhythm,

A special vocal style was also employed in The Man Who Ate thpamack,
The actors spoke in hushed voices, maintaining a rapid termothe unfortunate
Belvoir, Wells tried to suggest a dream-like state in thosemants of the play when the
fantasies of his character were depicted. Dorothy Warrecrdeed the "atroosphere
of magic” which the young actor brought to his role, "There&spaces in his work,”
she declared, "in which he Mysteriously suggested thosardar-away flashes that
come to us of dreadful moments in eons past,”

In The Dragon as discussed above, Freud elicited a broad comedy styteHi®
actors. It departed slightly from the realistic mode of otmmedy performances at the

73Mrs. Prances Sheridan, The Discovery, p. 18.

"41bid,, p. 90.

75[Alice Baskin], The Star-Mews Critic, Pasadena Star-NeMevember 4, 1925,
7&Dorothy Warren, loc cit.
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Fairoaks Playbox, in that it contained touches of the goptesRoger Stanton recalled
the sudden appearance of a weird-looking old man with aedly long beard? At
the end of the play the Qreen Dragon naist also have createghgs effect as he thrust
his head in through a window and revealed his distaste fargehimans.

The Use of Makeup

Since the artistic goal of the Fairoaks Playbox was notzdithn, but a heightened
illusion of reality, the actors. use of makeup was directslard attaining a very

natural appearance in snost of the productions. The peéfariguickly discovered
the need to subdue or eliminate theatrical makeup, MaurieésY¥who mainly played

youthful characters, did not use makeup. He told the ingesir, "I used no base,
rouge, lipstick, or eye shadow. | just powdered dofWhen the Playbox performers
gave

the special benefit presentation of The Truth About Blayls,reviewer reported
that "Throughout there Is no more makeup than Is essentigflg that of turning
Mr. Brown’s youth to Blayd's age” Douglass Montgomery, who liked to favor his
audience at the Playhouse with an ample amount of makeupohsedtold to "tone it
way down” when he appeared in the Play58x.

When special effect were needed, they were made subtle bisoupat they would
not disturb the audience. The treatment of bleeding exdieplhis practice. In The
Great galeoto, Edgar Lear had to be carried in severely wediadter a duel. The
blood effect was suggestive, but not shocking. Alice Bas&ported that it was

most interestingly qualified to meet the unusual exigenzfietose contact
with the audience and yet at the same time convey to the felbtbody
extremity of his conditior¥..

Photographs of the productions reveal the general sulifatye actors’ makeup.
A portrait of Wella in The Truth About Blayds Shows no tracésheatrical makeup.
(Fig. 57.5 To transform himself into a middle-aged man insheme production, the
young actor Robert Griffin used subtly drawn wrinkle lineshimface and a smoothly
blended patch of gray in his h&#.The cast of the drama

The Ship wore very little, or no, makeup. Only one of the methigroup pho-
tograph, Joe Kearns, who played the role of young Jack Thuhad a made-up look.
Applying his makeup with less subtlety than the others, Keagyebrows seem to have
been penciled over and his eye shadow is noticeable (Fig. 58)

The makeup for Pelleas and Melisande was slightly less alatiian that in the
realistic dramas, but was still not "stylized.” Mervin Wiims appears in the scene at
the fountain to have an extremely white face, and strondindd lips. Part of the effect

""Interview with Roger Stanton, August 15, 196l.

"8Interview with Maurice Wells, June 10, 1961.

"Sfy[Alice Baskin], The Star-News Critic, Pasadena Star-MéwFebruary 13, 1925.

80Wells, loc. cit.

81(Alice Baskin3, The Star-News Critic, Pasadena Star-He\ysi 16, 1926.

82This makeup may be seen in a photograph in the Playbox savkg®® I, not reproduced here.
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Figure 8.2: The east of The Ship, Seated, from left to rightli&dkh Evans, Marthe Al-
lan, Betty Elliot, Joe Kearns. Standing; William Earle, RdiFreeman, Helen Staate,
Ruth Jewett. The actors are Btanding at the northwest cofrtee Central Room.

in the photograph resulted from the very bright lightingdiskut part undoubtedly
came from the makeup itself. In another scene, Robert Gridfipears as Go laud,
wearing a somewhat “stiff” wig, but a fairly natural beard.

Two characterizations at tee Playbox required actors tanasshe appearance
of advanced age. The thirty-eight-year-old Brown portchtfee ninety-year-old poet
Oliver Blayds. Marine Allan, who was about thirty, took thae of an eighty-three-
year-old woman In The Ship,

To represent the poet. Brown used deep furrowing under hes,ayith ample
shadowing for the sunken effect of extreme age. He put a deradhle amount of
whitener in his hair. Two photographs reveal his makeup amextreme close-up, the
other a group shot. In the close-up, definite lines can be deam on the forehead, at
the corners of the mouth, and above the bridge of the noshisiptiotograph, the actor
looks definitely "made-up.” (Fig. 59.) In the group pictuh@wever, which represents
Brown as he would have appeared to an audience member seated fifteen feet
away, the makeup blends together (Fig, 2b). It is a highliekable likeness of an old
man. Curiously, Brown took on in this group photograph aliles exact appearance
he presented in real life at the age of seventy-three whemtestigator interviewed
him.

The makeup used by Marthe Allan as old Mrs. Thurlow appediesin close-up
as well as in group photographs. The furrows fanning out aswindfrom the nose
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are produced by carefully blended shadows. The backs ofahdshare made up to
highlight the tendons. The wig and bonnet aid in the remdekmansformation of the
attractive boyishlooking young lady into the dignified gilamother. (Fig. 60.)

The Actors

The actors of the Fairoaks Playbox did not form any permaoemipany. In twenty-
one productions. Brown used 105 actors to fill 183 roles. Withis massive group
there was a core of sixteen actors who performed with ab@rage frequency. Fifteen
members of this group played in from three to six productieash, while one, Mau-
rice Wells, appeared in a total of twelve productions. Theaimder of the personnel
consisted of nineteen actors who served in two productiach,eand seventy actors
who made single appearandgs.

Categories of Actors—The core group of the actors at the Palroaks Playbox inay
be divided into categories according to their goals and epee as follows: seven
beginning professionals; three established profesgigsad non-profesBionalfl

The beginning professionals consisted of young perfornmeostly in their twen-
ties, who became paid professional actors at the time ohantly after their Playbox
work. The names and number of productions for this group wdeairice Wells (12)4
CurtisB Amall (6); Mervin Williams (4); Helenita Liebergdter known professlonally
ae Ellen Hall) W; Helene Millard (3)5 Robert E.

Oriffin (3); William Earle (actual name, William Earle Qunn(3). In addition
to these young actors, Lurene Tuttle, Douglass Montgonhemrig, Austin, and Helen
Brooks, all served in tw productions.

The core who had already been established as professiohaistivey appeared in
the Fairoaks Playbox included; Gilmor Brown (6); Ralph Fré4)? and Helen Jerome
Eddy W. Professionals who made only two appearances eahlweaore Shanewise
and Mrs. Arthur Palmer.

The non-professional category was comprieed of those peeis who were not
eeeking paid work ae actors in the theatre or films. Among tidkviduals in this
group, those who were most active at the studio theatre wehkéarthe Allan (6);
Roger Stanton (5)i Ernest Witbeck (5); Herbert Rooksby Wilisvh Evaus (3) and
Helen Staats (3). Fewer, but significant performanees wigendy Cloyd Dalzell,
Robert Loofbourrow, and Edgar Lear (Dr, Cecil Reynof¥s).

Conclusions

The Fairoaks Playbox was a natural outgrowth of the thesteffort of Gilwr Brown.
The flexibility concept stemmed to a large extent from hisrtiyeyears of previous
experience adapting play production to a great variety gbjgal conditions. Brown

83TheBe computations were made by the investigator from thgrams of Fairoake Playbox productions.

84Marthe Allan became a theatrical producer and talent agdvibntreal during the 1930.s, but apparently
did not pursue a professional acting career. Edgar Lear ey tione a small amount of paid acting in New
York and else’where, but was primarily a practicing neusyghiatrist.
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Figure 8.3: GII"K.r Brown as Oliver Blayds in The Truth AboBtayds.
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Figure 8.4: Marthe Allan as old Mrs. Thurlow in The Ship.
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believed that one should be able to create theatre whereveridiht be, in whatever
facility was available. He had often taken his productianplaices other than regular
theatres, such as hotel dining rooms, club house roomsglobsy and even a real
estate office. He had staged Shakespearean plays, GreetligGsgand modern plays in
outdoor theatres in which the actors performed on the greititbut any proscenium
arch or curtain. In such outdoor theatres in Kansas anddzai#, Brown’s audiences
gained additional intimacy by sitting at least partiallpand the acting area. Horseshoe
staging and groupings resembling those of central stagisigited.

Stinailafced by this experience and by accounts of the wbReinhardt, Copeau,
Stanislavsky, Appia, Bel Geddes, and others. Brown had, 324 1become increas-
ingly obsessed with the desire to attain maximum actorenad intimacy. He wished
to break away completely from proscenium staging. Sincewlais not possible under
the physical and economic limitations of the Pasadena CamitynRlayhouse, of which
he was the founder-director, he established the FairoagbhBx. He used the studio
portion of his own home, an area fifty-two feet long,, and sésen to twenty-three
feet wide, to house his small laboratory theatre. He orgahibae theatre as a private
club operated by himself, with a subscribing audience mesfiye of approximately
three hundred. The Fairoaks Playbox drew upon the directioting, and technical
talent pool of the Pasadena ConBioinity Playhouse. It wasntieeless a completely
separate enterprise from an organizational and legal stanid

In the three seasons of the Fairoaks Playbox, between 12P#9#v, Brown pre-
sented twenty-two productions. Two of these he directedsbifnand four he co-
directed with Maurice Wells. Ten other productions wergesthby Wells, three by
Ralph Freud, and one each by Helen Eddy and Marine Allan. Rerproduction,
"Amelia,” the director has not been identified. All of the pdacasie under Brown’s BU-
perviBion. The diversified repertory contained a greatec@atage of serious realistic
dramas and sophisticated English comedies than prevdilda #asadena Commu-
nity Playhouse. Many of the plays were either new or Infreqyegperformed works.
About half of the playwrights represented were .well-knomniters such as Galswor-
thy, Shaw, Maeterlinck, Ibsen, Masefield, and lady Gregory.

What did the Fairoaks Playbox contribute toward the devalaqt of theatre-in-
the-round in this country? For the intimate form of arenatheit yielded a number
of practices. It developed a centrally-placed overhedtilig eystem, featuring baby
spotlights, which worked satisfactorily at a height elefest above the floor level. It
used blackouts in lieu of a curtain. For the opening of eaththe performers found
their places in the dark. The Fairoaks Playbox employed tdwe fif the room as the
acting area. It emphasized aa the main ingredient of theérgethn arrangement of
furniture placed in an acting area marked off by light.

The Pairoaka Playbox revealed that a contemporary dramld beuheightened
in effect when performed with the audience surrounding tttera on four side, in
a room whose interior occupied barely a thousand squareofesgtace. 'She plaetic
technique of center stage blocking was explored, the naawfation of actors’ posi-
tions diecovered. 'The theatre developed a refined formaifstic acting suitable for
the perfonaance of contemporary dramas and ooaiediee atr¢hin-the-round . It
showed that the closeness of the audience to the performerardied more emotional
sincerity, restraint, controlled projection, and concatiton, than in the conventional
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proscenium theatre, All of these practices of the Fairod&gt®x helped to make it a
prototype for the arena theatres developed later by suatupess as Glenn Hughes,
Albert McCleery, and Margo Jones.

The Pairoake Playbox was, of course, more than a center 8tagte, While it
possessed all the concoaai” tants of a theatre-in-theghquure central staging made
up only a minority of its productions. The most importanttparits accomplishment
was its demonstration of the values provided by flexibleistag It used permanent
architectural features as a basic scenic backgrounds maheer of the Vieux Colom-
bier, the Madderroarket, and the Redoutensaal theatresade fewer raodifications
of this background, however, than did these European gedturthermore the scenic
area included the entire studio with its four walls, not diyrgne end of the playhouse.

The principle of flexible staging revealed itself in the ganh shapes of the acting
and audience areas. All of the no-w standard variants obestaying were employed,
with the possible exception of "sandwich staging.” Thisdstigation found the follow-
ing as minimal figures for the number of productions in eatbgary; centrally staged
(2); horseshoe (3); L staged (2); turnabout (3)5 end stalged-0r seven productions
the form of staging has not yet been clearly determined.l pratiuctions the directors
tried to select arrangements which would best meet the e acting requirements
of the individual plays.

A final contribution of the Palroaks Playbox to the developin&f the intimate
center stage and flexible theatre in the United States wasidisess. The audiences
.were fascinated with what was for them a unique approacHaty groduction. As
Alexander Inglis, Alice Baskin, Edythe King, Harry Carr,chother drama critics and
journalists have observed, the sense of eavesdroppingimd l part of the dramatic
action, WB.B an exciting experience. "She highly favorafgleeption of the Fairoaks
Playbox led Glimor Brown to establish the Herkimer Playboxl &0 operate it from
1930to 1957. While Brown is no longer living and his Playblosdtres have concluded
their history, today’s audiences are greeting his succesBith fresh enthusiasm.
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Appendix A

PRODUCTIONS OF THE
FAIROAKS PLAYBOX

1924-25 Play Director Dates
1. The Truth About Blayds Wells and Brown Oct. 29-31
by A. A. Milne Nov. 5-7, 192k
2. Pelleas and Melisande Wells Nov., 26-28
by Maurice Meeterlinck Dec. 3-5, 1924
3. Nativity, Chester Mystery Wells and Brown Dec. 22-27, 192k
Anon.
b, One Acts: Woman's Honor, Wells Dec. 31,192k~
by Susan Glaspell, : Jan. 2, 1925
With Wings Jan. 8-10, 1925
by Merjorie Driscoll
5. March Heres Wells Jean. 28-30,
by Harry W. Gribble Feb. 5-7, 1925
6. The Tregedy of Nan by Brown Mar. 46,
John Masefield Mar. l1-13, 1925
7. Desire Wells April 1-3, 8-10, 1925

by Willard Robertson

8. The Man Who Ate the Vells Mey 6-8, 1315, 1925
Popamack by W. J. Turner

1925-26
9. The Discovery Wells end Brown Nov. 2-7, 1925

by Mrs. Frances Sheridan

10. Bernice Helen Eddy Dec. T7-12, 1925
by Susan Glaspell

11. Two Virtues Browvn Dec. 28~Jan. 2, 1926
by Alfred Sutro
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1925-26 Play Director Dates

12. George Bernard Shaw Wells Feb. 1-6, 1926
Cycle: The Dark Lady
of the Sonnets, How He
Lied to Her Husband,
The Msn of Destiny

13. The Mollusc by Ralph Freud Merch 1-6, 1926
Hubert H. Davies

14. The Great Galeoto Freud Merch 29-April 3,
by Jose Echegeray 1926

15. The Dragon Freud Mey 3-8, 1926

by Lady Gregory

1926-27

16. The Trackwalker's Child Wells -~ Nov. 15-20, 1926
by Alice Stein

17. Anthony snd Anns Wells Dec. 6-11, 1926
by St. John Ervine [Brown in cast]

18. Noah's Deluge Wells and Brown Dec. 20-25, 1926
Chester Pageant

19. Rosmersholm Wells Jan. 17-22, 1927
by Henrik Ibsen [Brown in cast]

20. Amelis ? Peb. 28-Mar. 5, 1927
by Alice C. D. Riley

21. The Ship Marthe Allan March 28-April 2,
by St. John Ervine 1927

22. Justice Wells April 25-30, 1927

by John Galsworthy
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Appendix B

LETTER CONCERNING
ORIGINS OF FAIROAKS
PLAYBOX, FROM GILMOR
BROWN TO BROOKS
ATKINSON

June 15, 1950

Mr. Brooks Atkinson

“THE NEW YORK TIMES”
Times Square

New York City, New York

Dear Brooks Atkinson;

After reading your article in “THE NEW YORK TIMES'* of Juneth | remember
how bitterly disappointed | was when you were on the Coasskeason that you were
so busy you weren’t able to visit seme of our smaller theatend particularly The
Playbox.

You see, as far as | can find out, the Playbox was the first ohstérs in America
to adopt what has been called, “arena staging,” “circleistggjand “central staging,”
although these names scarcely suggest the more flexibleagpwhich was my ideal
for a stage of this type.

| founded the Playbox on October 29, 1924.

It was inspired, originally by the visit of Jacques Copead ais Vieux Colom-
bier to this country and by the very flexible staging of hi a Bepry at that time; by
Kenneth Macgowan'’s “The Theatre of Tomorrow” and also higkerwith Robert Ed-
mond Jones on the possibility of staging Shakespeare inytleecs the indoor circuses
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of continental Europe; by many articles in “TSEATER ARTSi€h under the super-
vision of Edith Isaacs); by the study of the experiments inope, especially the work
of the Experimental Theatre in Moscow which | saw in 19564 apd study of the
indoor circuses of continental Europe.

The Playbox, of course, has never been widely publicizecksitreally operates
upon a club membership.

However, | know it was something of an inspiration to GlenngHes before he
founded his Penthouse Theatre in Seattle. | know that affesisits here | talked, with
him about the use of the Meany Hotel ballroom for the startisfiery fine work with
arena staging.

Margo Jones, whom you mention, also spent some time herewgtand. staged
Tennessee Williams’' “YOU TOUCHED ME” in the Playbox befotenwas taken to
Hew York. | think that she, too, would say that the Playbox \Basiething of an
inspiration to her Theatre in Dallas.

Also, Albert McCleery will, I am sure, acknowledge that halteareal start from
here for his Fordham. experiment with central staging.

And Ralph Freud, head of the lheatre Division of the Uniugref California at
Los Angeles, helped me during the early history of the Playbo

I am sending this information so that you may have it for artuifei reference on
the subject.

Cordially,

Giliaor Brown Supervising Director

P.S. Am enclosing a folder of our Festival.

Since writing the above letter decided to phone you and &jtesl getting through
to you. Shall be looking forward to seeing you in Kew York katethe summer.-G.B.



