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Abbey Theatre
Ireland
An Irish repertory company founded in 1904 in a
building donated by a wealthy theater enthusiast,
Miss A. E. F. Hornimann. Inspired by nationalism
amongst the Irish, playwrights William Butler
Yeats (1865-1939), Augusta Gregory (1852—
1932), and John Millington Synge (1871-1909)
created the Abbey Theatre. These poetic writers
who wanted to give voice to the native spirit of
Ireland, free from any political group both ideo-
logically and financially, free from the need for
popular consensus and free from European influ-
ence. In their plays they utilized the language of
the common people, realistic yet naturally poetic.
Their actors were amateurs, with a very natural
acting style derived from a cultural propensity to-
ward dramatics, unspoiled by outside influence.
William Fay and his brother Frank were among
the finest of the actors in these early years. Other
excellent actors during this time were Dudley
Digges (1879-1947), Barry Fitzgerald (1888
1961), J. A. O'Rourke, Marie NicShuibhlaigh (died
in 1958), and two sisters, Marie O’'Neill (1887—
1952) and Sara Allgood (1883—1950). From the
late 1920s to the 1950s the Abbey Theatre became
more conservative in its content, style, and form
but remained popular with audiences.

In 1951 the theater building was destroyed by
a fire, and the Abbey moved into the Queen’s The-
atre. With government financial assistance a new

theater was built on the original site in 1966.The
Abbey Theatre remains an excellent venue for new
Irish playwrights, such as Hugh Leonard with his
comedy-drama Love in the Title, 1999.

References: Fraizier, Adrian. Behind the Scenes at the
Abbey. Berkeley: University of California Press,
1990; Hunt, Hugh. The Abbey: Ireland’s National The-
atre, 1904—1978. Dublin: Gill & Macmillan, 1979;
Mikhail, E. H. The Abbey Theatre: Interviews and Recollec-
tions. Totowa, NJ: Barnes & Noble, 1988.

Abhinaya

India

Term used in Indian theater and dance to describe
a gesture or action that expresses a particular
emotion.

References: Menon, Narayana, and Saryu Doshi. The
Performing Arts. Bombay: Marg, 1982.

Absurdism

France

A post—World War II artistic movement that ex-
pressed the belief that truth is unknowable and
the world irrational. The term was first applied to
the work of dramatist Albert Camus (1913—
1960) whose plays, such as Cadligula written in
1938, dramatize the absurd condition of hu-
mankind. Primary writers of the absurdist view-
point are Samuel Beckett (1906—1989), Eugéne
Ionesco (1912-1994), and Jean Genet (1910-
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1986). This movement was labeled by Martin
Esslin’s book The Theatre of the Absurd in 1961.

Actors in these dramas are challenged to ac-
cept new paradigms of reality and progress logi-
cally from there in their building of a character.
They are challenged to reach for their desires
while maintaining or creating meaning around
them. Absurd plays are not merely ridiculous or
random, nor do the actors within them act as
though they were. They are purposeful attempts
to demonstrate absurdity in life as the playwright
sees it.

In plays by Ionesco, actors spout clichéd lines
that espouse values received from the machine of
society, lines that are ultimately meaningless. In
his plays actors must reach for meaning for their
characters given absurd limitations, as when a
deaf-mute tells the audience the meaning of life
in The Chairs, 1952. Through the actor’s effort the
playwright’s purpose is realized, to demonstrate
the theme of nothingness pervasive in the world.
In Beckett’s play Happy Days, 1961, the female pro-
tagonist rambles on optimistically about petty de-
tails of her life while buried in sand to her waist.
As the sand gradually increases she still refuses to
be dismayed by her predicament. In all absurdist
dramas actors are bringing to life the human
struggle for meaning in a world seemingly void
of it.

See also Existentialism

References: Coe, Richard. TheVision of Jean Genet. New

York: Grove, 1968; Gaensbauer, Deborah. The
French Theater of the Absurd. Boston: Twayne Publish-
ers, 1991; Genet, Jean. The Selected Writing of Jean
Genet. Hopewell, NJ: Ecco, 1993; Gordon, Lois.
The World of Samuel Beckett. New Haven, CT: Yale
University Press, 1996; Hayman, Ronald. Samuel
Beckett. New York: Ungar, 1973; Lamont, Rosette.
Tonesco: A Collection of Critical Essays.Englewood Cliffs,
NJ: Prentice-Hall, 1973.

Abua Masquerade

Nigeria

A masked dance with dramatic elements per-
formed by the Abua, a fishing and agricultural
people. The most important Abua masquerade is
the Onwuema, with much spiritual signiﬁcance,
followed in importance by the Egbukele, which is
more for entertainment. Each Abua village has its
own Onwuema cap mask, representing a water

spirit. The performances rid the village of the evil
that accumulates over the year in preparation for
the beginning of the next year.

Both performances occur outside among a
gathering of observers. The audience takes an ac-
tive role in performances, with young and old
singing, dancing, and drumming Performers
wear carved headpieces that cover the entire head.
Cloth is sewn to the underside of the cap mask
that drapes over the body of the performer. A loop
of young palm fronds is hung around the neck
and locust beans are tied round the ankles to sup-
ply rhythm.

References: Ekwuema, Lazarus E. N. “Nigerian Per-
forming Arts, Past, Present and Future, with Par-
ticular Reference to Igbo Practice.” Presence
Africaine 92, 2 (1975): 195-213; Eyo, Ekpo.
“Abua Masquerades.” African Arts 7, 2 (Winter
1974): 52-55.

Acropolis

Greece

The citadel of Athens. This fortress, which enjoys
a commanding position overlooking the city, was
the location for the annual festival of the City
Dionysia, performed each year in late March. The
Theater of Dionysus was built, probably in the
middle of the sixth century B.C., on the hillside
sloping down from the southern side of the
Acropolis.

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Uni-
versity Press, 1961; D’Ooge, Martin Luther. The
Acropolis of Athens. New York: Macmillan, 1908;
Pausanias. The Acropolis of Athens: As Described by Pausa-
nias, Other Writers, Inscriptions and Archaeological Evidence.
Chicago: Ares, 1976; Taplin, Oliver. Greek Tragedy in
Action. Berkeley: University of California Press,
1978.

Action Song

New Zealand

A modern dance performed by male and female
Maori of New Zealand. Combining the poetry of
words and movements, performers relate their
hand and body movements to the words of the
accompanying songs. European tunes have been
adapted to fit the style of words and movements
that is distinctively Maori. A harmonious blend-



ing of old traditions with new influences, the Ac-
tion Song is a living art form that accurately dis-
plays contemporary Maori culture.
References: Barlow, Cleve. Tikanga Whakaaro: Key Con-
cepts in Maori Culture. New York: Oxford University
Press, 1991; Dansey, Harry. The Maori in Colour.
London: Reed, 1973.

Actors Studio

United States

Workshop for actors in New York, founded in
1947 by Elia Kazan, Cheryl Crawford (1902-
1986), and Robert Lewis. Actors had to audition
for a lifelong membership in this training group,
organized to avoid the financial pressure of com-
mercial theater. At the Studio there developed a
new distinctly American form of the Method,
based on the teaching of the Russian Stanis-
lavsky, an approach that arguably still remains the
quintessential style of acting in America.

Lee Strasberg, who had been one of the found-
ing members of the Group Theater, began teach-
ing at the Studio in 1949 and served as its direc-
tor from 1951 until his death in 1982. He trained
the best of American actors through the years, in-
cluding Marlon Brando, Paul Newman, Kim
Stanley, James Dean, Anne Bancroft, Marilyn
Monroe, Dustin Hoffman, Robert de Niro, Al Pa-
cino, Shelley Winters, and Geraldine Page. Stras-
berg was a master at unleashing the expressive-
ness of actors. Some say the Method as he taught
it was psychologically damaging for the actors
themselves, since the work relied heavily upon
the actor’s past experiences and dredging up old
pain, but no one can argue with the results he got
out of his actors. He nurtured a lot of talent for
both stage and film and created apt actors for the
psychological dramas of the time, such as those
by Tennessee Williams. Some praise the Actors
Studio for its psychological realism, achieved
through inward introspection, while others criti-
cize it for being self-indulgent, characterized by
actors so inwardly focused that all that results is
slouching shoulders and inarticulate speech.

Elia Kazan directed some outstanding films,
such as A Streetcar Named Desire, 1951, On the Water-
front, 1954, and East of Eden, 1955, showcasing the
Method acting of the Actors Studio’s members.
The Studio continues its tradition of training
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many of the best actors in America. Since the late
1980s the Actors Studio has produced a television
series featuring interviews with the leading actors
of our time.

References: Garfield, David. The Actors Studio: A Player’s
Place. New York: Collier, 1984; Hirsch, Foster. A
Method to Their Madness: The History of the Actors Studio.
New York: Norton, 1984.

Actual Death in the Theater

Italy, Mexico, Turkey

Actual death on the stage has been a sanctioned
occurrence throughout history in some places
around the world. In Roman ancient drama, near
the third century blood thirst had reached a peak
such that gory death scenes were enacted in
which a slave or condemned criminal was actu-
ally killed. Until the 1940s in Turkey Shiite Mus-
lims enacted a Persian passion play that some-
times became so frenzied that performers would
commit suicide. In Mexico the Aztec would cos-
tume a slave to represent the god Quetzalcoatl
and actually sacrifice him on the final day of the
festival.

See also Roman Theater, Ancient; Slave Actors

Adavus
India
A basic rhythmic unit of dance with a specific
tempo and set movements in Bharata Natyam, clas-
sical female temple dance. Adavus were originally
called Karanas in the Natya Sastra, ancient sacred
Hindu text on dramaturgy, which describes 108
dance units, giving directions for body positions,
movements of feet and legs, and hand gestures.
There are approximately 15 groups of Adavus,
which are further broken down into types.
References: Massey, Reginald, and Jamie Massey.
Dances of India. London: Tricolour, 1989.

Adler, Stella (1903-1992)

United States

Actress and teacher from a long line of actors;
worked with the Group Theater and was a pri-
mary person in bringing the Stanislavsky System
of acting to the United States. Her father, Jacob
Adler, active in the Yiddish Theater, was known
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as the Jewish Henry Irving, and her mother,
Sarah Adler, was also a great actress. Stella began
acting as a child with her parents and toured En-
gland and the United States, even appearing on
Broadway.

Adler, a tall blonde with an attractive regal air,
was one of the strongest performers at the Group
Theater. Her best role was in Clifford Odet’s Awake
and Sing! in 1935, as a downtrodden Depression-era
housewife. In the same year she traveled with her
husband, Harold Clurman, to Paris to meet with
Stanislavsky. They studied with him for over a
month and specifically discussed how the Method
was being used in the United States and what
problems the Group Theatre were facing. Adler dif-
fered with Lee Strasberg, who was very internal in
his approach to the Method. Adler stressed the use
of the imagination and transcending the actor’s
limited life experience. She stressed thorough in-
vestigation into the play’s circumstances to find
guidance for the actor creating a role.

In 1949 she created and directed the Stella
Adler Conservatory in New York. In 1966 she
began teaching at the Yale Drama School.

References: Adler, Stella. Stella Adler on Ibsen, Strindberg,
and Chekhov. New York: Knopf, 1999.

Aeschylus (525-456 B.C.)

Greece

The first ancient Greek playwright whose work
survives. The efforts and developments of earlier
ancient playwrights were brought to near perfec-
tion in the dramatic works of Aeschylus. Focusing
on cosmic conflicts, Aeschylus was representative
of the world of early fifth-century Greece, in
which the primary concern of the society was the
relationship of human beings with the gods.
Since the characters of Aeschylus were types
rather than full-fledged individuals, they had only
a limited number of salient traits.

Aeschylus is credited with many important in-
novations that have influenced the development
of Western theater. Thespis is believed to be the
first actor to separate himself from the chorus,
thus creating dramatic confrontation. Aeschylus
heightened the dramatic intensity even farther by
introducing the second actor. He also gave more
depth to minor characters, such as watchmen or
slaves, than had been done before. Aeschylus in-

troduced definite costumes for the actors by mak-
ing improvements on costume elements that were
used by participants in Dionysian rituals.
Aeschylus wrote both tragedy and satyr plays,
which are burlesque comedies; only seven of at
least seventy plays he wrote are extant. These are
The Persians, 472, Seven against Thebes, 467, The Oresteia,
458—a trilogy consisting of Agamemnon, The Liba-
tion Bearers, and The Eumenides—The Suppliants, date un-
known, and Prometheus Bound, date unknown.
See also Dionysus; Euripides; Greek Tragedy;
Sophocles
References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Univer-
sity Press, 1961; Capps, Edward. “The Stage in
the Greek Theatre According to the Extant Dra-
mas.” Ph.D. diss., Yale University, 1891; Ireland,
S. Aeschylus. Oxford: Oxford University Press,
1986; Ley, Graham. A Short Introduction to the Ancient
Greek Theater. Chicago: University of Chicago Press,
1991; Scott, William Clyde. Musical Design in
Aeschylean Theater. Hanover: Published for Dart-
mouth College by University Press of New En-
gland, 1984; Sheppard, John Tresidder. Aeschylus &
Sophocles: Their Work and Influence. New York: Long-
mans, Green, 1927; Taplin, Oliver. Greek Tragedy in
Action. Berkeley: University of California Press,
1978; Thomson, George Derwent. Aeschylus and
Athens: A Study in the Social Origins of Drama. London:
Lawrence and Wishart, 1946.

Aesop

Italy

Popular tragic actor of the first century B.C. in
Rome, born in Greece. Known for his powerful
tragic acting and his emotional fire, he reportedly
got so carried away while performing the role of
Atreus that he killed a slave-actor performing op-
posite him.

See also Roscius

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Univer-
sity Press, 1961; Chinoy, Helen Krich, and Toby
Cole. Actors on Acting. New York: Crown, 1970.

Africa

The African continent is home to a variety of cul-
tural traditions and thereby to a variety of cultural
expressions through the performing arts. The
northern part of Africa is much more Middle



Eastern, as it was a part of the Ottoman Empire,
and accordingly it is primarily discussed under
the heading Arab Theater; it is also much more
European, because of its geographic proximity to
Europe. Sub-Saharan Africa is home to innumer-
able African tribes and peoples and languages, ev-
ident from the fact that there are over a hundred
distinct languages in Nigeria alone. By the late
nineteenth century, this area was divided into
spheres of influence by various European coun-
tries, primarily France, Great Britain, Portugal,
Belgium, Germany, Spain, and Italy. In most of
Africa independence movements had brought an
end to European colonial rule by the 1960s. In
South Africa, however, domination by the minor-
ity of European descent continued until 1994.

Theatrical activity in Africa can be divided into
three categories, precolonial indigenous perform-
ances, colonial performances, and postcolonial
(often anticolonial) theater. These categories often
overlap, since, for example, many indigenous per-
formances continued to be performed even after
colonization. Each period did however greatly af-
fect mostly all theater during its time, whether
that theater was a product of a previous period or
a recent creation.

Little is known of the theatrical performances
of Black Africa prior to European influence, espe-
cially when one considers what richness must
have existed, based on the scanty reports of early
European missionaries and traders. African people
did not record their scripts, as almost all theater
was improvised, nor did they document their cul-
tural history. What is known of this period is
based primarily on reports by European mission-
aries and traders, or on the work of scholars who,
either during or after colonial times, researched
the ancient forms that were still intact (though
most likely evolved to some degree). Though a
homogeneous view of black African theater
would be simplistic and inaccurate, some com-
mon trends do emerge from an overview of dra-
matic expression in Africa.

African theater, the theater of Black Africans,
has always served a higher purpose than mere en-
tertainment or diversion. From its ritual roots
through to its recent anticolonial expression of
protest, African theater has accomplished an es-
sential function in sustaining the community. In
precolonial times this function took such shapes
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as ridding the village of evil for the new year,
praising a mighty chief or hunter, or preparing
warriors for battle.

Theatrical conventions that prevailed during
the precolonial period involved such an active re-
lationship between audience and performer that
the audience was an equal participant. The per-
forming area was most often a clearing in the
center of the village, or a clearing just outside the
village if the preparations for a performance re-
quired secrecy. Customarily no setting was con-
structed to place the action of a performance in a
different locale. Trance and spirit possession, usu-
ally involving masks, were often elements of per-
formances. Performances were rooted in the com-
munity’s supernatural beliefs and were most
often associated with festivals, rituals, and cere-
monies. Performers were almost exclusively men,
who were often part of a secret society that kept
the details and mechanics of performances hid-
den from women and uninitiated males. Males
performed all female roles, male roles, and the
parts of animals and spirits. Female imperson-
ation was a talent highly regarded by audiences,
who delighted in witnessing a male imitate the
stylized movements of a woman. One exception
to the male-only rule is found in the Sande
Masks of Sierra Leone, in which female initiates
performed masked dances as part of their training
to become adult women of the community.

Indigenous African religion holds that the
spirits can enter the human world through masks.
The human masked performer, who is often in a
trance or possessed, embodies the spirit, lending
his human body for supernatural expression.
Masked performances occurred and still occur
throughout sub-Saharan Africa. Praisesinging, an-
other common performance form, features one
male who heaps praise upon a chief or hunter
through poetry, song, and gestures. The Mai Komo
of Nigeria and Niger, and the Imbongi of South
Africa are two traditions of praisesingers. Numer-
ous traditions of traveling performers thrive
throughout Africa, from single performers, such
as the ‘dan Kama, a juggler, dancer, and comic per-
former solely dedicated to praising food, to
groups of traveling minstrels such as ‘yankama, who
sometimes perform vulgar satires.

Colonial theater consisted primarily of Euro-
pean colonizers performing classic texts from
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their own cultural heritages. Since colonizers took
control over schools for Black Africans, some-
times these productions were staged in schools by
black students. The most famous school for the-
ater was the Ecole William Ponty in Senegal. Many
clubs and organizations, such as the Amicale in
Niger, were organized by European administra-
tors and a small African elite to present plays and
even engage in competitions with neighboring
colonies.

Postcolonial theater in Africa began as a theater
of protest, usually against the colonizing power
from which the people sought independence.
Once independence was gained for each country,
political theater generally continued as a critical
watchdog over emerging African governments.
The prominent Nigerian playwright, Wole
Soyinka, is probably the most eloquent of the in-
dividual political and social reformers who have
spoken through their plays. Because the restrictive
regime of apartheid continued for so long, op-
pressing the black Africans in South Africa until
1994, the theater of protest in that country is ar-
guably the most vibrant and artistically elevated in
all of Africa, perhaps in the world.

As black Africans continue to search for their
own theatrical traditions, apart from European
colonial models, it seems that what thrive are
improvised performances focused on some local
concern that integrate comedy with seriousness
and often music and dance with theatrical ex-
pression. This tendency is evident in the success
of Wasan Kwaikwayo, Hausa plays from Niger, the
Worker Plays of South Africa, and the Trios,
concert parties including improvised comic skits
of Ghana. Much of contemporary African theater
is enriched by incorporating elements of tradi-
tional village theater such as masking and audi-
ence involvement.

In general, theatrical scholarship on Africa dis-
proportionately focuses on colonial theater and
recent African literary forms that adhere to the
Western model, in other words, on plays that are
scripted and performed to a largely inert audi-
ence. The richness and variety of the interactive
live performing arts of Africa created by black
Africans is a treasure yet to be discovered by those
outside the immediate communities that give
birth to them. The absence of written texts in the

African languages certainly diminishes the influ-
ence of African theater, but it does not subtract
anything from its true value. The indigenous the-
ater of Africa stands as an excellent example of
how theater can contribute to sustaining har-
mony, well-being, and vitality in a community.
See also Egypt; Algeria; Morocco; Madagascar;
South Africa; Benin; Ethiopia; Ghana; Mali;
Niger; Nigeria; Sierra Leone
References: Asante, Molefi K. African Culture: The
Rhythms of Unity. Westport, CT: Greenwood, 1985;
Banham, Martin. African Theatre Today. London: Pit-
man, 1976; East, N. B. African Theatre: A Checklist of
1970;
Fabian, Johannes. “Popular Culture in Africa:
Findings and Conjectures.” Africa 48, 4 (1978):
315-334; Murdock, George. Africa: Its Peoples and
Their Culture History. New York: McGraw-Hill,
1959; Nwoko, Demas. “The Aesthetics of African
Art and Culture.” New Culture 1, 1 (1978): 3—6;
Ottenberg, Simon. “Afikpo Masquerades: Audi-
ence and Performers.” African Arts 6, 4 (1973):
32-36; Sofola, J. A. African Culture and the African Per-
sonality: What Makes an African Person African. Ibadan,
Nigeria: African Resources, 1973.

Critical Materials. New York: Africana,

African American Theater

United States

The spirit of African performance, brought into
America by violently displaced black Africans who
had been made into slaves, has had a powerful in-
fluence on the performing arts in America, easily
apparent in music and dance, though less so in
theater. There were some early attempts to perform
theater in the Western format by African Ameri-
cans such as William Henry Brown, who estab-
lished the African Grove Theater in 1821. Mister
Brown, as he is most commonly known, also
wrote the play The Drama of King Shotaway (1823),
which is credited with being the first black-au-
thored drama in America. His African Company,
which presented programs of classical and popu-
lar plays, music, ballet and opera through the early
1920s, was constantly harassed by white hood-
lums and was eventually forced to close by the po-
lice, ostensibly for disturbance of the peace. After
the Civil War (1861-1865) the highly trained
Anna (1856-1930) and Emma (1858-1899)
Hyers toured the country. Bob Cole (1868—1911)
organized a stock company of African Americans



and a school for acting in 1887 in New York. After
1920 more opportunities to act in serious dramas
arose, such as those enjoyed by Charles Gilpin
(1878-1930), who in 1920 gained great acclaim
for his performance in The Emperor Jones by Eugene
O’Neill (1920) with the Provincetown Players. In
1943, Paul Robeson (1898-1976) played the title
role in Shakespeare’s Othello, a role most often
played by a white actor in blackface, in a record-
breaking run in New York. Other great African
American actors to emerge were Richard Harrison
(1864-1935), Ethel Waters (1900-1977), and
Canada Lee (1907-1952).

A more indigenous style of African American
performing was copied and exaggerated by whites
in blackface in the minstrel, a kind of show popu-
lar in the nineteenth century, and then copied again
by African American minstrels, who began to imi-
tate a white stereotype of themselves. Some leading
black minstrels were Earnest Hogan (1865-1909)
and Sam Lucas (1840-1916). African Americans
also created many popular vaudeville troupes, in-
cluding Sissieretta Jones’s Black Patti Troubadours
and Gus Hill’s Smart Set (1902—-1903). Seating was
segregated at most of these events, and sometimes
blacks were not allowed at all. Another popular
form of theater that was relatively early to introduce
African American performers into the mainstream
was the musical. The first black musical ATrip to Coon-
town, hit Broadway in 1898.

A true African American theater, with African
American actors performing scripts by African
Americans for a majority African American audi-
ence began to materialize with successes such as
the American Negro Theatre in the 1940s and
1950s and with successful individual actors, writ-
ers, and directors such as Alice Childress. Lorraine
Hansberry’s (1930-1965) A Raisin in the Sun ap-
peared on Broadway in 1956 with a nearly all-
black cast. The play deals seriously with issues of
identity, dreams and maintaining dignity for
African Americans in a predominantly white soci-
ety. Other important African American writers in-
clude James Baldwin (1924-1987), who wrote
Blues for Mister Charlie, 1964, and Les Blancs (The
Whites), which was first produced in 1970, and Le
Roi Jones, later Amiri Baraka, who wrote the revo-
lutionary Dutchman, 1964, about a white woman se-
ducing and killing an intellectual black man. Maya
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Angelou began her show business career as a
nightclub singer and worked her way up to per-
forming in Porgy and Bess (1954—1955) throughout
Europe on a tour. On Broadway she portrayed a
black dressmaker in Look Away (1973). For the the-
ater she has written And Still I Rise (1979) and On a
Southern Journey (1983). Ntozake Shange wrote the
choreopoem, a poetic piece set to movement, for
colored girls who have considered suicide / when the rainbow is
enuf, 1976, in which she created a musical language
and style of presentation true to the African Ameri-
can experience by breaking down the language of
her oppressors and adding more movement, po-
etry, and rhythm. In 1963 Hazel Bryant
(1939-1983) established the Afro American Total
Theater in New York, later changed to the Richard
Allen Center, where she produced a wide variety of
productions, from gospel-style musicals to an all-
black version of O’Neill’s Long Day’s Journey into Night
(1981). She also served on the Black Theater Al-
liance (1969-1982), an umbrella group for strug-
gling black theaters. Another important African
American playwright is August Wilson, who wrote
Fences, 1985, The Piano Lesson, 1987, and Two Trains Run-
ning, 1990. Suzan-Lori Parks’s play Venus (1996), di-
rected by Richard Forman, at the Public Theater in
New York focuses on how choice does not exist for
those suffering sexism, racism, economic strife or
physical threats. Actress Adina Porter excelled in her
portrayal of Venus.
See also Africa
References: Fraden, Rena. Blueprints for a Black Federal
Theatre, 1935—1939. New York: Cambridge Univer-
sity Press, 1994; Hatch, James, ed. Black Theatre
U.S.A.: Plays by African Americans, 1847-Today. New York:
Free Press, 1996; Hay, Samuel. African American The-
atre: An Historical and Critical Analysis. New York: Cam-
bridge University Press, 1994; Malloy, James. Black
Theatre: The Making of a Movement, California Newsreel. San
Francisco: California Newsreel, 1992; Mitchell,
Loften. Black Drama:The Story of the American Negro in the
Theatre. New York: Hawthorn, 1967; Peterson,
Bernard. The African American Theatre Directory,
1816-1960: A Comprehensive Guide to Early Black Theatre
Organizations. Westport, CT: Greenwood, 1997.

African Ballets
Theatrical performances that are a synthesis of
drama, music, song, and dance. These perform-
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ances, which are not, as the name implies, West-
ern ballets, were popularized by students from
secondary schools and by clubs such as Amicales.
Ballets are inspired by indigenous cultural tradi-
tions, but are truly original creations, often cho-
reographed with great care and attention to de-
tail. Most ballets contain some dialogue, and
many enact a story. Song and dance are the essen-
tial elements of ballet, which distinguishes them
from Wasan Kwaikwayo, a popular form of impro-
vised theater, in which song and dance may be
present but are not necessary ingredients. Ballets
preserve the cultural and artistic heritage of the
black African people while allowing it to evolve.

References: Beik, Janet. Hausa Theatre in Niger: A Contem-
porary Oral Art. New York: Garland, 1987; Chaibou,
Dan-Inna. “La Theatralite en Pays Hawsa.” Uni-
versité Nationale de Cote d’Ivoire, 1978-1979.

African Cinema

Algeria, Burkina Faso, Egypt, Guinea, Kenya, Mali,
Mauritania, Morocco, Senegal, South Africa, Tanzania,
Tunisia, Zimbabwe

Cinema on the African continent began with Arab
Cinema, first in Egypt in the late 1920s, later in
other North African countries, including Algeria,
Morocco, and Tunisia. The first work by a sub-Sa-
haran African filmmaker occurred in Guinea in
1953 with the film Mourani. The work of Ousmane
Sembene of Senegal, the leading filmmaker of
sub-Saharan Africa, had an international vision of
his own country’s complexities. His films bring
out the ironies and difficulties of being a country
in transition with sensitivity and humor. Most of
the cinema outside of North Africa has emerged in
France’s former colonies in West Africa, including
Senegal, Burkina Faso, Mauritania, and Mali. Films
are also being produced in East Africa, notably in
Kenya and Tanzania.

In southern Africa the British were not as ac-
tive in supporting and encouraging film during
colonial times as was France in West Africa.
Thus, the history of film in the south has mostly
been instances of Western directors using south-
ern Africa for a location but bringing in their
own actors and crews, doing little to develop the
local talent. More recently, however, some local
filmmakers have produced quality works to es-
tablish names for themselves, notably Michael

Hammon of South Africa and Godwin Mawuru
of Zimbabwe.

References: Katz, Ephraim. The Film Encyclopedia. A
Short History of the Movies. 4th ed. New York: Macmil-
lan, 1986; Ukadike, Nwachukwu Frank. Black
African Cinema. Berkeley: University of California
Press, 1994.

Agin
Bali, Java, Malaysia
Literally, “wind.” When one says that a person has
the Agin, it means that one is deeply moved by a
performance. To be a dalang, puppet master, for the
Wayang Kulit, traditional shadow puppet theater, it
is highly preferable to have the Agin. As one great
puppet master from Malaysia, Dalang Hamzah,
said, “You can drink tea without sugar, just as you
can perform technically without the Agin. However,
tea is so much better with sugar, just as a per-
former is so much better with the Agin”
References: Osnes, Mary Beth. “A Survey of Shadow
Play in the Malaysian Traditional Shadow Puppet
Theatre.” Ann Arbor, MI: Proquest, 1992;
Sweeney, P. L. The Ramayana and the Malay Shadow-Play.

Kuala Lumpur: National University of Malaysia
Press, 1972.

Albania

The area that is now Albania was conquered by
the Romans, the Slavs, and finally the Turks, who
in the fourteenth century converted the popula-
tion to Islam. Albania was declared a republic in
1920. After 1944 Albania was allied with the
USSR, but broke with them in 1960 to form an
alliance with China. In 1992 Albania became a
non-Communist country. It is believed that a rich
folk theater tradition that developed in the fourth
century still flavors performance styles today. Near
the end of the nineteenth century the first Alban-
ian play was written and performed, The Wedding of
Lunxheria (1874) by Koto Hoxhi (1824—1895). At
this time many amateur theater clubs were
formed. Through popular support, the theater
flourished after independence was achieved in
1912.The conservative government began to cen-
sor the theater by the 1930s. The first professional
theater was founded in Tirana in 1945. In 1989
this theater company finally became the National
Theater. Major dramatic works from Europe were



the most popular plays being produced in the
1940s and 1950s. Native scripts were encouraged
by the state, which subsidized theater, in the
1960s and 1970s. By the early 1990s over twenty
professional theater groups existed, all receiving
funding from the state. The National Theater con-
tinues to be the most important theater institu-
tion in Albania.

References: Hassiotis, Natasha. “On Stage: Euripides

in Albania: “The Women of Troy’ in Athens.” Ballet
International - Tanz Aktuell (January 1999): 58.

Algeria

Prior to World War I, Algeria had two forms of
theater, Karagoz, the Turkish form of shadow pup-
pet theater, which often ridiculed French authori-
ties and was outlawed in 1843, and Fasl Mudhik,
Egyptian farces. Following the war, audiences
who had been exposed to high-quality French
theater troupes grew tired of native forms. West-
ern-style comedy created by two men became the
mainstay of modern Algerian theater. Rashid
Ksentini (1887—-1944) wrote delightful comedies
such as My Cousin from Istanbul, and a singer,
Bashtarzi Muhi’l-Din, who turned actor and play-
wright in 1930, was the creator of Algerian musi-
cal theater. His career began by performing sim-
ple plays that featured popular Algerian songs. His
later work developed far beyond that into comedy
of manners, such as A Marriage by Telephone. He was
head of the Arab theater performing in the Opera
House at Algiers.

In the 1950s Algerian theater was openly revo-
lutionary in declaring the evils of the French
colonists in plays such as Nahu an-Nour (Toward
the Light) (1958). In 1958 the National Libera-
tion Front Arts Company was started in exile in
Tunisia, becoming the National Theater Company
of Algeria upon its return in 1963. In 1987 a
quarter-century of Algerian independence was
celebrated with many new performances and vis-
iting theater companies. In the 1990s a wide
range of theater, from the National Theater to ex-
perimental groups, thrived.

The Algerian National Institute of Cinema al-
lowed for the production of many high-quality
feature films in the 1970s. Themes included liber-
ation struggles, treatment of women, and the
pressure of urban living. Two movies by filmmaker

Allen, Woody 9

Muhammad Lakhdar Hamina, The Oracle Winds,
1966, and Chronicle of the Hot Years, 1975, were prize
winners at the Cannes Film Festival in France.
References: Landau, Jacob. Studies in the Arab Theater and
Cinema. Philadelphia: University of Pennsylvania
Press, 1958; Moreh, S. “The Arabic Theatre in
Egypt in the Eighteenth and Nineteenth Cen-
turies.” Etudes Arabes et Islamiques 3 (1975):
109—113; Moreh, Shmuel. Live Theatre and Dramatic
Literature in the Medieval Arab World. New York: New
York University Press, 1992; Mostyn, Trevor, and
Albert Hourani, eds. The Cambridge Encyclopedia of the
Middle East and North Africa. New York: Cambridge
University Press, 1988; Rosenthal, Franz. Humor
in Early Islam. Westport, CT: Greenwood, 1976;
Salmane, Hala, Simon Hartog, and David Wilson,
eds. Algerian Cinema. London: British Film Insti-
tute, 1976.

Alienation Effect
Germany
A term introduced by Bertolt Brecht for pur-
poseful alienation of an audience from the emo-
tional and sentimental aspects of a drama. This ef-
fect is desired in order to keep the audience
objective and aware of the larger social issues
being presented by the work. To realize this de-
sired alienation effect, Brecht had actors step out
of character during a performance to directly ad-
dress the audience. Other devices include the use
of placards that announce the outcome of the
scene to follow so that the audience does not get
carried away by the suspense of the drama, char-
acters speaking about themselves in the past-
tense, and characters verbally explaining their
stage directions.
See also Piscator, Erwin
References: Rouse, John. Brecht and theWest German The-
atre: The Practice and Politics of Interpretation. Ann Arbor:
University of Michigan Press, 1989; Speirs,
Ronald. Bertolt Brecht. New York: St. Martin’s,
1987; Weideli, Walter. The Art of Bertolt Brecht. New
York: New york University Press, 1963; Willett,
John. The Theatre of Erwin Piscator: Half a Century of Pol-
itics in the Theatre. London: Eyre Methuen, 1978.

Allen,Woody (1935-)

United States

American film actor, director, and writer, who is
one of America’s most inventive, idiosyncratic,
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Woody Allen in Annie Hall (1977). For this film, Allen was awarded Academy Awards for Best Director, Best Original Screenplay, and Best
Picture. (Kobol Collection/ United Artists)

and prolific filmmakers. His character, seemingly
on and off screen, is that of a nervous neurotic Jew
obsessed with his mother and sexuality. His glasses
and befuddled expression, his relentless examina-
tion of relationships with therapists, his thick New
York accent, all contribute to make him a one-of-
a-kind, irreplaceable icon of American culture.
Writing comedy since his adolescence, Allen
started performing his work in cafes in New York.
His first film was What’s New, Pussycat? in 1965. By
the 1970s Allen was most commonly writing, di-
recting, and starring in all of his movies, including
Sleeper, 1973. He gained acclaim with Annie Hall,
1977, co-starring Diane Keaton. Just as Allen’s
character seemed the same in life as in his films, so
too, his romantic life most often included his
present favorite female co-star. After Keaton came
Mia Farrow, with whom he made the critically ac-
claimed Hannah and Her Sisters, 1986. Allen continued
to grow and mature as a filmmaker with Crimes and

Misdemeanors, 1989. Sweet and Lowdown, 2000, starred
Sean Penn and centered on a fictional jazz guitarist
and his mute girlfriend. Allen is also an accom-
plished jazz clarinetist and performs regularly on
Monday nights in a New York club.

References: Jacobs, Diane. But We Need the Eggs: The
Magic of Woody Allen. New York: St. Martin’s, 1982;
Wernblad, Annette. Brooklyn Is Not Expanding: Woody
Allen’s Comic Universe. Rutherford, NJ: Fairleigh
Dickinson University Press, 1992.

American Negro Theater

United States

African American theater founded in Harlem, New
York, by Abram Hill (1942—-1995) and Fredrick
O’Neal in 1940 to portray the lives of African
Americans honestly, leaving behind the stereotypi-
cal versions. In their plays they tried to discover an
acting style based in the character and rhythms of



African Americans. Hiring both black and white
actors, their first production, in 1941, was Natural
Man. Other successful shows were On Striver’s Row by
Abram Hill and Philip Yordan’s Anna Lucasta, 1944,
which transferred to Broadway, where it enjoyed
over 957 performances. Outstanding actors to re-
ceive training and emerge from this company
were Ruby Dee, Harry Belafonte, Alice Childress,
and Sidney Poitier.

The group toured the United States and Eu-
rope until it disbanded in 1953. It was not able to
achieve all of its goals, but is still important his-
torically as an influential model and the most suc-
cessful sustained attempt of its time to create an
African American theater.

See also African American Theater

References: Hay, Samuel. African American Theatre: An

Historical and Critical Analysis. New York: Cambridge
University Press, 1994; Malloy, James. Black The-
atre: The Making of a Movement, California Newsreel. San
Francisco: California Newsreel, 1992; Peterson,
Bernard. The African American Theatre Directory,
1816—1960: A Comprehensive Guide to Early Black Theatre
Organizations. Westport, CT: Greenwood, 1997.

Amicales

Niger

A shortened version of the name of a club, Ami-
cale des Fonctionnaires de Niamey, established
around 1940 for the creation of plays in French
based on the French theatrical model. The purpose
of the club was to present plays as a form of diver-
sion for the actors and spectators, both groups
who were mainly French administrators and a
very small local African elite. There were other
such clubs, which competed against each other in
dramatic competitions held throughout French-
speaking African countries. These clubs of colonial
times have disappeared and have been succeeded
mostly by popular improvisational theater.

References: Beik, Janet. Hausa Theatre in Niger: A Contem-
porary Oral Art. New York: Garland, 1987; Chaibou,
Dan-Inna. “La Theatralite en Pays Hawsa.” Uni-
versité Nationale de Cote d’Ivoire, 1978—1979.

Anagnorisis

Greece

The moment of recognition, during which a
character discovers the truth about himself or
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herself in an ancient Greek tragedy, a moment
that is usually the climax of the play.

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Univer-
sity Press, 1961; Taplin, Oliver. Greek Tragedy in Ac-
tion. Berkeley: University of California Press,
1978.

Ancient Greek Theater

The artistic and cultural achievements of the
Greek classical age, from approximately 500 to
336 B.C., have inspired and influenced Western
culture profoundly. Models for democracy, archi-
tecture, and drama from ancient Greece, espe-
cially Athens, still influence the world in the
twenty-first century. What we know of ancient
Greek theater leads us to believe that the collabo-
rative efforts of playwrights, musicians, actors,
dancers, and costumers must have made for a
spectacular experience. Witnessed from the enor-
mous open-air stone amphitheaters, the Greek
myths were brought to life by masked actors who
could both utter eloquent speech and fly into a
turious rage.

Neither the exact date of origin nor the influ-
ences and motivations are known for the Greek
theater. Early influences could be ceremonies and
major festivals from Egyptian civilization in the
first millennium B.C., such as those surrounding
the Osiris myth. Homer created the Iliad and the
Odyssey, the first records of Greek mythology still
extant today, and it is on these epics and others
believed to be by Homer that the stories of an-
cient Greek theater, especially tragedy, are based.
Dramatic impersonation developed from the
dithyramb—a kind of hymn honoring the Greek
god of wine, Dionysus—and was an act of wor-
ship performed at festivals for Dionysus, known
as Dionysia. The most lavish of these festivals, the
Athenian City Dionysia, hosted the first dramatic
competition, of which Thespis was the winner in
534 B.C.

The highest level of playwriting was achieved
in fifth-century Athens, with works that are still
considered to be among the greatest of Western
dramatic literature. Greek theater continued to
thrive through the fourth and third centuries, but
the focus shifted from the playwrights to the ac-
tors. In 336 B.C. Alexander the Great came to
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Masks used in classical Greek drama, from a seventeenth-century
work by Francesco de Ficoroni, Le Maschere Sceniche e figure
comiche d’antichi romani. (The Art Archive/Casa Goldoni
Museum Venice/ Dagli Orti)

power, the spread of Greek culture created by his
conquests marked the beginning of Hellenistic
theater; comedy was favored over tragedy, and ac-
tors, instead of playwrights, became the highlight
of all theatrical events. In 146 B.C. the Romans
took over mainland Greece, thus marking the
final decline of Greek theater and the renewed
emergence of Roman theater.

Ancient Greek theater was written in three dis-
tinguishable forms. Greek tragedy, in its most fa-
mous examples, centers around a protagonist en-
gaged in a moral struggle of high consequence
that leads to his or her ruin or extreme unhappi-
ness. The great tragedians Aeschylus, Sophocles,
and Euripides were all often winners of the dra-
matic contest at the City Dionysia. At the end of
each day of competition at the City Dionysia, each
playwright also performed one satyr play, which
is an often obscene play of comic relief. These
plays featured a chorus of men dressed as satyrs,

followers of Dionysus who were half man and
half beast. Greek comedy, the third dramatic
form, originated perhaps from the padded
dancers of the early sixth century B.C. According
to Aristotle, in his dramatic treatise the Poetics,
comedy featured men as worse than they are.
Thus, the folly of human action is exposed, and
human weakness is indulged for comic effect. The
most acclaimed playwright from the period of
Greek comedy known as Old Comedy is Aristo-
phanes, whose political satire was as biting as it
was clever. Menander was the best-known play-
wright of New Comedy, and he focused more on
comical domestic situations.

Greek dramas were performed by male actors
exclusively. One of the most famed performers
was Polus, who lived in the fourth century B.C.
Aside from the actors who performed the main
roles, other performers were the members of the
Greek Chorus, which numbered from fifteen to
fifty. Their chief function was to sing and dance
the choral odes that divided the acts of a drama.

Greek theaters were widely dispersed; they
were built any place the Greeks colonized and de-
veloped a city-state—in present-day Turkey, Sicily,
and even in the south of France. The audience,
numbering up to 15,000, sat in rising rows
forming a half circle around the performing area.
Greek theaters were most often set in a natural
amphitheater that was set into the steep sides of a
hill. The acoustics were so remarkable in these
outdoor theaters that the unamplified human
voice could be heard from the stage anywhere in
the audience. Such theaters remain in Epidaurus
and on the side of the Acropolis in Athens,
though both are somewhat eroded and have been
altered through the centuries. The orchestra is the
circular playing area closest to the audience. This
centerpiece was the main acting area and the area
in which the chorus sang and danced. There were
eisodoi or broad ramps leading to the orchestra
from either side that were used by most of the au-
dience when arriving and by the actors for most
of their entrances and exits. On the far side of the
orchestra was the skene, or scene house, which
functioned as a background for the action of the
play and a changing room for the actors. Various
stage properties may have been used, such as
chariots, altars, or statues. Two stage machines
were utilized to great dramatic effect. The first



was a low platform, the ekkyklema, upon which
tableaus were exposed to reveal the results of the
often violent acts that were committed offstage.
The second was the crane used to fly actors im-
personating the Greek gods, making it possible to
bring in a god to bring about a happy ending,
whence the term deus ex maching, or “god from a
machine.”
See also Egypt
References: Arnott, Peter D. The Ancient Greck and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Butler, James. The Theatre and Drama of Greece and
Rome. San Francisco: Chandler, 1972; Cornford,
F. M. The Origins of Attic Comedy. London: Edward
Arnold, 1914; Ley, Graham. A Short Introduction to
the Ancient Greek Theater. Chicago: University of
Chicago Press, 1991; Webster, Thomas Bertram
Lonsdale.  Greek Theatre Production. London:
Methuen, 1970.

Ancient Mime
Italy
Early form of Roman dramatic entertainment,
usually performed by a solo unmasked performer
who used only gestures, movement, and exagger-
ated facial expressions to dramatize a story. Origi-
nally from Sicily, mime developed as early as the
fifth or fourth century B.C. Plots for mime per-
formances were short and often indecent stories
or humorous burlesques taken from lower-class
and urban life. Adultery was a popular subject.
Mime was given its first literary form by Decimus
Laberius (106—43 B.C.); it was often performed
during the intermission of more serious dramas.
By the first century B.C. mime was much more
popular than masked dramas because Roman au-
diences liked to see the facial expressions of the
performer and because it sketched ordinary life
using current themes. In the later centuries of the
Roman Empire, which lasted from 27 B.C to A.D.
476, mime reigned almost exclusively over the
stage, and often it mocked the gods to the point
of absurdity. With its overriding popularity, mime
replaced the Atellana, a form of masked farce.
The costume for mime performers was a mot-
ley dress of patched fabric with either no shoes or
light sandals. Women found a rare opportunity to
perform in mime, even though in the beginning
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it was confined to male performers. Female mime
artists who became famous include Cytheris, mis-
tress of Mark Antony, who was known for her
craft and artistry; and Theodora, first mistress
and then wife of the Byzantine emperor Justinian
in the sixth century A.D. She was known for her
sharp wit and shamelessness.

On the day Caligula was murdered, the robber
Laureolus was nailed to a cross in a mime per-
formance and died before the eyes of the specta-
tors. Also at this time female mime performers
appeared topless on stage. Mime was the primary
target of Christian teachers who were against
what they considered degenerate forms of theater,
because of the activities listed above and because
Christian ceremonies and rites were sometimes
ridiculed. Near the final decline of the Empire,
mime attempted to compete with the games in
the amphitheater by appealing to the audience’s
thirst for gore.

References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Chinoy, Helen Krich, and Toby Cole. Actors on Act-
ing, New York: Crown, 1970; Taylor, David. Acting
and the Stage. Boston: George Allen & Unwin,
1978.

Ancient Pantomime

Italy

Scenes performed by masked actors using only
movement and gestures for expression during the
Roman Empire, 27 B.C.—A.D. 476. Pantomime de-
veloped partly from Mime, in which performers
without masks dramatized short, usually humor-
ous, skits, using only facial expressions, move-
ment, and gestures. In pantomime solo actors
performed a monologue or scene featuring Greek
mythology from a Roman comedy or Roman
tragedy. One actor performed many roles by
changing masks while a chorus or one singer
sang or spoke the story.

Roman audiences grew tired of the endlessly
repeated subjects of tragedy, but they still craved
the art of acting, and pantomime was the form to
satisty that hunger. The form had great popular
appeal in Rome, and the performers of it were
nearly worshipped by their fans. Actors were
handsome, well-built men whose movements
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were expressive and flowing They used refined
gestures and were versatile enough to evoke a
wide variety of moods and emotions. A good ed-
ucation and a knowledge of mythology were a
must for performers.

Graceful silk costumes that accented move-
ment served as costumes for performers. The
masks that were worn were similar to those worn
in tragedy, except that those for pantomime had
closed mouths. Pylades, who came to Rome from
Greece in 20 B.C., introduced the tragic pan-
tomime with stories taken from Greek mythol-
ogy, and this type lived on through the rest of an-
tiquity. In 22 B.C. Bathyllus introduced the comic
pantomime, featuring such characters as Pan and
Echo, or Satyr and Amor. This type did not last
long. A chorus or solo performer in the back-
ground sang lyrics written by contemporary
poets. These songs were usually a revamping of
the words of the popular tragic scene that was
being performed

See also Livius Andronicus

References: Beacham, Richard. The Roman Theatre and

Its Audience. Cambridge, MA: Harvard University
Press, 1992; Bieber, Margarete. The History of the
Greek and Roman Theater. Princeton, NJ: Princeton
University Press, 1961; Gentili, Bruno. Theatrical
Performance in the Ancient World: Hellenistic and Early
Roman Theatre. Amsterdam: Gieben, 1979; Taylor,
David. Acting and the Stage. Boston: George Allen &
Unwin, 1978.

Andreini, Isabella

Italy

Famous actress of commedia dell’arte, improvised
sixteenth- and seventeenth-century Italian com-
edy, who played the Innamorate, or young female
lover. Celebrated actress of the Gelosi company,
she was considered to be the first great profes-
sional actress of Western theater. As playwright,
poet, and actress, she was honored in Italy and
France by all social classes, including royalty. Her
first name became a stock character in the In-
namorata category, since she created her own spe-
cific variation on the role.

Isabella was highly regarded because of her
talent and loveliness, even though before her em-
inence it was thought to be immoral and shame-
less for a woman to be in the theater. It was in the
commedia that women assumed an important

position for the first time in Western theater.
When she died giving birth, the city of Lyon went
into public mourning in her honor.
References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting, New York: Crown, 1970; Rudlin,
John. Commedia Dell’Arte: An Actor’s Handbook. London
and New York: Routledge, 1994.

Ankai Nat

India

Operatic dance-drama enacting the legend of
Krishna, the eighth and most important incarna-
tion of the Hindu god Vishnu; originated in the
sixteenth century in Assam, a state in northeastern
India. Ankai Nat is a beautiful synthesis of classical
and folk theater traditions of the region. Lyrical
plays, which describe the greatness of Krishna
through episodes of his life, are written in the
vernacular. Religious, social, and cultural commu-
nity centers act as patrons for this form. They care
for and train the performers. Each performance is
viewed as an offering to Krishna.

A performance begins with the Sutradhara, the
narrator, entering wearing a white skirt and tur-
ban. He sings invocations while dancing. Then he
introduces the story and the characters for the
specific story being performed. Actors make dra-
matic entrances from behind a white curtain held
by two people. When Krishna finally enters, the
other performers shower him with flowers. The
Sutradhara stays on the stage commenting on the
action throughout the show. Dancing and singing
are stressed more than dialogue, and even the dia-
logue is delivered in a lyrical manner. Most ac-
tion, including battle scenes, is choreographed as
dance.

The setting for performances is a rectangular
prayer hall called a Namghar, which is attached to
the area where images of the deities are kept in a
temple. Actors perform facing a high pedestal,
upon which are sacred Hindu texts. The outer
walls of the hall are usually painted with different
scenes of Krishna'’s life.

Krishna’s costume is a gold-embroidered vel-
vet jacket. The actor portraying Krishna also wears
a necklace of fragrant flowers and carries a flute
in his hands. Some of the other characters are
masked. Natural dyes from the area are used for
makeup color. Color choice is symbolic of the



inner nature of the dramatic character. For exam-
ple, a demonic nature is indicated by black, bru-
tality by red, and saintliness by white; light blue
always indicates Krishna.
References: Varadpande, Manohar Laxman. Krishna
Theatre in India. New Delhi: Abhinav, 1982; Vat-

syayan, Kapila. Traditional Indian Theatre: Multiple
Streams. New Delhi: National Book Trust, 1980.

Antistrophe
See Greek Chorus

Antoine, André (1858-1943)

France

Actor, theatrical innovator of naturalism on the
stage, and pioneer of modern theater. Antoine
founded Théatre Libre (Free Theater) in 1887, in
opposition to what he saw as the shallowness of
the Comédie Francaise and other respectable the-
aters of the time. He wrote a pamphlet, “The
Théitre Libre,” in 1890 that severely criticized the
training of actors taught at the Conservatoire, the
most prestigious training academy for actors in
France, for the exaggerated enunciation and stock
gestures they used. He wanted conversational
tones in acting and genuine movements of the
body in accord with the character’s desires and
personality. He wanted his actors “to live” rather
than “to act.” The core company of his Théitre
Libre consisted of amateur performers who by
day worked as chemists, merchants, dressmakers,
and so on. Still, these actors impressed the critics
of their day with their arrestingly truthful acting,
as brought out by Antoine.

In 1906 he was appointed director of the
Odéon Theatre. He produced the work of natu-
ralist writers Emile Zola (1840-1902), Leo Tol-
stoy (1828-1910), August Strindberg (1849—
1912), and Henrik Ibsen (1828—1906). He de-
veloped a natural style of acting with his com-
pany, he and his actors drawing their inspiration
from the essence of the play and real-life actions
and reactions.

References: Chinoy, Helen Krich, and Toby Cole. Ac-

tors on Acting. New York: Crown, 1970; Chothia,
Jean. Andre Antoine. New York: Cambridge Univer-
sity Press, 1991; Waxman, Samuel Montefiore.

Antoine and the Theatre-libre. Cambridge, MA: Har-
vard University Press, 1926.
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Anyein Pwe
Myanmar
Variety show, consisting of dancing, comedy rou-
tines, and both Western and traditional music. The
word pwe is the generic term for any kind of per-
formance in Burma.

References: Brandon, James R. Brandon’s Guide to Theatre

in Asiae. Honolulu: University Press of Hawaii,
1976.

Apache Mountain Spirit Dance

United States

Also called Mountain Spirit Dance; Indian dance
done to invoke the gaan, spiritual beings who
manifest their great power in the wind; done by
the White Mountain Apache in Arizona. It is per-
formed by four male dancers, dressed in elaborate
headdresses and masks, and one clown. Head-
dresses extend over three feet high, fanning out in
elaborate designs. The medicine man decides

U Lu Maw, one of the famous Moustache Brothers, readies his
traditional costume for an Anyein Pwe performance in Mandalay,
Myanmar (formerly Burma). (Photo by Beth Osnes)
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what design of body paint should be painted on
the performer’s torso, arms, and legs. Faces are
covered with black translucent cloth. The purpose
of the dance is to bring blessings or healing.
Singers, drummers, and a presiding medicine
man stand to one side of the designated dance
area. A clown enters from the east, does funny
bits, and then blesses each of the four cardinal di-
rections while whirling a piece of wood on a
thong to create the sound of the wind, which
heralds the coming of the gaan. From the east
again enter each of the four dancers, and they
move around the central fire in a snake-like for-
mation. Their movements include lunges and
twists that tip the headdresses back and forth.
Then they suddenly stop and strike dramatic
poses. During the dance the performers touch the
person for whom the ceremony is being done,
thereby throwing off that person’s sickness.

References: Ganteaume, Cecile. “White Mountain
Apache Dance: Expressions of Spirituality.” In
Native American Dance: Ceremonies and Social Traditions,
ed. Charlotte Heth, 65-81. Washington, DC:
Starwood, 1992.

Apuodaw

Myanmar

Character in the Burmese marionette theater.
See also Yokthe Pwe

Arab Cinema

Algeria, Egypt, Iran, Iraq, Lebanon, Morocco, Tunisia,
Turkey

Though Egypt is the center of the Arab film in-
dustry, other countries, such as Iran, Turkey,
Lebanon, Tunisia, Morocco, Algeria, and Iraq,
also host film industries of their own. Still, the
most famous Arab film actors are Egyptian, and
stars of other Middle Eastern countries are often
Egyptian. Many youths of these countries are at-
tracted to film acting because it is accessible to
the lower classes and compensated amply enough
to make for luxurious living.

Islamic extremists have long wanted censorship
or a total ban on cinema because of what they
deem to be illicit love scenes and other morally
corrupting content. Some Islamic groups have
campaigned to prohibit women attending the cin-

ema. In the 1980s the quantity of films being
made in the Middle East was on the decrease, but
the quality seemed to be improving. This is evident
in the success gained by many Arab films at Euro-
pean film festivals. Also, the Arab Film Week in
Paris is an excellent showcase for Arab films. The
Egyptian Film Institute has trained promising
filmmakers such as Asma El Bakri, who created
Proud and Beggars (1991-92). Egypt is also home to
the Cairo International Film Festival.

References: Landau, Jacob. Studies in the Arab Theater and
Cinema. Philadelphia: University of Pennsylvania
Press, 1958; Mostyn, Trevor, and Albert Hourani,
eds. The Cambridge Encyclopedia of the Middle East and
North Africa. New York: Cambridge University
Press, 1988.

Arab Theater

The theater of the Middle East and North Africa,
where Arabic has been spoken for hundreds of
years. Arab theater also exists in non-Arab coun-
tries in which there is a sizable Arab minority,
such as the Americas. The idea that there should
be some indigenous style of theater that is
uniquely expressive of the Arab people is only
about a hundred years old.

The birth of modern Arab theater was in 1848
in Syria, but it soon shifted to Egypt, where the
best playwrights and actors immigrated in search
of better conditions and a more tolerant political
climate. Actors were amateurs, freely moving
from one troupe to another. The most valued ac-
tors were those who could sing well, because the
musical element in theater was predominant. Ac-
tresses began to appear on stage at the turn of the
century where they were once restricted, but
these women were, as a rule, Jews or Christians. It
was not until World War I that Muslim women,
some of whom came from good families, began
appearing on stage to promote the emancipation
of Muslim women.

Egyptian began
throughout other Arabic-speaking lands in the
nineteenth century, which did much to encour-
age and influence Arab Theater in those countries.

theater troupes touring

Theater is almost non-existent in the Arabian
Peninsula, partly because of the limited scope of
European influence in the region and because of
strong Islamic feelings. Though there is some op-



timism that the elusive new Arab theater may
continue to grow and flourish, there is also the
fear of decline in the face of governmental cen-
sorship and Islamic backlash. Theater is almost
nonexistent in Libya, partly because of the limited
scope of European influence, partly because of
strong Islamic religious sentiment.
See also Algeria; Iran; Iraq; Israel; Jordan; Lebanon;
Morocco; Saudi Arabia; Tunisia; Turkey; Yemen
References: Cachia, P “The Dramatic Monologues
of Al-Ma’arri’.” Journal of Arabic Literature 1
(1970): 129-136; al-Khozai, Mohamed. The
Development of Early Arabic Drama. London, New
York: Longman, 1984; Landau, Jacob. Studies in
the Arab Theater and Cinema. Philadelphia: Univer-
sity of Pennsylvania Press, 1958; Moreh, S.
“The Arabic Theatre in Egypt in the Eighteenth
and Nineteenth Centuries.” Etudes Arabes et Is-
lamiques 3 (1975): 109-113; Moreh, Shmuel.
Live Theatre and Dramatic Literature in the Medieval Arab
World. New York: New York University Press,
1992; Mostyn, Trevor, and Albert Hourani, eds.
The Cambridge Encyclopedia of the Middle East and North
Africa. New York: Cambridge University Press,
1988; Rosenthal, Franz. Humor in Eadly Islam.
Westport, CT: Greenwood, 1976.

Arabic Shadow Puppet Theater

Egypt

An indigenous Egyptian style of shadow puppet
theater dating from the thirteenth century which
describes society and life in Islamic Egypt. It is sig-
nificantly different from the Turkish Karagoz, another
form of shadow puppet theater, in that in the
Egyptian form there are no permanent characters
and the plays and puppets are different. Performing
in rowdy coffeehouses to uneducated villagers and
children, the Mugaddam, or puppet master, performs
written scripts using rawhide puppets to project
shadows on a white screen so that only the shadows
are visible to the audience. The dominant comedy
in these plays is created by puns and obscenity. As
the Mugaddam cannot move all the puppets him-
self, he often hires his students to be his assistants
and even gives them scripts so that they can per-
form the lines for some of the lesser characters.

On a simple stage white linen is hung up and a
strong light set behind. Puppets are made of
brightly painted transparent rawhide. They are
20-28 inches high with articulated limbs manip-
ulated by long sticks attached to the ends. Extra
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holes are punched into the chest and stomach of
puppets to bypass Islam’s opposition to represen-
tations of the human form. Puppet masters argue
that these holes ensure the puppet’s lifelessness.
Muhammad ibn Daniyal (1248-1311) wrote the
first plays known for this form; many playwrights
followed him. The plays are often written in verse,
so students generally adhere to the script when
performing, since it is very difficult to improvise
in verse. Only the experienced masters can impro-
vise more into written texts. Texts performed in a
crude sort of spoken Arabic are sung or spoken
quite loudly to compete with the talking in the
cafe. Three or four musicians playing tambourines,
oboe, and drum, accompany the performance.
Traditionally novices develop their skills under
the supervision of a trained master. Novices not
only learn how to manipulate puppets, recite, and
sing from teachers, but also write down their ver-
sions of stories. In the twentieth century shadow
puppet theaters were closed, but some perform-
ances in Cairo and Alexandria continue.
References: Kahle, P “The Arabic Shadow Play in
Egypt.” Journdl of the Royal Asiatic Society of Great Britain
and Ireland (J. R. A. S.) (1940): 21-34; Landau,
Jacob. Studies in the Arab Theater and Cinema. Philadel-
phia: University of Pennsylvania Press, 1958;
Moreh, S. “The Arabic Theatre in Egypt in the
Eighteenth and Nineteenth Centuries.” Etudes
Atabes et Islamiques 3 (1975): 109-113.

Aragoto

Japan

“Rough business” male character type in Kabuki,
popular dramatic form of the seventeenth century.

Arangetram

India

Debut performance for a young dancer of Bharata
Natyam, classical female solo temple dance.

See also Balasaraswati
References: Menon, Narayana, and Saryu Doshi. The
Performing Arts. Bombay: Marg, 1982.

Ardhanarishwara

India

Form of Shiva, Hindu god, as half woman and
half man. Parvati, Shiva’s wife, is the female side,
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and Shiva is the male side. This form of Shiva de-
picts two opposing forces, masculine and femi-
nine, as one body. Each constituting one side, the
male and female biological forms meet in a glory
of aesthetic beauty and union.

References: Gargi, Balawanta. Folk Theater of India.
Seattle: University of Washington Press, 1966.

Ardja
Bali, Java
Romantic dance-opera performed for temple
festivals and private events by professional
troupes. Attractive young women portray most
roles. In Java the communication of the stories
occurs through song and dance. The actors al-
most never speak. The stories have quickly mov-
ing plots that are drawn from romantic stories
about lovers in Javanese legends from the
twelfth and fourteenth centuries. Stories are also
drawn from the Panji tales, the Mahabharata, and
the Ramayana. In Bali this is the only form of the-
ater in which a front curtain is used. Perfor-
mances do not begin until midnight and con-
tinue into the early morning hours. Highly
refined characters speak and sing in Kawi, the an-
cient Javanese language, which is translated into
common Balinese by the clown characters, not
without the clowns adding their own criticism
and puns. There is an abundance of physical
humor and verbal word play.
References: Bandem, I Made. “Notes on the Devel-
opment of the Arja Dance Drama.” Indonesia Circle
3 (March 1983): 28-32; Brandon, James. Theatre
in Southeast Asia. Cambridge, MA: Harvard Univer-
sity Press, 1974; Brandon, James R. Brandon’s Guide
to Theatre in Asia. Honolulu: University Press of
Hawaii, 1976; Covarrubias, Miguel. Bali. New
York: Oxford University Press, 1972; Hood,
Mantle. “The Enduring Tradition: Music and
Theatre in Java and Bali.” In Indonesia, ed. Ruth
McVey. New Haven, CT: Yale University Press,
1963.

Arena Theatre of the Philippines

Community theater based in Manila, founded in
the 1960s, with sixty branch theater groups on
the Philippine islands. This link between the cos-
mopolitan urban theater artists and the rural folk
theater performers benefits both groups. The pro-

ductions are written by Philippine authors about
Philippine concerns. Shows use Western theatrical
conventions almost completely instead of indige-
nous performance forms.

References: Brandon, James. Theatre in Southeast Asia.
Cambridge, MA: Harvard University Press,
1974; Mahores, Resil B. “Folk Drama & Social
Organisation.” Philippine Studies 29 (1981): 230.

Argentina

Before the Spanish invasion in the 1530s, indige-
nous nomads resided around the river La Plata in
present-day Argentina. In fact there was a great
variety of peoples and tribes occupying the terri-
tory of present Argentina. Some of the main
groups are the Diaguitas, Timbues, Caingtias, Mo-
coretas, Charrdas and Agaces, many of which have
now completely disappeared. Immigration from
Europe starting in the mid-nineteenth century in-
creased the population of Argentina dramatically,
also causing the culture to be highly Eurocentric.
The Argentine theater was for years the most hos-
pitable and fruitful in South America, marred for
a time by the oppressive dictatorship of Juan
Domingo Perén, 1944—1955.

Since Argentina came under Spanish rule in
1536, Spanish colonial theater of many forms was
present, both secular elite forms and religious
dramas. One of the first known theatrical tradi-
tions native to Argentina and Uruguay was the
Teatro Gaucho, highly popular at the end of the
nineteenth century. Staged in circus arenas, com-
plete with stampeding horses and elaborate fight
scenes, these plays brought to life the popular
cowboy of South America, the gaucho.

In 1910 a law was passed that gave a large
portion of all royalties to playwrights. As a result
many gifted writers were attracted to the theater,
and often they doubled as managers. Leonidas
Barletta, an author-manager of the early twenti-
eth century, began the Teatro del Pueblo, a the-
ater dedicated to offering quality entertainment
to the working class at an affordable price. Also
of the early and mid-twentieth century, the fa-
mous actress Lola Membrives reigned as Ar-
gentina’s leading star. Argentinean Jewish the-
ater also flourished from 1900 to the 1940s.
When the spark in Argentina’s theater began to
dim in the 1940s, the baton was handed on to



Chile, which was just beginning to foster a vig-
orous theater life.

Decades of military regimes since Perén were
hard on the arts, since any “leftist” expression
was sternly censored. The remnants of the highly
developed professional theater artists turned to
producing highly metaphorical or allegorical
scripted works that were critical of the govern-
ment but adequately veiled to escape censorship.
As political and social stability continues to in-
crease in Argentina, the forecast for theater is
improving.

References: Barnard, Tim. Argentine Cinema. Toronto:

Nightwood Editions, 1986; Glickman, Nora,
and Gloria F. Waldman. Argentine Jewish Theatre: A
Critical Anthology. Cranbury, NJ: Associated Univer-
sity Presses, 1996; Medrano, Hugo. “Argentine
‘Theater of the Grotesque.” Americas 37, 2
(March—April 1985): 56—57; Versenyi, Adam.
Theatre in Latin America: Religion, Politics, and Culture from
Cortés to the 1980’s. New York: Cambridge Univer-
sity Press, 1993; Weiss, Judith A. Latin American
Popular Theatre: The First Five Centuries. Albuquerque:
University of New Mexico Press, 1993;
Williams, A. R. “Eighty Years of Elegance and Ex-
cellence.” Americas 39, 5 (September—October
1987): 14-19.

Argentinean Jewish Theater

Argentina has the largest Jewish population in
Latin America and has produced a rich dramatic
repertory. One of the earliest flowerings of Jewish
culture in Argentina was the Yiddish theater,
most popular 1900-1930, first presented by for-
eign companies. Ironically, these tours were fi-
nanced by pimps trafficking Jewish women from
Eastern Europe to Argentina for prostitution,
strengthening the age-old association between
prostitution and the theater. Foreign visits of pres-
tigious European actors during this time fueled
the excitement for local Yiddish theater to be pro-
duced by amateur actors and directors in the Jew-
ish community.

Popular Jewish theater began in Argentina in
1932 with a group initially named Prolet Bine (Pro-
letarian Stage), who later changed their name to
Idisches Folks Theater. Famous actors of this time
include Berta and Pauline Singerman, Cipe Lincov-
sky, and Fanny Brener, many of whom moved
from the theater to the cinema. By the 1930s Jew-
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ish dramatists began writing in Spanish instead of
Yiddish. After the 1940s Argentinean Jewish the-
ater artists became part of their country’s main-
stream, in their attempt to represent Jewish culture
with eloquence to a largely anti-Semitic society.

References: Glickman, Nora, and Gloria F. Wald-
man. Argentine Jewish Theatre: A Critical Anthology. Cran-
bury, NJ: Associated University Presses, 1996.

Aristophanes (448-380 B.C.)

Greece

Popular ancient Greek comic playwright; only
creator of Old Comedy whose works survive.
Aristophanes was a master at mixing sophisti-
cated wordplay with unsophisticated physical
comedy. Highly satirical regarding political mat-
ters, he often focused his plays on an antiwar
theme, ridiculing the pettiness of those who
waged war. For most of his writing career Athens
was at war with Sparta, its rival city-state. As a
champion of the peace party, he tried to influence
Athens to make peace, but the peace he so
yearned for came too late; democracy had already
fallen by the time the war was over.

Aristophanes’ work was very influential in the
development of Western comedy. In his last sur-
viving play he almost completely does away with
the Greek chorus, giving the play a distinctively
modern feel. Many of the indecent jokes centered
on the large phallus attached to the padded cos-
tumes worn by male characters. It is believed that
in Aristophanes’ plays actors parodied famous
characters wearing masks that were recognizable
to the audience. Socrates, the great Greek philoso-
pher satirized in The Clouds, is said to have stood up
in the audience at a performance to allow the rest
of the audience to see his resemblance to the
masked actor portraying him.

Aristophanes is believed to have written thirty
plays, but only eleven survive, of which Lysistrata,
written in 411, is the most famous. In Lysistrata
the women go on a sex—strike, refusing to have
sex with their husbands until peace is made with
Sparta. His plays often took their name from the
chorus, as in The Knights, The Wasps, and The Frogs.
The public found his work amusing, but the
leading people in society, whom he lampooned,
never granted him the honorary status in society
they bestowed upon the tragic poets. Indeed,
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comic poets in general did not enjoy a high sta-
tus in society.
See also Greek Comedy
References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 197 1; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Ehrenberg, Victor. The People of Aristophanes: A Sociol-
ogy of Old Attic Comedy. New York: Barnes & Noble,
1974; Hubbard, Thomas K. The Mask of Comedy:
Aristophanes and the Intertextual Parabasis. Ithaca, NY:
Cornell University Press, 1991; Lord, L. E. Aristo-
phanes: His Plays and His Influence. London: Harrap,
1925; Murray, Gilbert. Aristophanes: A Study. New
York: Russell & Russell, 1964; Sandbach, F. The
Comic Theatre of Greece and Rome. New York: Norton,
1977; Solomos, A. The Living Aristophanes. Ann
Arbor: University of Michigan Press, 1974;
Strauss, Leo. Socrates and Aristophanes. New York:
Basic, 1966; Webster, Thomas Bertram Lonsdale.
“The Costume of the Actors in Aristophanic
Comedy.” Classical Quarterly 5 (1955): 94.

Aristotle
See Poetics

Arlecchino

Italy

Type of Zanni, comic servant stock character in
commedia dell’arte, improvised Italian comedy of
the sixteenth and seventeenth centuries. Partnered
with Brighella, Arlecchino and his mental short-
comings usually complicated the clever scheming
of Brighella. Originally the role of Arlecchino was
a peasant boy. He was usually the servant to Pan-
talone, the duped father or husband, Capitano,
the Spanish braggart, or Dottore, the pedantic old
scholar. Constantly in his hand, even when he was
turning a somersault, was his Batocchino, known
in English as a slapstick, made of two thin pieces
of wood kept apart at the handle that when
slapped together create a loud sound, whence the
term slapstick comedy.

Arlecchino had a slow mind but a quick and
agile body. Plots were often complicated because
of his misunderstandings in carrying out an
order. His vocal delivery was coarse and guttural.
His costume was made of colorful diamond-
shaped patchwork with a small black hat and a
half mask made of black leather. The actors Tris-

tano Martinelli (1557-1630) and Evaristo Gher-
ardi (1663-1701) were largely responsible for
creating this role.

References: Craig, Edward Gordon. “The Characters
of the Commedia Dell’Arte.” The Mask (January
1912); Rudlin, John. Commedia Dell’Arte: An Actor’s
Handbook. London and New York: Routledge,
1994.

Armenia
See Soviet Cinema; Soviet Union

Artaud, Antonin (1896—19438)

France

Theorist, actor, director, visionary, and poet. Ar-
taud was an idealist and an extremist who created
a dissatisfaction with artifice, mediocrity, and
complacency in the theatrical experience. His
many revolutionary essays on theater were col-
lected in Le Théitre et son Double (The Theatre and its
Double) (1938). He began as an actor of the stage
and screen, appearing in the film Passion de Jeanne d’
Arc (The Passion of Joan of Arc) in 1922.

In 1927 he founded the Théatre Alfred Jarry to
achieve the liberty he witnessed in other artistic
mediums such as music and painting. For the
most part, he chose surrealist dramas to produce
there. Artaud was hugely inspired by the play-
wright, Alfred Jarry (1873-1907), especially his
blasphemous comedy Ubu Roi. That play repre-
sented for Artaud the culmination of the forces
that he hoped would bring about the end of the
theater as it existed in France at that time.

In 1931 Artaud witnessed a performance of
dance from Bali, which greatly expanded his idea
of what theater was capable of; he saw it as pro-
viding a trance-inducing initiation into an experi-
ence in which the elemental and essential nature
of humankind could be explored. He often used
terms of violence to describe these states, words
such as crime, rape, cannibalism, and savage, but
he seemed to be aiming at a sort of utopia of a
theater in which primal urges were satisfied and
fed. In this “theater of cruelty” he described the
actor as an athlete of the heart who metaphori-
cally raped the audience out of their apathy.

Many prominent theater artists have been in-
fluenced by and have experimented with Artaud’s



theories, individuals such as Jerzy Grotowski,
Peter Brook, and Richard Schechner, and
groups such as the Living Theater and the Open
Theater.

References: Artaud, Antonin. Le Theatre et son Double.
Paris: Gallimard, 1938; Artaud, Antonin. The The-
atre and Its Double. Trans. Mary Caroline Richard.
New York: Grove, 1958; Esslin, Martin, The Ency-
clopedia of World Theater, New York: Charles Scrib-
ner’s Sons, 1977; Sellin, Eric, Dramatic Concepts of
Antonin Artaud, Chicago: University of Chicago
Press, 1968.

Artists of Dionysus
See Dionysian Artists

Ashtapadi Attam

India

Name for Gita Govinda, operatic dance-drama, as it
exists in Kerala State.

Atellan Farce
See Atellana

Atellana

Italy

Farcical style of play, named after the town in
southern Italy from which it originated; per-
formed by masked actors. Atellanae were originally
improvised, but as these plays grew in popularity
scripts were written. In 89 B.C. the genre was
given literary form in Latin. The speech, style of
humor, and costumes were all rustic, since scenes
were set in small farm towns or villages. After the
demise of the Roman Republic, during the em-
pire that followed (27 B.C.—A.D. 476), Atellanae
became more popular than full-length tragedies
and comedies based on the Greek model.

A predecessor to the later Italian commedia dell’
arte, the Atellana was based on stock characters—
Pappus the grandfather, Maccus and Bucco the
fools, and Manducus the greedy ogre. Since the
actors wore masks, they sometimes dared to criti-
cize those who took part in public affairs and
even the emperor, which proved to be dangerous,
since an actor who criticized Nero was banished
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for life. Another actor who attacked Caligula, a
Roman emperor who lived from 12 to 41 A.D,
was burned to death in an amphitheater.

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Uni-
versity Press, 1961; Taylor, David. Acting and the
Stage. Boston: George Allen & Unwin, 1978.

Australia

A country that includes a whole continent, Aus-
tralia enjoys an isolation that has led to unique
flora, animal species, and culture. The original in-
habitants, now known as the aborigines, are be-
lieved to have arrived from Southeast Asia as
much as 40,000 years ago. Aside from possible
interaction with the people of New Guinea, the
aborigine culture evolved in complete isolation
until the first European explorers were sighted in
the seventeenth century. In the eighteenth century
the Dutch named this mammoth “discovery”
New Holland, and in 1770 Captain James Cook
explored Australia and later clamed it for Great
Britain. Great Britain used Australia primarily as a
penal colony until the first half of the nineteenth
century. As British colonists settled in new areas,
the aboriginal populations were displaced and
sometimes exterminated. Since 1901 Australia has
been a Commonwealth country of Great Britain.

Other than the Australian aboriginal dance-
dramas, theater did not exist in Australia until Eu-
ropean-style theater began in Sydney in 1833; it
was a welcome diversion from horse racing,
cockfights, and other forms of gambling. Other
colonial towns followed suit, presenting com-
mercially viable popular entertainment. Theater
managers would try a variety of combinations for
an evening’s bill to please an audience. Often a
program included one play in its entirety and the
best-loved scenes of another. Local theater com-
panies and an occasional touring company from
Britain performed in the many theaters started by
entrepreneurs, who built theater chains.

The star system was in full force in Australia in
the nineteenth century. Leading male and female
actors were promoted more than the plays, and
they dominated the company, choosing plays that
would best show off their talents. These stars even
commissioned the writing of plays to highlight
themselves. In a specially tailored melodrama, All
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for Gold, Alfred Dampier and his two daughters,
Lily and Rose, performed to tearful audiences
until the girls were too old to carry off the parts.

It was hardly a privileged minority that at-
tended the theater. In 1874, when the population
of Melbourne was about 110,000, it was reported
that 93,000 saw the play Struck Oil by J. C. Will-
iamson. Audiences demanded constant change in
the repertory, such that plays were rewritten again
and again to provide variety.

Material for dramas came from many sources,
from European plays to actual incidents. Popular
scenes from existing plays were fitted into story
lines from some other source. A popular scene
from George Darrell’s Sunny South featured a fe-
male star giving a horsewhipping to a villain. This
scene was such a hit that it was written again into
another play. By the end of the nineteenth century
the rage was for plays about Australian subjects set
in Australia. Stock situations and characters like
those used in Wild West dramas popular in North
America were extremely successful.

The introduction of the motion pictures to
Australia largely replaced live theater as the popu-
lar choice for entertainment. Twelve of the first
twenty films made in Australia, starting in 1906,
were naturally bushranging stories. Attempts in
the theater, Players,
1922-1926, started by Louis Esson, were unsuc-
cessful at dragging Australian audiences away
from movies, vaudeville, and successful touring
American melodramas. The US. film industry
dominated the Australian movie scene, with

such as the Pioneer

British films as a faraway second. One compensa-
tion for the demise of big commercial theaters
due to film was that small amateur theater groups
performing serious plays began to spring up.
Governmental support for the performing arts
began in the twentieth century, with, for exam-
ple, the founding of the Australian Elizabethan
Theatre Trust in 1953. The building of large per-
forming halls, such as the Sydney Opera House,
in the 1950s was proof of serious government
commitment to developing culture in Australia.
Also, a younger and more intellectual audience
was developing to support dramatic productions
of a serious nature. In successful plays such as The
Summer of the Seventeenth Doll, Australian audiences
heard Australian characters speaking the Aus-
tralian idiom of the streets. A true Australian na-

tional theater was beginning, which continues to
develop and blossom today. In film Australia has a
long history of collaborating with American and
British filmmakers who enjoy the inexpensive
local crews in Australia but keep creative control
to themselves. The film The Sundowners (1960) is an
example of that. The worldwide success of Croco-
dile Dundee (1986) brought fame to its producer,
director, writer and actor, Paul Hogan. Baz
Luhrmann is one Australian director who has
consistently been admired throughout the world
with his higly stylized movies such as Strictly Ball-
room (1993), Romeo and Juliet (1996) and Moulin
Rouge (2000-2001).
References: Allen, Elphine. “Australian Aboriginal
Dance.” In The Australian Aboriginal Heritage: An Intro-
duction through the Arts, ed. R. M. Berndt and E. S.
Phillips. Sydney: Australian Society for Educa-
tion through the Arts in Association with Ure
Smith, 1973; Brisbane, Katherine, ed. Australia
Plays. London: Nick Hern, 1989; Chisholm,
A. H. “Aborigines: Dancing.” In The Australian En-
cyclopedia, ed. Ronald M. Berndt and Catherine
H. Berndt. East Lansing: Michigan State Univer-
sity Press, 1958; Fotheringham, Richard. Sport in
Australian Drama. Cambridge: Cambridge Univer-
sity Press, 1992; Horne, Donald. The Australian
People. London: Angus & Robertson, 1972; Kim-
ber, Robert. Performance Space As Sacred Space in
Aranda Corroboree: An Interpretation of the Organization
and Use of Space As a Dramatic Element in the Performance
of Selected Aboriginal Rituals in Central Australia. Ph.D.
diss., University of Colorado, 1988; Kingston,
Beverley. The Oxford History of Australia. Vol. 3. New
York: Oxford University Press, 1988; McGuire,
Paul. Australian Theatre: An Abstact and Brief Chronicle in
Twvelve Parts. London: Oxford University Press,
1948;

Australian Aboriginal Theater

The indigenous people of Australia, known as
the aborigines, have a belief system based on
events believed to have occurred in what is
called the Dream Time, in which mystic ances-
tors gave shape to the landscape. The events that
occurred are considered to be sacred. A form of
communal ceremony, sometimes referred to as
a Corroboree, involves dramatic ritual based upon
this magico-religious tradition. It involves song
cycles, dancing, and mime. The belief is that
performers are born with a gift for performing
and have special performance skill. All present
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A group of Australian aborigines paint their bodies in preparation for a corroboree. (E.O. Hoppé/ Corbis)

are involved with different tasks such as danc-
ing or chanting. The setting is created in a
cleared performance space, in which beaters
create a powerful rhythm and singers repeatedly
chant traditional verses.

Theater in the Western sense, scripted plays
performed for an audience, involving aborigines
was slow to develop. There are records of white
settlers enjoying the spectacle of the Corroboree
in the nineteenth century as a sort of novelty.
Aborigine stock characters, portrayed by white
actors, appeared in many plays by white settlers

such as The Adventures of a Settler, 1845, by J. R.
McLachlan. The aborigine was most often por-
trayed as the “noble savage,” or as the comic
quick-thinking and resourceful native who in-
variably saves the day, as in The Duchess of Coolgardie,
1896.

A more realistic and sympathetic portrayal of
aborigines occurred in 1927, with Katherine Su-
sannah Prichard’s play Brumby Innes, which
showed the horrific treatment the aborigines re-
ceived in the outback. In the 1940s black-white
(or aboriginal-white settler) relations became
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the subject of the New Theatre movement in
Melbourne, where aborigines actors collaborated
and performed in productions. In the 1970s abo-
riginal actors also performed in A Refined Look at
Existence. Out of political protest for land rights in
1972 grew many indigenous theaters, such as
National Black Theatre in Sydney, Nindethana
Theatre in Melbourne, and Noongar Theatre in
Perth. Finally, aboriginal actors began enacting
the works of aboriginal playwrights.

Contemporary aboriginal theater has been es-
pecially prolific in Western Australia, where theater
artists draw upon the strands of the mystic acts of
their ancestors, ceremonies, and oral traditions
that lend themselves to dramatic enactment. Jack
Davis wrote and performed in The Dreamers, 1982,
for the Western Australian Theatre Company. An-
other performance in which the native culture
dramatized by aborigine actors was My Spiritual
Dreaming, 1993 at the Festival of Perth at the Uni-
versity of Western Australia, in which a central sto-
ryteller controlled the unfolding drama.

References: Kimber, Robert. “Performance Space as
Sacred Space in Aranda Corroboree.” Ph.D. diss.,
University of Colorado, 1988; Parsons, Philip,
and Victoria Chance, eds. Companion to Theatre in
Australia. Sydney: Currency Press, 1995.

Austria

The earliest theater known in Austria consisted of
passion plays performed by theatrical troupes as
early as 1455, which dramatized German epics of
heroic feats. These passion plays can be traced to
the small town of Sterzing in the Tyrol. Troupes
direction of Stoffl
Schopfer and Vigil Raber. Some of the earliest

were formed under the

farces, or Viennese Posse, were recorded from
1514. In the mid-sixteenth century Jesuit schools
used the rustic farcical form already in secular
practice to attract the unconverted and educate
them in the Christian faith. Wandering players
from England arrived in Austria in the late six-
teenth century, bringing with them a popular
form of theater that featured coarse humor. They
erected their stage wherever the authorities al-
lowed, in a courtyard or the market place. A prac-
titioner of this form, Joseph Anton Stranitzky,
was the first actor using the German language to
gain a permanent company for his comedies.

The house of Habsburg in Vienna was the cen-
ter for the creation of the Austrian theater. The
house of Habsburg was one of the principal sov-
ereign dynasties of Europe from the fifteenth to
the twentieth centuries. There is a long tradition
of dramatic spectacle designed to symbolically
demonstrate the righteousness of what they be-
lieved to be their divinely appointed rule. The two
major forces in the seventeenth century were Je-
suit theater, which by then used classical themes
to convey a religious message, and opera, both of
which were richly ornate and utilized complex
stage design and machinery. Early exposure to
Italian opera influenced Viennese theater toward
love of spectacle and musical expression. In 1776
the ruler of Austria, Joseph II, established a na-
tional literary theater at the Burgtheater and ban-
ished the popular theater to the suburbs of the
city where, against all odds, it continued to flour-
ish. In the nineteenth century popular theater met
with more extreme censorship but continued
nevertheless, mainly because of the delightful
comedies written by Joseph Alois Gleich
(1772—-1841), Karl Meisl (1775-1853), and
Adolf Bauerle (1786—1859). Two great comic ac-
tors from this era were Ferdinand Raimund and
his successor, Johann Nestroy (1801-1862).

Austrian theater was affected by the spread of
realism throughout Europe, but resisted it as well,
since the movement was in opposition to the op-
ulent Baroque style created in Austria. Theater
reached a high point in the early twentieth cen-
tury with expression of a true Austrian spirit in
the operas of Hugo von Hofmannsthal (1874—
1929) and Richard Strauss (1864—-1949). In
1919 Hofmannsthal created an annual theater fes-
tival in Salzburg. Leading actors from this time in-
clude Joseph Kainz (1858-1910) and Renate
Muller (1907-1937). The Burgtheater continued
as a strong force for quality German-speaking
theater, with such strong actors in the 1930s as
Raoul Aslan and Paula Wessely.

Experimental theater in Austria prospered in
the 1960s with the work of playwright Peter
Handke (born in 1942), who wrote Offending the
Audience, 1966, in which four actors directly con-
front the audience and their expectations of a the-
atrical event. In his play The Ward Wants to Be the War-
den, 1969, there is no spoken language, only
mimed action. Currently Austria’s theater is



highly subsidized, with many permanent acting
companies throughout Innsbruck, Salzburg, and
Bregenz.
References: Brockett, Oscar. Century of Innovation: A His-
tory of European and American Theatre and Drama since
1870. Englewood Cliffs, N.J.: Prentice-Hall,
1973; Brown, Bruce Alan. Gluck and the French The-
atre inVienna. New York: Oxford University, 1991;
Griffin, Robert. High Baroque Culture and Theatre inVi-
enna. New York: Humanities Press, 1972; Hart-
noll, Phyllis. The Oxford Companion to the Theatre. New
York: Oxford University Press, 1967; Robertson,
Ritchie, and Edward Timms, eds. Theatre and Perfor-
mance in Austria: From Mozart to Jelinek. Edinburgh:
Edinburgh University Press, 1993.

Auto Sacramental

Spain

A one-act drama bringing to life personified ab-
stractions of tenets related to the Eucharist, the
holy bread sacramentally eaten by Christians, and
various other Biblical themes. Actors portray char-
acters such as Holiness, Sin, and the Devil. During
the sixteenth century Autos were performed out-
doors to celebrate the church festival Corpus
Christi, in order to affirm the power of the
church, its sacraments and dogma. During the
mid-sixteenth century the development of the
Autos coincided with the rise of the professional
actor and the proliferation of acting companies.
The same companies performed public secular
dramas and religious dramas. In fact, the council
members of each Spanish city carefully eyed the
public performances known as Corrales, named for
the type of space in which they were performed,
to discern the best acting company to hire for the
Autos for the Corpus Christi.

The master dramatist of the Auto was
Calderén de la Barca (1600—1681). These dra-
mas were originally performed on a scaffold be-
fore the church, but later on two-storied wagons
that included an acting platform and elaborate
machinery to hoist actors or scenery. The Auto
the English
morality play and the mystery play. Profes-
sional acting companies were hired by the city’s
council organizing the Corpus Christi proces-

combined characteristics from

sion. Along with the performances of the Autos,
the actors performed short farces and dances as
interludes to the drama. These became increas-
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ingly popular, until secular elements began to
dominate performances.

In 1765 a royal decree prohibited perform-
ances of the Autos because it was deemed offen-
sive to mix the sacred with the profane by putting
religion on the stage in the manner of the Auto.
The twentieth century has seen some resurgence
of this form in revivals of seventeenth century
Autos and some modern secularized versions in
traditional form.

References: McKendrick, Melveena. Theatre in Spain:

1490-1700. New York: Cambridge University
Press, 1989; Polito, Antonio. Spanish Theatre: A Survey
from the Middle Ages to the Twentieth-Century. Salt Lake

City: Department of Languages, University of
Utah, 1967.

Ayang
Cambodia
Another name for Nang Shek Touch, shadow puppet
theater. The name Ayang comes from the term
Wayang (show) in the Wayang Kulit, shadow puppet
theater of Indonesia and Malaysia. The term Ayang
also refers to the clown character in this shadow
play, who has a protruding fat belly and resembles
the god-clown Semar of Java and Pak Dogol of
Malaysia.
References: Brunet, Jacques. “The Comic Element
in the Khmer Shadow Theatre.” In Traditional
Drama and Music of Southeast Asia, ed. Mohd. Taib
Osman, 27-29. Kuala Lumpur, Malaysia: Dewan

Bahasa Dan Pustaka Kementerian Pelajaran
Malaysia, 1974.

Azerbaijan
See Soviet Cinema; Soviet Union

Aztec Theater

Mexico

The indigenous Aztec civilization that once inhab-
ited present-day Mexico was defeated by the
Spanish in 1519, when the Spanish explorer
Hernan Cortés led his soldiers to present-day
Mexico City and, after a two-year campaign
against the Aztec, captured the city and beyond.
Pre-Columbian indigenous theater for the Aztec
was centered mainly around rituals and cere-
monies of a religio-theatrical kind, with an em-
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phasis on nature. Part of the Aztec religion in-
cludes a highly evolved calendrical system. Aztec
narratives tell of how the gods created the world
out of their own blood, thus making them depen-
dent on human sacrifices for their own survival.
Many ceremonial performances culminate in a
human sacrifice, such as the festival for the Aztec
god Quetzalcoatl.

There is also a record of a ritual representation
with many theatrical elements done for the Aztec
god Huitzilopochtli. It was a ritual dance of a the-
atrical nature, in which boys portrayed birds and
butterflies while the adults portrayed the individ-
ual gods. The actors were costumed in clothing
with insignias to identify their characters, and
elaborate sets were built. There was no division

between spectator and actor in pre-Columbian
theater, as all shared the communal goal of wor-
shipping and appeasing the gods.

When the spread
throughout Mexico to convert the Aztec, they uti-

Christian missionaries

lized many of the ritual aspects of the indigenous
Aztec theater.

References: Leon-Portilla, Miguel. Aztec Thought and
Culture: A Study of the Ancient Nahuatl Mind. Trans. Jack
Emory Davis. Norman: University of Oklahoma
Press, 1963; Phelan, John Leddy The Millennial
Kingdom of the Franciscans in the New World: A Study of the
Writings of Gerénimo de Mendieta (1525—1604). Berke-
ley: University of California Press, 1956; Ver-
senyi, Adam. Theatre in Latin America: Religion, Politics,
and Culture from Cortés to the 1980’s. New York: Cam-
bridge University Press, 1993.



Baga Bundo
Mali
Rite performed by masked dancers on the second
day after the death of an important person, per-
formed as part of Dama, death anniversary cere-
monies. The performance is meant to appease the
soul of the deceased. In a public square, over a
blanket that is placed on the ground, five male
performers enact the Baga Bundo. Four performers
wear the Bede, or young girl mask, which is made
of black fibers and cowrie shells. The remaining
performer wears the Sirige, or house mask, which
towers to a height of 20 feet. The four dancers
impersonating young girls dance around the
elder of the Awa society, a secret society made up
of circumcised males of the village, around a sis-
ter of the person who died, and around the Sirige
performer. Then each Bede performer takes a
place at a corner of the blanket. Each kneels to the
accompaniment of heavy drumming and com-
mences beating the ground with millet stalks.
Once the elder of the Awa society recites a for-
mula, the Sirige faces the blanket, which repre-
sents the deceased, from a few feet away and
touches the top of his mask to the ground on
both sides of the blanket by bending forward, a
gesture that asks pardon of the deceased. Once
the Sirige retreats, the crowd continues to dance
and chant.

In recent decades versions of the Baga Bundo
have been developed for tourist shows. In this
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theatrical setting the final act of bowing to the de-
ceased loses all symbolic meaning and becomes a
spectacular act of acrobatics.

References: Griaule, M. Masques Dogons. Paris: Institut
d’Ethnologie, 1938; Imperato, Pascal James.
“Contemporary Adapted Dances of the Dogon.”
African Arts 5, 1 (1971): 28-33, 68—71.

Balasaraswati

India

Srinivasan Balasaraswati Varadan (1918-1984),
known simply by her middle name, was a famous
dancer of Bharata Natyam, classical female solo tem-
ple dance, in the first half of the twentieth century.
She was born of a family that had excelled in music
and dance for many generations. At the age of four
she began training with a famous teacher, Kandap-
pan (1899-1941), a stern disciplinarian from
whom she received grueling training and an un-
derstanding of music. She had her Arangetram, or
debut performance, at the age of seven, after which
she entered the ranks of professional dancers. At
this first public recital she showed composure, ad-
vanced technique, and rhythmic accuracy. She was
a supreme artist, with an uncanny sensitivity to
music. In the early twentieth century, professional
dancers were looked down upon, even though they
were in demand for performances. Balasaraswati
raised the status of dancers in society simply by her
undeniable elegance and mastery:.
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References: Menon, Narayana, and Saryu Doshi. The
Performing Arts. Bombay: Marg, 1982.

Bali

Indonesia

A tiny island in the Indonesian archipelago, Bali is
host to some the most exquisite dance-drama
forms known to the world. Highly refined styles
are executed with dignity and confidence by vil-
lage people in honor of the Hindu gods. There is
no star system, nor personal gain to be gotten by
performers; all is created as a pure form of wor-
ship. In a young dancer’s face one can see the wis-
dom of many incarnations as she makes herself a
pure medium for the gods to express themselves.
Bali is possibly the most fertile culture for artistic
expression in the world.

The powerful influence of Indian culture, In-
dian dance styles, and the Hindu epic tales, the
Mdhabharata and the Ramayana, cannot be underes-
timated when examining Balinese performing
arts. When the Islamic conversion of Southeast
Asia occurred, roughly between 1300 and 1750,
the people of the western part of Java fled to the
island of Bali rather than convert to Islam. Being
isolated on this self-contained island for so long,
the form of Hinduism practiced in Bali evolved to
incorporate local geographic forces, it is now a
form of Hinduism found nowhere else in the
world.

For female performers, Legong dance-drama is
the highest expression of grace and femininity. It
is usually performed by young girls under the age
of thirteen; the dancers enact brisk controlled se-
quences of pure dance and pantomime dramatic
scenes narrated by storytellers seated to the side
of the dance floor. For male performers, the male
war-dance Baris epitomizes ideal masculine en-
ergy. Stylized duels by middle-aged men who
strike dramatic poses while holding spears culmi-
nate in the enacted death of one of the oppo-
nents. A recent development by a young Balinese
man, Mario, is Kebyar, a solo male dance that com-
bines the styles of Baris and Legong to visually in-
terpret musical moods.

Trance is a dominant feature of many per-
formance forms in Bali that ritually cleanse the
spirits of the performers and, vicariously, the au-
dience. Barong is the dominant trance-dance on

the island of Bali; it enacts the conflict between
good and evil that is central to their Hindu be-
liefs. The personification of evil, Rangda, casts a
spell, forcing men to turn their daggers to their
own chests. They wrestle with her magical hold
over them, never actually piercing their skin. A
Brahman priest restores order, and the village is
ritually balanced once again. A less complex
trance-dance, performed by children to contact
the spirits for advice and good fortune, is known
as Sangyang. In the 1930s a type of trance-dance,
Ketjak, evolved from Sangyang. The Ketjak, or mon-
key dance, is performed by a huge chorus of
men sitting in concentric cirlces chanting mon-
key sounds, while in the center young girls enact
scenes from the Ramayana.

There are other less prominent dance-drama
forms in Bali as well. Wayang Topeng is a masked
dance-drama that blends Indian-style dance with
Javanese masked dance styles. Styled after the
shadow puppet theater, Wayang Wong (or Wayang
Orang) is a dance-drama that started in the eigh-
teenth century in Java. More often performed in
Java than in Bali, Ardja is a romantic dance-opera
performed by attractive young women for temple
festivals. Since the tourist market in Bali and Java
has increased so much in the last thirty years,
Sendratari, a form of dance-drama without words,
has been developed to entertain tourists.

The shadow puppet theater, the Wayang Kulit,
enjoys great popularity in Bali and is a treat at any
celebration or festival. One puppet master, known
as a dalang, manipulates all of the flat rawhide
puppets from a seated position behind the white
muslin screen. Only the shadows are visible to the
audience as they swoop in and out of view, enact-
ing the Hindu epic tales. The music of the game-
lan, the traditional orchestra, gives accent and
drama to the movement of the shadows. A local
god-clown character of Javanese origin, Semar,
translates the ancient language used by the re-
fined god characters while adding humorous
comments all his own.

Drama Gong is a new form of spoken realistic
drama in Bali that is based on traditional stories. It
is accompanied by a live gamelan, but includes
no dance.

References: Bandem, I Made. “Notes on the De-

velopment of the Arja Dance Drama.” Indonesia
Circle 3 (March 1983): 28-32; Belo, J. Bdli:



Rangda and Barang. 2d ed. Seattle: Monographs of
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University Press, 1972; Eiseman, Fred B. Bdli
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Berkeley, CA: Periplus Editions, 1989; Emigh,
John. “Playing with the Past: Visitation and Il-
lusion in the Mask Theatre of Bali.” Drama Review
20, 2 (June 1979): 11-36; Hood, Mantle.
“The Enduring Tradition: Music and Theatre in
Java and Bali.” In Indonesia, ed. Ruth McVey. New
Haven, CT: Yale University Press, 1963; Jenk-
ins, Ron. “Becoming a Clown in Bali.” Drama
Review 2 (June 1979): 49-56; McKean, Philip F.
“From Purity to Pollution? The Balinese Ketjak
(Monkey Dance) as Symbolic Form in Transi-
tion.” In Imagination of Reality: Essays in Southeast
Asian Coherence Systems, ed. A. L. Becker and Aram
A. Yengoyan, 293-302. Norwood, NJ: Ablex,
1979; Neuhaus, Hans. “Barong.” Djawa 18
(1937): 203-239; Reed, C. L. “Bina Suarga: A
Balinese Shadow Play As Performed by Ida
Bagus Ngurah.” Asian Theatre Journal 3, 1 (1986):
1-33; Yousof, Ghulam-Sarwar. “Traditional
Theatre in South East Asia.” Performing Arts 2
(July 1985): 37—49; de Zoete, Beryl, and Wal-
ter Spies. Dance and Drama in Bali. London: Faber
& Faber, 1938.

Ball, Lucille (1911-1989)
United States
America’s leading female comedian in both film
and television from the 1940s to the 1960s, best
remembered for her popular television show I Love
Lucy (1951-1957), in which she starred with her
husband, Desi Arnez. She began training for a ca-
reer in acting at the age of fifteen and began to
get some bit parts in movies in 1933. Slowly her
movie parts grew larger and often served the pur-
pose of comic relief. In Dance Girl Dance, 1940, Ball
portrays the delightful Bubbles in a supporting
role. Ball’s final feature film was Mame, 1974. Ball
is lovingly remembered for her exaggerated facial
responses, her swaggering airs, and her ability to
throw herself completely into even the silliest of
comic situations.
References: Ball, Lucille. Love, Lucy. New York: G. P.
Putnam’s Sons, 1996; Horowitz, Susan. Queens of
Comedy: Lucille Ball, Phyllis Diller, Carol Burnett, Joan

Rivers, and the New Generation of Funny Women. Amster-
dam: Gordon and Breach, 1997.
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Ballet de Cour

Denmark, France

A lavish dramatic spectacle that included dance,
which grew out of the Italian Intermezzo popular
in Europe during the sixteenth century. The origi-
nal Ballet de Cour was performed in 1581 at the
Petit-Bourbon Palace in Paris. The structure of a
typical production began with exposition com-
municated through a song or lively speech, fol-
lowed by five loosely related episodes and ending
with a grand ballet, a closing dance in which the
audience at court joined. Actors in these perform-
ances often played allegorical characters that in
some way glorified their royal sponsor. For exam-
ple, in Scandinavia in 1634, King Christian IV was
portrayed as Neptune.

References: Marker, Frederick. A History of Scandinavian
Theatre. Cambridge: Cambridge University Press,
1996.

Baltic Theater
See Estonia; Lithuania; Latvia

Bangladesh

Theater in Bangladesh is Bengali theater and thus
is the same as theater in West Bengal in India.
Though the predominant religion in Bangladesh
is Islam, Jatra, or popular opera, performers pass
freely between Bengali-speaking regions in
mostly Hindu India and Bangladesh.

In 1947 India and Pakistan were partitioned,
Pakistan being made up of present-day Pakistan as
West Pakistan and present-day Bangladesh as East
Pakistan. Spoken modern drama had modest be-
ginnings around this time, mainly centered in
Dacca. The yearning for independence from Pak-
istan inspired many Bengali playwrights to create
dramas that exposed the repression of their peo-
ple. Bangladesh has been independent from Pak-
istan since 1971, and now the present generation
of theater artists struggle to define their unique
cultural identity.

References: Brandon, James. The Cambridge Guide to
Asian Theatre. New York: Cambridge University
Press, 1993; Hyder, A. R. Z. “‘A Small House be-
side a Highway’: A Play for Television with an
Essay, Development of Drama and Theatre in East
Pakistan.” Master’s thesis, University of Hawaii,
1968.
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Bangsawan

Malaysia

Improvised drama performed by traveling troupes
in temporary structures. Shows are interspersed
with popular songs and dances to please the
mostly rural audiences. It was developed by
Malays in the twentieth century, and it is popular
rather than classical in nature. It was influenced
by the Javanese Ketoprak and the Sundanese Sandi-
wara, both forms of dance-drama. In the 1920s
troupes performed wherever the Malay language
was understood: Singapore, Sumatra, Borneo, and
Java. Material for the dramas is drawn from
Malaysian history, movie story lines, Arabian love
stories, and Islamic literature. Bangsawan reached its
peak in the 1920s and is almost extinct today,
probably because of the accessibility of movies
and television throughout even rural areas.

References: Brandon, James R. Brandon’s Guide to Theatre
in Asia. Honolulu: University Press of Hawaii,
1976; Yousof, Ghulam-Sarwar. “Traditional The-
atre in South East Asia.” Performing Arts 2 (July
1985): 37—49.

Barba, Eugenio (1936-)

Denmark, Norway

Theatrical reformer and innovator, dedicated to a
cross-cultural exploration of performance and
theater as an expression of life’s vitality. He is a
tireless explorer of the art of acting and the spe-
cific styles and techniques of cultures throughout
the world.

Born in Italy, in 1954 Barba moved to Norway
to work and attend the University in Oslo. From
1960 to 1964 he studied in Poland with Jerzy
Grotowski and was heavily influenced by his
“poor theater.” He started the Odin Teatret (Odin
Theater) in 1964 and two years later was invited
to work in Denmark where his NORDISK TEATER-
LABORATORIUM (Nordic Theater Laboratory) was
supported by the Danish government. His theater
was a revolt against the “rich theater,” with its
psychological realism and expensively derived il-
lusions. When Barba worked with the Odin
Teatret, he insisted on a rigorous daily training
that contributed to the group’s development of
excellence, tight ensemble, and longevity (the
company lasted twenty years). The group took
one to two years to prepare for a performance

and insisted on performing to an audience of no
more than seventy people even when on tour.
After the Odin Teatret, Barba founded the In-
School of Theatre Anthropology
(ISTA), as an active comparative study of acting

ternational

techniques from around the world, taking into
account each culture’s perspectives on acting. ISTA
is a laboratory for international research that
brings together specialists in theater, anthropol-
ogy, sociology, science, and specific masters of
cultural traditions. Cultural performance tradi-
tions from around the world are used to train ac-
tors. Masters from India, Bali, Japan, and China
are invited to become students to introduce them
to experiences beyond their own respective cul-
tural traditions. In his laboratory, Barba analyzes
the act of performing worldwide by examining
minute details such as balance and the way per-
formers use eyes, feet, and hands. Barba has pub-
lic sessions all over Europe to teach.

References: Barba, Eugenio. Beyond the Floating Islands.
New York: PAJ Publishers, 1986; Barba, Eugenio
and Nicola Savarese. The Secret Art of the Performer: A
Dictionary of Theatre Anthropology. New York: Rout-
ledge, 1991; Marker, Frederick. A History of Scandi-
navian Theatre. Cambridge: Cambridge University
Press, 1996.

Barbados

A small easterly island of the Caribbean island
chain, Barbados enjoys an interesting history of
theater from its settlers. Although the Spanish re-
moved virtually all the indigenous Arawaks of Bar-
bados by the mid-1500s, the island was not
claimed until the British arrived in 1625 and, with
them, twice as many African slaves. During colonial
rule the white masters suppressed remnants of the
black African’s native culture, so that the only visi-
ble theater consisted of sporadic performances
given by traveling players from America or England
and the work of local white amateur groups.

One of the earliest exceptions to the white-
only rule for public performing was a production
of John Home'’s tragedy Douglas, put on by the free
black population of Bridgetown in 1805. The
show received a good review, but that same re-
view stated that such theatrical activities were not
appropriate for nonwhites. Throughout the nine-
teenth century, many traveling groups from the



Americas and from overseas performed in the
several permanent theaters, groups such as the
Italian Opera Company in 1882 and McDowell
Vaudeville Company in 1886. These foreign visits
inspired no less than six different amateur groups
in Barbados to create their own productions. The
predominant form of theater, other than direct
importations from Europe or the United States,
was the popular revue. One such show, which de-
veloped into a musical comedy, was Passport to
Heaven, 1950, by a black woman, Joyce Stuart. This
show introduced Joe Tudor, 1922—-1970, a come-
dian and one of the leading actors of Barbados,
who did much during his career to improve the
image of local entertainers.

Once Barbados gained independence in 1966,
the government promoted theater through festi-
vals, educational programs, and community pro-
grams that used theater as a tool for solving group
problems. The population of Barbados is now
over 90 percent people of African descent. Some
aspects of African culture that survived the period
of enslavement emerge in popular forms of enter-
tainment such as the annual Crop Over festival
and the Kadooment carnival.

See also Caribbean Theater

References: Banham, Martin. African Theatre Today.
London: Pitman, 1976; Hewitt-Myring, Philip.
“The Open-Air Theatre in Barbados.” Bim 7, 25
(July-December 1957): 56-57.

Baris

Bali

Male war—dance. Baris literally means “in line” or
“in military formation.” This dance, apparently cre-
ated in Bali, epitomizes the ideal masculine energy.
It is performed at ritual feasts in villages. Middle-
aged men dance with long spears in a double line,
striking dramatic poses and making aggressive
noises. Intense emotions create extreme passion in
facial expressions and tension in the entire body.
The music grows in intensity until a battle scene is
enacted. The dance is over when one character slays
another after a long stylized dual. This form has
evolved to what is now called Baris Pendet, in which
individual dancers portray military heroes, deliver-
ing dialogue while dancing. A good Baris dancer
must be able to sit on his heels with his body
straight and his knees spread out to the side. He
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must have an expressive face and voice to fit the
type of character he portrays: a deep voice for
strong characters and a high voice for young he-
roes. The costume consists of a white cloth head-
dress with a high triangle in the back and fresh
flowers all along the front. Performers wear tight
pants with a short coat and layered scarves over
their breasts. The musical accompaniment is pro-
vided by a Balinese gamelan, the traditional orches-
tra, that plays standard melodies and interludes that
lead the dancers to specific types of movement.
References: Brandon, James. Theatre in Southeast Asia.
Cambridge, MA: Harvard University Press,
1974; Brandon, James R. Brandon’s Guide to Theatre in
Asia. Honolulu: University Press of Hawaii,
1976; Covarrubias, Miguel. Bali. New York: Ox-
ford University Press, 1972; de Zoete, Beryl, and
Walter Spies. Dance and Drama in Bali. London:
Faber & Faber, 1938.

Barong

Bali

Trance-dance enacting the conflict between good
and evil forces. This ritual performance is done
whenever bad occurrences seem to be outweigh-
ing the good occurrences in a specific area. Barong is
the name of the good lion figure, and Rangda is
queen of the evil spirits. She is portrayed by a
masked actor with long sagging breasts and long,
sharp fingernails. Her movements are jerky and
frighteningly erratic. Each performance starts with
scenes from the Ramayana or the Mahabharata in
dance and dialogue. Then performers from the vil-
lage go into trance and try to kill Rangda. However,
her evil powers force the men to turn their daggers
against their own chests. Men wrestle with this
magic hold over them, not ever really piercing
their skin. The men wear only a black and white
checkered sarong, so that their upper torsos are ex-
posed. Then a Brahman priest sprinkles holy water
over the men, and they return to their normal state.
The ritual is concluded for the time being. This en-
actment of the struggle between good and evil is
central to the belief system of the Balinese, which
is based on the balance between these two forces.

References: Belo, J. Bali: Rangda and Barang. 2d ed. Seattle:
Monographs of the American Ethnological Society,
1966; Brandon, James. Theatre in Southeast Asia. Cam-
bridge, MA: Harvard University Press, 1974; Bran-
don, James R. Brandon’s Guide to Theatre in Asia. Hon-
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olulu: University Press of Hawaii, 1976; Hood,
Mantle. “The Enduring Tradition: Music and The-
atre in Java and Bali.” In Indonesia, ed. Ruth McVey.
New Haven, CT: Yale University Press, 1963;
Neuhaus, Hans. “Barong” Djawa 18 (1937):
203-239; de Zoete, Beryl, and Walter Spies. Dance
and Drama in Bali. London: Faber & Faber, 1938.

Barrault, Jean-Louis (1910-1994)

France

Actor, director, and theatrical innovator; known as
a highly experimental theater artist who was and
remains an inspiration to many innovators. From
1931 to 1935 Barrault acted at the Théatre de I’Ate-
lier, during which time he trained with French
mime artist Etienne Decroux. In 1935 Barrault di-
rected and performed in an adaptation of William
Faulkner’s novel As I Lay Dying in mime. He was part
of the Comédie Francaise from 1942 to 1946,
where he performed lead roles in Le Cid by Pierre
Corneille and Hamlet by William Shakespeare.

From 1946 to 1956 Barrault and his wife,
noted actress Madeleine Renaud, ran the Renaud-
Barrault Company. In 1959 he became director of
Théitre de 1'0Odéon and continued there until
1968, when he was dismissed for aiding antigov-
ernment student rioters. He then returned to inde-
pendent theater creations and went on to produce
many more experimental works in alternative set-
tings, such as a wrestling ring.

In his work he employed an exaggerated use
of gesture to draw out stylized comedy and inte-
grated mime even into his productions of
tragedies (see Mime). Barrault himself appeared
in many films, most notably in Les Enfants du Paradis
(1944) as the great mime artist Jean-Gaspard De-
burau (1796—1846).

References: Andre, Frank. Jean-Louis Barrault. Ham-
burg: Johannes Maria Hoeppner, 1957; Barrault,
Jean-Louis. The Theatre of Jean-Louis Barrault. New
York: Hill and Wang, 1961; Chinoy, Helen Krich,
and Toby Cole. Actors on Acting. New York: Crown,
1970; Leiter, Samuel. From Stanislavsky to Barrault:

Representative Directors of the European Stage. New York:
Greenwood, 1991.

Barrymore Family

United States

An American acting family spanning over 150
years; intermarried with the Drew family. Louisa

Lane Drew (1820-1897), leading actress-man-
ager of her time, acted among and established a
fine company of actors in Philadelphia in the
1860s. Her children, John Drew (1853-1927)
and Georgiana Drew (1856—1893), both became
actors as well; Georgiana married the well-estab-
lished English actor Maurice Barrymore (1847—
1905). Their children adorned both Broadway
and Hollywood with three of their brightest stars.
Lionel (1878-1954) begrudgingly entered the
theater and ended up making over 200 films in
Hollywood. Ethel (1879-1959) was a great
beauty and a fine wit, who played opposite
Henry Irving in The Bells in 1901.

John (1882—-1942) began acting in 1903 in
New York as a comedian, but by 1916 had turned
to more serious drama. Under the direction of
Arthur Hopkins he matured into an accomplished
actor of classics. He rehearsed rigorously and
completely researched his roles, such as the title
role in Shakespeare’s Richard III. In playing Hamlet
in 1922, he explored the intricacy of every aspect
of the character. He acted in some Hollywood
films and returned to the stage in his old age a
lesser actor, weakened by excessive drinking. The
Royal Family, 1927, was a play written by Edna Fer-
ber (1887—-1968) and George S. Kaufman (1889—
1961) about the Barrymore family.

John'’s children, Diana Barrymore (1921-—
1960) and John Barrymore Jr. (born in 1932),
were both actors whose careers were destroyed by
addictions. The origins of this great American
legacy are reflected in the name of the actress
Drew Barrymore (born in 1975), granddaughter
to John Senior, who gained fame early with E.T. in
1982, fell into addiction, overcame it, and enjoys
a thriving career in Hollywood, starring in many
dramas and comedies.

References: Alpert, Hollis. The Barrymores. New York:

Dial Press, 1964; Kobler, John. Damned in Paradise:
The Life of John Barrymore. New York: Atheneum,

1977; Kotsilibas-Davis, James. The Barrymores: The
Royal Family in Hollywood. New York: Crown, 1981.

Batocchino

Italy

A slapstick; used as a comic device in commedia
dell’arte, improvised comedy of the sixteenth and
seventeenth centuries. The comic servant charac-
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Three of the Barrymore clan, (left to right) John Barrymore, his son, John Drew, and the latter’s daughter, Drew Barrymore. (Bettmann/ Corbis)

ter, Arlecchino, was in constant possession of a
Batocchino and was often trying to hit others with it
or was himself being struck with it by his master.
It was made of two thin pieces of wood kept apart
at the handle. When someone was his by it, it cre-
ated a loud noise, comically exaggerating the im-
pact of the blow whence the term slapstick com-
edy.

References: Rudlin, John. Commedia Dell’ Arte: An Actor’s

Handbook. London and New York: Routledge,
1994.

Beckett, Samuel
See Absurdism; Existentialism

Bedu

Ghana, Ivory Coast

Masked dance-drama performed by the Nafana
people of the far west and central region of
Ghana, extending into the Ivory Coast. Bedu
masks appear one lunar month of the Nafana
year, known as the dance moon. During this
month the masks appear nearly every night but
are never seen in the daytime. Bedu rites are pu-
rification rituals, which can also be understood
as part of a winter solstice festival. By visiting all

the dwellings, the Bedu performers absorb all that
is bad so the new year may commence fresh and
clean.

The term Bedu comes from the name of the
kind of spirit who lives in the mask. By wearing
the mask the performer becomes one with the
spirit for the duration of the dance. The Bedu
speaks its own language, which no human can
understand. If these masked figures want to greet
you, feed you, or even beat you, they communi-
cate their reasons for their actions quite explicitly
through movement and gesture. The privilege of
performing is inherited, so only certain families
know the secrets. The community never knows
who the dancer is, so they can more readily be-
lieve it is a true spirit in their midst.

Of the two types of masks, one represents
masculinity and the other femininity. The female
Bedu mask can be up to 11 feet high. The move-
ments of this female character, performed by a
man, include turning side to side, floating along
the ground with tiny steps, and kneeling to hon-
ored guests. The male Bedu mask is smaller, and the
entire figure is only 9 feet tall. His movements are
stronger and more varied with leaps, turns, quick
looks in all directions, and fast knee falls.

Another aspect of this event is socially sanc-
tioned ritual abuse, which is not actual abuse but,
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rather, enacted insults. Members of the opposite
sex can imitate abuse of each other, employing
lewd gestures and crude insults. Though these as-
saults appear humorous, there is a serious inten-
tion underlying the laughter. Participants are
purged of negative feelings and can start the new
year with a clear heart.

The Bedu masks are carved whole from a large
section of a tree. Natural dyes such as red clay,
charcoal, and white clay, are used to decorate the
masks. Performers are costumed entirely with raf-
fia made from tree bark in long strips. The female
Bedu style of dress is two pieces of cloth worn in
traditional West African style. Performances occur
in a cleared circle in a public outdoor area. Drum-
mers control the dances through their beating
rhythms. Singers police the dance circle, keeping
it clear using sticks and whips so that the masked
figures do not collide with an observer.

For unknown reasons this form has ceased to
be performed in Ghana, but it can still be found
in the Ivory Coast.

References: Kennedy, Scott. In Search of African Theatre.
New York: Scribner, 1973; McHardy, Cecile. “The
Performing Arts in Ghana.” Africa Forum 1, 1
(Summer 1965): 113—117; Opoku, A. A. Festivals
of Ghana. Accra: Ghana Publishing, 1970;
Williams, Drid. “The Dance of the Bedu Moon.”
African Arts 2, 1 (1968): 18-21.

Belarus
See Soviet Cinema; Soviet Union

Belasco, David (1859-1931)

United States

Actor, writer, and manager for the stage; pio-
neered realistic lighting and stage effects. Be-
lasco’s father was an actor who moved the family
to California during the Gold Rush. In 1882
young David moved to New York where he
worked at Madison Square Theater. He got his
chance to create his vision of realistic stage set-
tings at the Lyceum Theater in 1886. He became a
producer with The Heart of Maryland, 1895, starring
Leslie Carter (1862—1937). In 1907 he started
the Belasco Theater, where he staged naturalistic
productions with detailed stage settings and many
lighting innovations. Belasco was the first to con-
ceal the footlights to achieve greater naturalism.

He created richly subtle lighting effects, such as
the setting of the sun in Madame Butterfly (1900),
which lasted over ten minutes. Belasco is reputed
to have been a tyrant with his actors and to have
had a fierce temper. He is also known for having
fought against the Theatrical Syndicate monopoly
of theatrical productions, which disbanded by
1915.
References: Winter, William. The Life of David Belasco.
New York: Moffat, Yard, 1918; Marker, Lise-Lone.
David Belasco: Naturalism in the American Theatre. Prince-
ton, NJ: Princeton University Press, 1975; Win-
ter, William. The Life of David Belasco. New York:
Moffat, Yard, 1918.

Belgian Cinema

Feature films have been produced in Belgium
since the 1920s, but the industry has been slow to
develop, since its neighbors France and the
Netherlands have been more prolific and attracted
much Belgian talent. Director Jaco von Dormael
gained international recognition with his film Toto
le Heros (Toto the Hero), 1991. The film The Wall,
1999, directed by Alain Berliner, focuses on the
social tensions between Belgium’s French- and
Flemish-speaking sectors. The Flanders Interna-
tional Film Festival in Ghent was started in 1974
by a group of film lovers and is still going strong
today as a nonprofit organization.

References: Katz, Ephraim. The Film Encyclopedia. New
York: Harper Perennial, 1994; Lim, Dennis.
“Film: ‘The Wall’; ‘The First Night of My Life.””
VillageVoice 44, 10 (16 March 1999): 134; Swart,
Sharon. “Benelux: Flanders Fest Marks 25th An-
niversary.” Variety 372, 8 (5 October 1998): 55;
van Hoof, Paul. “25th Flanders International
Film Festival-Ghent: Elmer Bernstein & Michael
Kamen at the Flemish Opera.” Soundtrack 17, 68
(Winter 1998-1999): 48-50; Young, Deborah.
“Film Review: “The Wall.” Variety 371, 12 (3-9
August 1998): 40.

Belgium

Belgium is divided into three regions: Flanders,
which is Dutch-speaking, Wallonia, which is
French-speaking, and Brussels, which is the bilin-
gual capital. The French-speaking part of the
country has modeled its theater after the theater
in Paris. In the Flemish region theater is modeled
after theater in the Netherlands. Belgium was



made a part of the Netherlands in 1815, but in
1830 became an independent monarchy.

There is early evidence of Flemish theater. Sec-
ular plays performed for the nobility date back to
the thirteenth century, which proves there was a
court tradition of theater. There were religious
miracle plays and mystery plays as well. One
from the late fourteenth century was called The
Seven Joys of Mary. In the fourteenth century, the
bourgeoisie grew more interested in the theater,
and it became more organized and was written
by rhetoricians. This led to the early formation of
an amateur secular theater. In the sixteenth and
seventeenth centuries the Flemish amateur actors,
the Rederykers, were closely tied to the guild sys-
tem. It was the efforts of these actors and writers
of the time who kept the indigenous culture alive
during the subsequent rule of the Spanish, the
Austrians, and the French.

In 1919 the Flemish People’s Theater sought to
increase its appeal to the common people. A re-
markable director at FPT was Johan de Meester Jr.
(1898-1986). One of the greatest and most in-
fluential Belgian dramatists was Maurice Maeter-
linck (1862-1949), a symbolist, who wrote Pelléas
and Melisande (1893) and won the Nobel Prize for
literature in 1911.

After World War I Jules Delacre, at the Théatre
du Marais, trained a company of actors who pro-
duced quality work in French. In 1945, after
World War II had ended, the Antwerp Theater
Company became the National Theater and was
given the task of training actors and promoting
the social standing of actors in society. The Studio
was created for experimental works and as an
actor training facility. This group also had a tour-
ing troupe that performed in outlying areas. The
theater in Ghent was dissolved after World War II
and not reestablished until 1965, with the found-
ing of NTG (Nederlands Toneel Gent/Dutch The-
ater Ghent).

The late 1960s and early 1970s were years of
social upheaval, felt also in the theater. Young
artists and actors opted for small experimental
groups such as Trojan Horse and Dirty Mong and
His Filthy Friends. By 1975 state subsidization of
theater was firmly established, and the trend was
away from urban theater groups touring the
provinces toward local theater groups in outlying
areas performing the plays they chose. The 1980s

Benin 35

were a time during which the traditional borders
between artistic disciplines diminished. Jan Fabre
(born in 1958) was a director of this style, who
integrated sculpture, dance, and theater at his
own company, Helena Troubleyn, in Antwerp, and
internationally. The trend toward decentralization
of theater from the urban centers continued into
the 1990s.

See also Symbolism
References: Liebrecht, Henri. Histoire du Thédtre Francais
Bruxelles au XVIle et au XVIIle. Geneva: Slatkine
Reprints, 1977; McCann, John. “Opera around
the World: Belgium: Antwerp.” Opera 49, 11 (No-
vember 1998): 1355; Morckhoven, Paul Van. The
Contemporary Theatre in Belgium. Brussels: Informa-
Institute, 1970;
Olaerts, Ann. “Flemish Playwrights.” Articles 7
(Summer 1991); Quaghebeur, Marc. “The Cur-
rent Situation of the French-Language Theatre of
Belgium.” In An Anthology of Contemporary Belgian
Plays, ed. David Willinger, 291-295. New York:
Whitston, 1984; Quaghebeur, Marc. “Introduc-
tion to Belgian Theatre.” Gambit 11, 42-—43
(1986): 9-24; van Hoof, Paul. “25th Flanders
International Film Festival-Ghent: Elmer Bern-
stein & Michael Kamen at the Flemish Opera.”
Soundtrack 17, 68 (Winter 1998-1999): 48-50;
van Schoor, Jaak. “The Contemporary Flemish
Scene.” In An Anthology of Contemporary Belgian Plays,
1970-1982, ed. David Willinger, 6—10. New
York: Whitston, 1984.

tion and Documentation

Benin

Benin, a former French colony, known as Da-
homey until 1975, has had a rich history of in-
digenous performing arts. One spectacular exam-
ple is the Gelede, a masked dance-drama in which
male and female Gelede characters make visible the
play of power between the sexes. There are also
the Adjogbo dancers, whose purpose is to seek out
evil spirits, and the Zangbeto, or watchmen. There
was also a popular tradition of puppet theater in
the Ouweme region of Benin up to the early
twentieth century.

In recent decades, a few troupes such as the
Troupe Théitrale et Folklorique d’Ekpe (The The-
atrical Folkloric Troupe of Ekpe), founded in
1956, and the Troupe Théatrale Towakomou (The-
atrical Troupe of Towakomou), founded in 1976,
have presented performances of cultural dances
and folklore. However, the development of a
modern theater in Benin, beyond a handful of
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plays being written, has been minimal. The inac-
tivity is generally blamed on a succession of gov-
ernments that all failed to create a support struc-
ture for the development of the arts.

References: Banham, Martin. African Theatre Today.
London: Pitman, 1976.; Cornevin, Robert. Le The-
atre en Afrique Noire et a Madagascar. Paris: Le Livre
Africain, 1970; Drewal, Henry John. “Efe: Voiced
Power and Pageantry” African Arts 7, 2 (1974):
26-29, 58—66, 82—83.

Benshi

Japan

Storyteller for Japanese silent films. The Benshi was
a man who stood at the side of the screen telling
the story on the screen in detail, commenting on
the action, and improvising some of the actor’s
lines. Early films became so dependent on the
Benshi that movies did not develop a visual lan-
guage of their own. Often an audience attended a
film merely to enjoy the commentary of a partic-
ularly clever or popular Benshi. This practice of
having a narrator comment on the action was a
convention borrowed from Kabuki, a highly styl-
ized dramatic form from the seventeenth century.
Sound films came to Japan a decade later than in
the West. In 1932 the Benshi and theater musi-
cians called a strike against the film industry for
introducing sound films. Nevertheless, the Benshi
was made obsolete by talking films and is now
extinct.

Bergman, Ingmar (1918-)

Sweden

Director, prolific in both film and theater. He is
innovative in his use of theatrical staging and de-
sign, but technical aspects are always subordinate
to the living actor and the dynamics of the acting
ensemble. In live performance Bergman is known
for his refreshing interpretations of the European
classics continually striving to expose their inner
core of truth. Bergman is able to extract the best
performance from actors by the power of his own
intensity and enthusiasm. He is also a master at
casting the best actor for a role and at deeply ob-
serving his actors to discover what roles they hold
within them. Bergman has gathered a core of fa-
vorite actors—such as Andre Ek (1916-1979),

Gertrud Fridh, Bibi Andersson, Harriet Anderson,
Ingrid Thulin, and Naima Wifstrand—who per-
form in both his films and theatrical works.

In 1944, at the age of twenty-six, Bergman be-
came artistic director of the Halsingborg City The-
ater. In 1946 his first independent film, Crisis, was
released, and that same year he became director of
Gothenburg City Theater. A richly creative time in
Bergman’s life began in 1952 when he began a
six-year residency as director of Malmo City The-
ater, where he created works that brought him to
the attention of all of Scandinavia. In 1956 he
gained international recognition for his filmmak-
ing with Smiles of a Summer Night and The Seventh Seal.

In 1963 he became the head of Sweden’s Na-
tional Theater. Throughout the 1960s and 1970s
he wrote and directed dramas for television,
though he felt the medium more limited than
film or theater. In the late 1960s, he began guest-
directing engagements all over Europe. In 1976
Bergman moved to Germany and began directing
at the Residenztheater in Munich. He is a continu-
ally inspired and striving director, who most
often directs plays by the authors Henrik Ibsen,
Tennessee Williams, August Strindberg, and
Shakespeare.

In 1984 his film Fanny and Alexander won him
four Academy Awards.

References: Bergman, Ingmar. Images: My Life in Film.
Trans. Marianne Ruuth. New York: Arcade, 1994;
Marker, Frederick. A History of Scandinavian Theatre.
Cambridge: Cambridge University Press, 1996;
Marker, Lise-Lone, and Fredrerick Marker. Ingmar
Bergman: A Life in the Theater. New York: Cambridge
University Press, 1992; Tornqvist, Egil. Between
Stage and Screen: Ingmar Bergman Directs. Amsterdam:
Amsterdam University Press, 1995.

Berliner Ensemble
See Weigel, Helene; Brecht, Bertolt

Bernhardt, Sarah (1844-1923)

France

Born Henriette-Rosine Bernard, one of the most
renowned and eccentric actresses in Western his-
tory. Her appeal is said to have resided in her natu-
ral grace, slender beauty, intelligence, and energy.
She is credited with clear expressive acting and an
exceptionally evocative speaking voice. In 1895



George Bernard Shaw wrote that her art lay not
so much in making the audience think more
highly or feel more deeply, but rather in making
the audience feel admiration for her. The dramatic
nature of her off-stage life included such antics as
sleeping in a coffin and keeping wild animals as
pets. As a stage actress she traveled the world giv-
ing visiting performances. At fifty-six she began
acting in films and continued, even after the loss
of one leg, until her death at seventy-nine.

Her first appearance was in a small role at the
Comédie Francaise in 1862, the next at the
Théitre de 'Odéon in 1869. After the commotion
of the Franco-Prussian war she returned to the
Comé die-Francaise in 1872 to perform some of
her greatest roles, the title roles in Jean Baptiste
Racine’s Andromaque and Phedre, and Dofia Sol in
Victor Hugo’s Hernani. Leaving France, she toured
on her own in the United States, Mexico, most
of Europe, Egypt, and Australia. In 1893 she took
over the Thédtre de la Renaissance and renamed it
Théatre Sarah Bernhardt.

Bernhardt maintained a love-hate relationship
with the medium of film and claimed she de-
tested it after viewing herself in her film debut,
Hamlet’s Duel, in 1900. Yet she continued to appear
in films. Her performance in La Dame aux Camélias
(Camille) was critically acclaimed and a popular
success. After losing her leg in 1915 she appeared
in two more films. In 1923, when she was sev-
enty-nine, her hotel room was used as a studio so
that she could appear in the film La Voyante (The
Clairvoyant), but unfortunately she died before
the film was completed.

See also French Cinema

References: Aston, Elaine. Sarah Berhardt: A French Actress
on the English Stage. New York: St. Martin’s, 1989;
Richardson, Joanna. Sarah Bernhardt. London: M.
Reinhardt, 1959; Salmon, Fric, ed. Bernhardt and
the Theatre of Her Time. Westport, CT: Greenwood,
1984.

Bharata Natya Sastra
See Natya Sastra

Bharata Natyam

India

Classical female solo dance; it evolved from
women'’s temple dancing in Tamil Nadu State and
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flourished through the south of India. Bharata
Natyam is one of the oldest classical dance forms
of India, dating back to the eighth century a.d. It
is primarily a devotional dance for the Hindu
gods, which vibrantly celebrates pure rhythm
and enacts the yearning for spiritual and physical
love and union. Previously known as Dasi Attam,
the dance of the Devadasis (female temple maids),
the term Bharata Natyam came into general use
perhaps to disassociate dance from disreputable
practices associated with the Devadasis, namely
in India,

prostitution. rule

roughly 1792-1947, Bharata Natyam was sup-

During British

pressed for its bold sensuality. The twentieth cen-
tury has witnessed a great revival of this cultural
treasure.

One female dancer performs an evening
recital, which lasts 3—4 hours. Musicians and
singers sit to the side and provide the musical ac-
companiment. The dancer coordinates the stamp-
ing rhythm of her feet with the expressive mix-
ture of body positions, subtle neck and eye
movements, and mudras, hand gestures that
make up a symbolic language. Some of the
dances are pure rhythmic dance, Nritta, and some
are narrative, Nritya, in which a story is stylisti-
cally pantomimed. An evening’s performance is
structured like a holy temple. Although there are
no actual doorways on stage, the
metaphorically enters through the outer hall,
represented by the first dance, crosses into the
halfway hall, represented by the next dance, and
eventually enters the holy inner sanctum. This

dancer

structure is seen as a perfect symbol for union
with the divine, so no changes or innovations are
allowed.

Much of the dance is performed with the
knees and feet pointing outward with the body
held as low as possible. The powerful stamping
of a dancer’s feet is executed in intricate rhyth-
mic patterns, sometimes at a blinding speed. The
dancer’s hands form different mudras in quick
succession. The hands must have great agility
and strength to quickly strike these positions.
For example, a mudra called Stripatako is formed
by holding the first, second, and fourth fingers
straight upward and the third finger bent at the
second joint at a right angle from the hand, with
the thumb tucked in. As a dancer turns, lunges,
or stamps, she follows her hands with her gaze.
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Followers of Bharata Natyam believe that where the
hand moves the eye follows; where the eye goes
the mind follows; where the mind goes contem-
plation occurs, and rasq, a joyous spiritual expe-
rience, is created. The face of the dancer com-
municates emotion. Her expressions suggest
profound emotion, but they are fleeting, as the
story continues and she must move onto the
next mood.

The dancer tries to transcend her individual
consciousness to express the universal essence of
emotions and feelings described in the songs she
is dramatizing. The dancer can experience free-
dom and beauty through mastery over the me-
chanical elements of her performance. Discipline
makes her free, and the entire design of the art
form leads the dancer to a yogic balance and cos-
mic union. By sacrificing her self-consciousness,
the dancer allows the audience to experience rasa
through her performance.

Before the twentieth century Bharata Natyam was
always performed in temples. Now it is per-
formed on secular stages, but it is still considered
devotional. There are no properties used by the
dancer, and there is no scenery. The costume is a
silk sari with much gold embellishment. Arm
bracelets, nose earring, gold ornamentation along
the hairline, and ankle bracelets with bells are the
jewelry worn by a dancer. Intricate designs are
painted on the palms of the hands and around the
soles of the feet in a natural red dye. The dancer
outlines her eyes with black and wears a dot of
makeup or a jewel low on her forehead between
her eyes. The songs are based on episodes from
the great Hindu epic tales, the Mahabharata and the
Ramayana, and other stories about the Hindu
gods. Often the story revolves around the young
Krishna, the eighth and most important incarna-
tion of the Hindu god Vishnu, with the dancer
portraying a young woman desiring his love. The
theme is almost always love, religious or erotic.
The longing for union with a lover is seen as a
near perfect symbol for the human yearning for
spiritual union.

The dancer wears thick leather ankle wraps
with bells sewn onto them to provide a part of
the rhythmic accompaniment to her dance. Other
music is provided by a variety of drums, cymbals,
flute, vina (a stringed instrument played with the
fingers), and violin. There are rhythmic interludes

in the narrative sections of a recital, during which
the dancer abandons the story for a time to burst
into a purely rhythmic dance sequence. During
these rhythmic dances the main drummer and
the dancer are completely attuned, anticipating
each other’s next move as though of one mind.

Historically there have usually been male
teachers who taught technique, actual dances,
and an understanding of music to young dancers.
Bharata Natyam was first performed by Devadasis
and women of royal families (see Shantala, a
queen from the eleventh century). There is evi-
dence in temple carvings that men did perform
Bharata Natyam early in its development, and, in-
deed, men still perform today. The Natya Sastra,
and ancient Hindu text on dramaturgy, describes
108 dance units, originally called Karanas. These
are body positions, movements of the feet, head,
and legs, and hand gestures. Evolved from
Karanas are Adavus, the dance units currently used
by Bharata Natyam practitioners, of which there are
approximately 15 groups, each further broken
down into types. A dancer rarely reveals how
many Adavus she knows, as it is a professional se-
cret and a telling sign of how accomplished a
dancer is. Arangetram is the name for the debut
performance.

Recent innovations include having the dancer
change costumes between dances and having ex-
planatory announcements, both of which are
seen by loyal followers as interrupting the flow
and breaking the mood of a performance.

See also Balasaraswati; Odissi; Kuchipudi
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Bhava

India

Feeling or emotion. According to the Natya Sas-
tra, 2,000-year-old sacred book of Hindu drama-
turgy, there are eight Bhava: love, laughter, sorrow,
anger, energy, fear, disgust, and astonishment.

See also Rasa
References: Gargi, Balawanta. Folk Theater of India.
Seattle: University of Washington Press, 1966.



Bhavai

India

Rural drama from western India, believed by
practitioners to have been inspired by fourteenth-
century devotional songs. Now Bhavai is entertain-
ment in poor rural areas of Gujarat State, north of
Bombay. Performances take place in a circle drawn
in the earth and are made up of eight to ten skits
linked together by a narrator. The skits are mostly
original secular scenes, which are humorous or
uplifting, in that they demonstrate a positive atti-
tude toward life. Language is sometimes Sanskrit,
but mostly Gujarati or Hindi.

At the beginning of a performance a circle 20
feet in diameter is drawn in the dirt with a sword.
A goddess is invoked. Her presence makes the
space within the circle sacred. Only performers
are allowed inside the circle after that point. Per-
formances take place in or near a temple in the
open air. The audience sits around the designated
acting circle, leaving a pathway open for actors to
enter and exit. There are torches all around the
circle to light the playing area. The night’s pro-
gram begins with two comic skits. The skits that
follow include dances and songs, all relating to
conflicts from normal life. Many stereotypes are
portrayed such as the henpecked husband, the
greedy merchant, and the disgruntled wife in an
arranged marriage saddled with a bratty husband
half her age. Kings or generals are preceded into
the circle by guards and servants carrying torches.
There is a lighting effects man, who sits to the
side with an oil torch, ready to rush to light the
face of an actor striking a pose or to hold it by a
king in a procession.

Singers are seated along the inside of the per-
formance circle who sing lyrics with the actors.
Musical accompaniment is provided by long
trumpets that create a blaring noise, robustly
played drums, and a harmonium that plays the
melody. There are only male performers, so fe-
male impersonators play female roles. Makeup is
usually white, red, and black, with exaggerated
mustaches and eyebrows. The braggart character
wears white stripes with dots on his face.

Troupe members are expected to remain celi-
bate for six months during performance time to
keep up their energy.

References: Brandon, James R. Brandon’s Guide to Theatre

in Asie. Honolulu: University Press of Hawaii,
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tle: University of Washington Press, 1966; Vat-
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Streams. New Delhi: National Book Trust, 1980.

Bhutan

With much of the population in this Himalayan
enclave still living medieval lives, the ancient Ti-
betan-style Buddhist rituals thrive as an integral
part of balanced living. Bhutan was established in
the sixteenth century and came under British rule
for nearly a century starting in 1865. Indepen-
dence was declared in 1949.

High drama and the antics of clown characters
compete at the religious festival Tsechu in the east-
ern city Tashigang. Performed in the inner court-
yard, this three-day festival brings to life the an-
cient tales of the high Himalayas, which center on
the triumph of good over evil. One part of the
festival features a dignified dancer in a rainbow-
colored robe with long full sleeves swirling to the
rhythm of drums and cymbals. His dance recalls
the story of King Langdarma, a courageous monk
who concealed a bow and arrow in the sleeve of
his gown, with which he killed an evil monarch
when dancing close before him.

Throughout the festival there are six masked
clown actors making fun of the pageantry and
any symbolic act that strikes their fancy. Their ob-
scene parodies and blatantly disrespectful jokes
are tolerated by the abbots and heartily enjoyed
by the townspeople. Along with their full wooden
masks, clowns wear a costume of rags and usually
short ragged pants that expose the legs.

References: Karan, Pradyumna Prasad. The Himalayan

Kingdoms: Bhutan, Sikkim, and Napal. Princeton, NIJ:
Van Nostrand, 1963; Karan, Pradyumna Prasad.
Bhutan: A Physical and Cultural Geography. Lexington:
University of Kentucky Press, 1967; Rahul, Ram.
Modern Bhutan. New York: Barnes & Noble, 1972;
Scofield, John. “Life Slowly Changes in a Remote
Himalayan Kingdom.” Nationdl Geographic 150
(November 1976): 658—683.

Bio-Mechanics

Russia

A system based on the physical actions of the actor;
developed by Vsevolod Meyerhold and used as his
primary guide in directing. Rejecting a theater built
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on psychology and introspection, Meyerhold held
that if the actor could execute the physical expres-
sion of an emotion, he or she could communicate
that emotion to the audience in a profound and
visceral way. Meyerhold wanted to provoke an ef-
fective response in the audience through sensory
channels and kinaesthetics, not intellectually or
psychologically. He admired the elegance and grace
of a skilled worker and recognized the artfulness in
the worker’s movements. He sought to instill that
same efficiency and physicality in his actors. Mey-
erhold also drew upon sports to discover a physi-
cality that could be expressive for the actor.

To make actors aware of the essential move-
ment, Meyerhold developed bio-mechanic exer-
cises based on rhythm, stability and balance. He
believed the whole body must participate in every
movement. In the 1990s, Meyerhold’s system of
bio-mechanics enjoyed a resurgence, and many
theater artists in Russia are experimenting with its
principles.

References: Barba, Eugenio and Nicola Savarese. The
Secret Art of the Performer: A Dictionary of Theatre Anthro-
pology. New York: Routledge, 1991; Braun, Ed-
ward. Meyerhold: A Revolution in Theatre. Iowa City:
University of Iowa Press, 1995; Gladkov, Alek-
sandr Konstantinovich. Meyerhold Speaks, Meyerhold
Rehearses. Trans. Alma Law. Amsterdam: Harwood
Academic, 1997; Hoover, Marjorie. Meyerhold: The
Art of Conscious Theater. Amherst: University of
Massachusetts Press, 1974; Schmidt, Paul. Meyer-
hold at Work. Trans. Paul Schmidt. Austin: Univer-
sity of Texas Press, 1980.

Boal, Augusto (1930-)

Brazil, France, Peru

Brazilian theater director, practitioner, theorist,
and innovator associated with Latin American
liberation theater, which started in the 1970s
committed to giving the poor of Latin America a
voice and dignity. Some of Boal’s performances
involve only trained actors, while others involve
both trained actors and participants from the au-
dience. Much of his theater is an internal commu-
nity process, in which he promotes awareness of
one’s social situation and its limitations, of how
even one’s body is bound by tradition and class.
He has created many acting exercises and tech-
niques that foster awareness of the body as a
means or recipient of oppression.

He was originally based at the Arena Stage in
Sdo Paolo, Brazil where he was in charge of the
theater. In the 1970s he was hired by the Peruvian
government in their campaign against illiteracy.
Boal developed a theatrical language to be used
for this purpose that, when applied, demanded
that everyone involved be an actor and that sub-
jects for performances concern everyone in a
given society, regardless of class or social stand-
ing. He developed and employed techniques in
which actors take on personas, physically, facially,
and in their behavior taking on the attributes of a
certain social role, such as a policeman or an
overworked mother. He also developed “Forum
Theatre” in which audience members are asked to
propose solutions to a given problem and both
the performers and audience enact some of them.
In all his work the audience is challenged to be an
active participant, so that the revolutionary spirit
engendered in performances can emanate into
the world through those who experience his
works.

Beginning in 1976 he was based mostly in Eu-
rope, more specifically in Paris, where he headed
the Center for Investigative and Popularization of
the Boal Method of Active Techniques of Expres-
sion. He has traveled extensively throughout the
Americas and Europe. He resumed working in
Brazil in 1987.

See also Bolt, Alan; Buenaventura, Enrique

References: Boal, Augusto. Theater of Oppression. Paris:

La Decouverte, 1985; Gutiérrez, Gustavo. A Theol-
ogy of Liberation. Maryknoll, NY: Orbis, 1973;
Quiles, Edgar. “The Theatre of Augusto Boal.”
Ph.D. diss., University Microfilms, 1981; Ver-
senyi, Adam. Theatre in Latin America: Religion, Politics,

and Culture from Cortés to the 1980’. New York: Cam-
bridge University Press, 1993.

Bolt, Alan (1930-)

Nicaragua

Theater director and in many ways the most radi-
cal proponent of Latin American liberation the-
ater, which was begun in the 1970s to give a
voice and dignity to the poor of Latin America.
The work of his company, Nixtayolero (meaning
“new dawn”), grows directly out of recent
Nicaraguan history. His method for creating the-
ater is to go with his company to live with poor
Nicaraguan communities of mostly Indians to



discover their needs and how they experience op-
pression in their lives. Through the creative
process the people clearly identify their needs and
gain some empowerment and realization. He uses
theater as a means to break through the colonial
mentality, to allow Nicaraguans to see clearly and
to express themselves, free from oppressive colo-
nial models. When the actors go to these commu-
nities, they bring with them whatever practical
skills they can, such as agricultural or veterinary
techniques to help in farming. The theater pro-
duction is not the goal, but is rather a useful tool
in a process aimed at liberation. Bolt’s home base
is La Praga, a farm in Matagalpa province, where
he and his company give workshops.
See also Boal, Augusto; Buenaventura, Enrique
References: Gutiérrez, Gustavo. A Theology of Liberation.
Maryknoll, NY: Orbis, 1973; Versenyi, Adam. The-
atre in Latin America: Religion, Politics, and Culture from
Cortés to the 1980’s. New York: Cambridge Univer-
sity Press, 1993; Weiss, Judith A. Latin American
Popular Theatre: The First Five Centuries. Albuquerque:
University of New Mexico Press, 1993.

Booger Dance

United States

A dance-drama of the Cherokee, a people indige-
nous to the Southwest of the United States; per-
formed in the winter by boisterous masked char-
acters known as Boogers in a public setting.
Boogers are ghosts (the term comes from bogey-
men) of foreign invaders who, in this dance, are
symbolically satiated and sent on their way.
Boogers are lewd, lustful, and ridiculous, always
grabbing at the women in the assembly and strut-
ting arrogantly. In this most overtly dramatic of
the Cherokee dances, foreigners are mocked and
shown as beasts.

Four to ten male performers impersonate vari-
ous foreigners such as Chinese, Africans, and Eu-
ropeans, and even pretend to speak in their for-
eign language. Performers wear wooden masks
with exaggerated human features, such as a big
round nose, rosy cheeks, and bushy eyebrows for
a white man. Masks can also be made of gourds
or even wasp nests. Boogers are costumed in a
sheet of cloth or a quilt over their shoulders. Per-
formers sometimes wear a phallus made of gourd
and flash female onlookers. All masked perform-
ers are given names, usually obscene, such as Big
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Testicles or Rusty Anus, or tamer, more descrip-
tive names such as Spaniard or Black Man.
Boogers also wear animal masks at times.

The night of a performance begins with some
social dancing by the onlookers. At an assigned
time, the masked Boogers enter boisterously and
seat themselves on a log bench. The host asks
them who they are, where they are going, and
what they want. The host interprets their answers
for the crowd, usually saying that the Boogers
want riches and (mostly) women. A group of
singers, one playing a drum, provide music while
each Booger in turn does a solo dance, an exag-
gerated grotesque dance like a white man trying
to imitate an Indian dance. Performers must ex-
press themselves through pantomime, since they
never speak directly to the audience. Then all the
Boogers dance a Bear or Eagle Dance together.
Following that, the host and the singers each take
a puff of a ceremonial pipe. Then an equal num-
ber of women in normal dress and Boogers per-
form a line dance. The Boogers are sexually exhi-
bitionistic with the women, enacting the lustful
nature of foreigners. The women’s dancing with
them is a symbol of submission to these invaders.
At the end the Boogers exit through the crowd,
grabbing at women, making girls scream and gig-
gle in delight.

References: Broom, Leonard, and Frank Gould-
smith Speck. Cherokee Dance and Drama. Berkeley:
University of California Press, 1951.

Booth, Edwin (1833-1893)

United States

Actor who introduced a more subtle approach to
acting in America; son of the English actor Julius
Brutus Booth (1796-1852). Edwin began acting
as a young man, most often performing on tour
with his father in Shakespearean productions. In
1851 an eighteen-year-old Edwin performed
Richard III for his erratic father, who refused to
go on stage, and met with great success. After his
father’s death he continued to perform many of
his father’s classic roles. Edwin was a quiet and in-
telligent actor who used a natural style that fo-
cused on the refined elements of expression
rather than grand gestures. Booth’s style formed a
strong contrast to that of Edwin Forrest, who
popularized a grand and oratorical style of deliv-



42 Bosnia and Herzegovina

ery in the United States One of Edwin’s greatest
successes came with his touching portrayal of
Hamlet.

In 1863 he became manager of Winter Garden
Theater in New York, where he performed with
his brothers, also actors, Junius Brutus Booth
(1821-1882) and the notorious John Wilkes
Booth (1838-1865) who assassinated President
Lincoln in 1865 during a production at the Ford’s
Theater. From 1869 to 1873 Edwin ran the
Booth’s Theater in New York. There he played
many Shakespearean roles, often opposite his
wife, Mary McVicker. After the financial demise of
his theater, he took to touring internationally,
reaching a high point in London in 1882, when
he and Henry Irving alternated playing the roles
of Othello and Iago opposite each other.

See also Shakespeare, William

References: Booth, Edwin. Between Actor and Critic: Se-

lected Letters of Edwin Booth and William Winter. Prince-
ton, NJ: Princeton University Press, 1971;
Goodale, Katherine. Behind the Scenes with Edwin
Booth. New York: Houghton Mifflin, 1931.

Bosnia and Herzegovina
The area that is now the Republic of Bosnia and
Herzegovina was conquered by the Turks in the
fourteenth century, placed under the control of
Austria-Hungary in 1878, became part of Yu-
goslavia in 1918, and then declared indepen-
dence in 1991.The recent fierce conflict between
Bosnia’s Serbs, Muslims, and Croats has made the
production of theater difficult. In the 1980s one-
person scripts by leading actors such as Narodno
Pozoriste Sarajevo and Zijah Sokolovic gained
great popularity. In 1980 the Academy of Dra-
matic Arts was founded in Sarajevo. In the early
1990s a theater called the Open Stage Shore
began, which started a trend in “new primi-
tivism” in theater. See Yugoslavia for history of
theater in this area.
References: Kuftinec, Sonja. “Playing with Borders:
Dramaturging Ethnicity in Bosnia.” Journdl of Dra-
matic Theory and Criticism 13, 1 (Fall 1998):
143—156; Musafija, Mair. “Bosnia-Herzegovina.”
In The World Encyclopedia of Contemporary Theatre, ed.
Don Rubin, 143-154. New York: Routledge,
1994; Yarovskaya, Marianna. “Reviews: ‘Under-
ground.”” Film Quarterly 51, 2 (Winter 1997-
1998): 50-54.

Branagh, Kenneth (1961-)
England
English actor and director of both stage and film,
born in Belfast from a working-class family;
sometimes compared with Laurence Olivier. In
1979 Branagh won a scholarship to attend the
Royal Academy of Dramatic Art. He began acting
for television and then joined the Royal Shake-
speare Company in 1984, where to rave reviews
he performed the title role of Shakespeare’s Henry
V. Throughout his career he has performed mainly
Shakespeare, often playing opposite his former
wife, Emma Thompson. In 1986 he started a the-
ater, Kenneth Branagh’s Renaissance Theatre Com-
pany, focusing on the creative artistry of the actor,
preferring the freedom of his own company to
the security of a larger company. He became an
actor-director to unleash the creativity and imagi-
nation of the actor. He has directed and starred in
many films, including HenryV, 1989, for which he
was nominated for an Academy Award for both
Best Actor and Best Director, Dead Again, 1991, and
Much Ado about Nothing, 1993.

References: Branagh, Kenneth. Beginning. New York:

Norton, 1990.

Brando, Marlon (1924-)

United States

American stage and film actor who made fashion-
able the Method style of acting, influenced by the
Russian theorist and practitioner Stanislavsky. At
the age of twenty he had his Broadway debut with
I Remember Mama and by 1947 reached stardom on
Broadway with his brutish portrayal of Stanley
Kowalski in A Streetcar Named Desire by Tennessee
Williams and later in a 1951 film version.
Brando studied the Method at the Actors Studio
and there honed his internally focused, naturalis-
tic style of acting. The outward manifestation of
this style often meant mumbled lines and a seem-
ing indifference to the audience. This style of act-
ing was unprecedented, but Brando was seized
upon by the younger generation as a rebellious
counterculture prototype.

His compelling personality and physical allure
added to the appeal of his intense performances
in the film Julius Caesar, 1953, and On the Waterfront,
1954, for which he won an Academy Award. The
1960s were less successful for Brando, in part be-



cause he could not obtain suitable roles to match
his style of acting, in part because of his unwill-
ingness to work with many directors. A second
wave of popularity and opportunity arrived in the
1970s, when he portrayed the title role in The God-
father, 1972, for which he won his second Acad-
emy Award. That same year he made the contro-
versial Last Tango in Paris, in which he gives a
shockingly honest performance of an emotionally
damaged middle-aged man entering a sexual liai-
son with a near stranger. He masterfully embod-
ies both brutality and vulnerability in his rela-
tions with this young lover. Later in 1979 he
appeared in Apocalypse Now. Since the 1980s he has
made mostly only cameo appearances in a few
films, such as The Freshman (1990) and Free Money
(1999). He accepted a more sizable role in the
film The Score (2001).

References: Grobel, Lawrence. Conversations with Mar-
lon Brando. London: Bloomsbury, 1991; McCann,
Graham. Rebel Males: Clift, Brando and Dean. New
Brunswick, NJ: Rutgers University Press, 1993;
Schickel, Richard. Brando: A Life in Our Times. New
York: Atheneum, 1991.

Brazil

The Portuguese arrived on the coast of present-
day Brazil in 1500 and found an indigenous pop-
ulation with whom they quickly formed eco-
nomic relations. With increased interaction, due
to the sugar export business, most of the indige-
nous people were wiped out by a smallpox and
measles epidemic. This greatly increased the
amount of African slaves brought in to work the
plantations. Brazil gained independence from
Portugal in 1822, though the rich whites of Por-
tuguese descent continued to rule. Regardless,
the popular culture is profoundly influenced by
the African population, which was freed from
slavery in 1888. “Legitimate” culture is modeled
after European theater. However, the Portuguese
language has undergone such changes in Brazil
that Portuguese plays are not even produced for
modern Brazilian audiences unless significantly
modified.

The first genius of the Brazilian theater was
Antonio José da Silva (1705-1739) known as
“the Jew.” He was a comic satirist of the upper
crust during the eighteenth century. His dramati-
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cally abrupt life ended when he was murdered by
the Inquisition. The first dramatist to provide
roles of Brazilian character in a Brazilian setting
was Luiz Carlos Martins Penna (1815-1848),
who provided comedies, tragedies, and one tragic
farce for the Brazilian stage.

The Brazilian carnival is a major popular festi-
val, almost always occurring in the month of Feb-
ruary. This three-day celebration is rooted both in
the tradition of celebrating before the beginning
of Christian Lent on Ash Wednesday and in pagan
festivals from Egypt, Greece, and Rome. However,
the carnival is Brazilian in style and character and
influenced heavily by the Afro-Brazilian freed
slaves. Music, spectacular processions, dramatic
skits, costuming, and the Samba dance all take to
the street in a festival that is known worldwide.

In contemporary Brazilian theater of the last
few decades, actor-producer Procopio Ferreira has
contributed much to Western-style theater with
productions of imported European dramas and
Brazilian classics and comedies. The most lively
centers for Western-style theater are Rio de
Janeiro and Sao Paulo.

See also Boal, Augusto; Latin American Cinema

References: Johnson, Randal. Cinema Novo X 5: Masters

of Contemporary Brazilian Film. Austin: University of
Texas Press, 1984; Milleret, Margo. “Acting into
Action: Teatro Arena’s Zumbi.” Latin American The-
atre Review 21, 1 (Fall 1987): 19-27; Neves,
David. “In Search of the Aesthetics of the Brazil-
ian Cinema.” New Orleans Review (1982): 63—68;
Perrone, Charles A. “Dissonance and Dissent: The
Musical Dramatics of Chico Buarque.” Latin Amer-
ican Theatre Review 22, 2 (Spring 1989): 81-94;
Quiles, Edgar. “The Theatre of Augusto Boal.”
Ph.D. diss., University Microfilms, 1981; Ver-
senyi, Adam. Theatre in Latin America: Religion, Politics,
and Culture from Cortés to the 1980’s. New York: Cam-
bridge University Press, 1993.

Bread and Puppet Theatre

United States

Street theater created by sculptor and choreogra-
pher Peter Schumann in New York in 1962; uti-
lized often huge puppets. Schumann moved to
the United States from Germany in 1961. He
wanted a theater that would be as basic to peo-
ple’s lives as bread, whence the name of his the-
ater. Schumann applied Brechtian techniques to
achieve the alienation effect through his work
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The Bread and Puppet Theatre performance in northeastern Vermont, 1996 (James P. Blair/ Corbis)

with puppets. Rather than having puppets speak,
the pieces often had a narrator, and untrained ac-
tors were used to manipulate the puppets, with
the emphasis being on the movement of the
puppets. These productions were raw and rough,
yet somehow mythical, using archetypal puppets
of the kind that convey types rather than individ-
uals. Bread and Puppet figures began appearing
at various public demonstrations in the late
1960s. One of their primary puppets was Uncle
Fatso, a caricature of President Lyndon Johnson.
The group did not charge admission to their
open-air performances.

They created A Man Says Goodbye to His Mother,
1968, which was a pacifist play about the Viet-
nam War. The group moved to the Vermont coun-
tryside in 1970, and all lived on a farm together.
In 1972 they performed The Stations of the Cross, in
which Christ was played by a woman, a more
creative force than man in their view. Since 1974
the group has not been a permanent company
but still comes together to create some special
projects.

References: Bigsby, C. W. E. A Critical Introduction to
Twentieth-Century American Drama. New York: Cam-

bridge University Press, 1985; Brecht, Stefan.
Peter Schumann’s Bread and Puppet Theatre. New York:
Routledge, 1988.

Brecht, Bertolt (1898—1956)

Germany

Playwright, director, and theorist, who had an
enormous influence on the modern theater
throughout the Western world. Brecht experi-
mented with theatrical methods being put forth
by others, such as non-naturalistic acting tech-
niques, integration of music and dancing, and
commentary styles of acting. He excelled and
emerged as the most influential and innovative
theater practitioner of his time. He brought to re-
alization the epic theater, which was first formu-
lated by Erwin Piscator, a form of political the-
ater that challenges an audience to remain active
and thinking throughout a performance.

Brecht’s first play was Drums in the Night, 1922.
When the play was successful and moved to
Berlin, Brecht followed and became an assistant
for Max Reinhardt at the Deutsches Theater (Ger-
man Theater), where Brecht also collaborated



with Piscator. In 1928 Brecht collaborated with
the composer Kurt Weill to create the highly suc-
cessful Threepenny Opera. Man ist Man was produced
in 1931, starring his wife, Helene Weigel, and
Peter Lorre (1904—1964).

When Hitler came to power in 1933, Brecht
and his wife fled to Denmark and then to the
United States. Some of Brecht’s best known and
appreciated works emerged during his time of
exile, such as Mother Courage and Her Children, 1941,
Galileo, 1943, The Good Person of Setzuan, 1943, and The
Caucasian Chalk Circle, 1948. In 1949 Brecht returned
from exile to live in East Germany and founded the
Berliner Ensemble, a permanent company of actors
with whom he worked intimately. It was during
this time that his theories and the culmination of
his vision were realized. He introduced the alien-
ation effect to acting, which involved the actor
“showing” a character to an audience rather than
“becoming” the character. Another technique used
to produce this effect is the announcement of the
action of a scene before the scene begins, so that
the content of the action is stressed over the emo-
tional suspense of the scene. The imaginary fourth
wall between the room on stage and the audience
is also broken, and the actor often talks directly to
the audience. The intent is to keep the audience
alert, involved in the message, and thinking.

The influence of Brecht’s work on contempo-
rary theater cannot be overestimated. His plays
continue to be regularly produced, and his theo-
ries about acting and production permanently
changed the face of theater.

References: Mumford, Meg “Brecht Studies
Stanislavski: Just a Tactical Move?” New Theatre
Quarterly 11 (August 1995): 241-258; Rouse,
John. Brecht and the West German Theatre: The Practice and
Politics of Interpretation. Ann Arbor: University of
Michigan Press, 1989; Speirs, Ronald. Bertolt
Brecht. New York: St. Martin’s, 1987; Weideli,
Walter. The Art of Bertolt Brecht. New York: New York
University Press, 1963.

Breuer, Lee (1937-)

United States

Writer, performer, director; founded the Mabou
Mines Company in the late 1960s. Breuer was a
director at the San Francisco Actor’s Workshop in
the early 1960s and later worked in Germany
with the Berliner Ensemble and then in Poland
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with Grotowski. With his own group, the Mabou
Mines, Breuer created a series of “animations,”
which were poetic fables creatively enacted by
human actors. Performed at the Guggenheim Mu-
seum in New York in 1970, The Red Horse Animation,
like many of his works, had an animal as its main
character. This horse was portrayed by three actors
on the floor enacting the movements of a horse.
Next came The B Beaver Animation, in 1974, and then
The Shaggy Dog Animation in 1978, which was a
comic story of love between a dog and its master
using puppets, singers, and live music. In 1979
he presented A Prelude to Death in Venice at the Mark
Taper Forum, starring actor Bill Raymond, who
performed with an almost life-size puppet in a
dialogue that was extremely funny and poignant.
During the 1980s Breuer served as director of
the Yale School of Drama, where he experimented
with many Asian and African performing tech-
niques. Ma Ha Bhar ANT q, in 1992, was Balinese-
style Wayang Kulit shadow puppet theater piece,
using ant puppets to satirize American culture.
References: Bigsby, C.WE. A Critical Introduction to
Twentieth-Century American Drama. New York: Cam-
bridge University Press, 1985; King, Bruce, ed.

Contemporary American Theatre. New York: St. Mar-
tin’s, 1991.

Brighella

Italy

Comic servant character in commedia dell’arte, im-
provised sixteenth- and seventeenth-century Italian
comedy. As a subtype of the Zanni, the comic ser-
vant character, Brighella was always the boss, lord-
ing it over Arlecchino, another comic servant
character. He moved about slyly like a cat, stirring
up the plots with his meddling and intrigues. His
costume included a white jacket, trousers, and hat,
all with green trim and accents. On his face he
wore a half mask made of black leather.

References: Craig, Edward Gordon. “The Characters
of the Commedia Dell’Arte.” The Mask (January
1912); Rudlin, John. Commedia Dell’Arte: An Actor’s
Handbook. London and New York: Routledge, 1994.

Brook, Peter (1925-)

England

English director of theater and film, whose con-
tribution to the unfolding of Western theater has
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been outstanding. His first production was Dr.
Faustus, at the age of eighteen. Sir Barry Jackson
(1879-1961) hired Brook to direct for the Shake-
speare Memorial Theatre at Stratford-upon-Avon
when he was barely twenty. Brook went on to
enjoy a wide range of directing opportunities
with a variety of theaters and actors, such as
Shakespeare’s King John in 1945 at the Birming-
ham Repertory Theatre, starring Paul Scofield. In
1962 Brook was appointed codirector of the
Royal Shakespeare Company, and in 1963 he
started a workshop session, along with American
director Charles Marowitz, called Theatre of Cru-
elty, after the essays by French theorist Antonin
Artaud, where they improvised on many avant-
garde theories. The spectacular product of this
work was their production of Marat/Sade, 1964, by
Peter Weiss and US, 1965, about the Vietnam War.
Both of these plays were a direct attack on British
norms and the status quo.

Before leaving for France in 1970, Brook di-
rected his inspired version of A Midsummer Night’s
Dream for the RSC, using an all-white set and circus
elements, including low-flying trapeze for the
fairies. Once in Paris, he established his Interna-
tional Center for Theatre Research with Jean-Louis
Barrault, which attracted a number of interna-
tional performers. Here productions experimented
with a rich variety of cultural performance tradi-
tions, and they toured widely.

Brook directed a stunning nine-hour version
of the Indian Hindu epic tale, The Mahabharatq,
1985. In opera, he directed both a stage and a
film version of Carmen. Brook has made many
films, some seen as pretentious, which are largely
extensions of his stage experiments, including
Lord of the Flies, 1963, Marat/Sade, 1967, The Tragedy of
Carmen, 1983, and The Mahabharata, 1990. In 1998
Brook directed Mozart’s Don Giovanni in Italy. At
London’s Young Vic theater, Brook directed Le Cos-
tume (The Suit) (2001), a French adaptation by
Marie-Héléne Estienne.

References: Brook, Peter. The Shifting Point. New York:

Harper & Row, 1987; Hunt, Albert, and Geoffrey

Reeves. Peter Brook. New York: Cambridge Univer-
sity Press, 1995.

Budai Xi
See Po-the-hi

Buddha

Ching, Indig, Japan

A title applied to an enlightened person, literally
meaning “enlightened”; almost always applied to
Siddhartha Gautama (560—480 B.C.), from north-
ern India. The son of a rich feudal lord, Sid-
dhartha was brought up in luxury and at a young
age married a princess, with whom he had a son.
Discontentment haunted him during his years as
a young man, leading him to make a complete
break with his former life to seek out enlighten-
ment through asceticism and meditation. One
night, sitting beneath the Bodhi tree, he finally
reached enlightenment and was transformed into
the Buddha. He went forth to minister to all of
those in ignorance and suffering, and gained
many followers.

The Buddha believed that the cycle of reincar-
nation, as believed in Hinduism, could be broken
if a person cultivates a state of detachment from
worldly things and desires. This state the Buddha
called Nirvang, and he taught that it could bring
rest to the soul and end the cycle of reincarnation.
Jataka, tales of former births of Guatama Buddha,
are often dramatized in Thailand and Cambodia.

See also Zen Buddhism

References: Aherne, Consuelo Maria, Paul Kevin
Meagher, and Thomas C. O’Brien, eds. Encyclopedic
Dictionary of Religion. 3 vols. Washington, DC: Cor-
pus Publishers, 1979; Eliade, Mircea, ed., The En-
cyclopedia of Religion. 16 vols. New York: Macmillan,
1987.

Buddhism

Asia

Religion based on the teaching of the Buddha;
originated in the fifth century B.C. in India. A
gathering of sayings and rules, called the Tripitika
(Three Baskets), was collected by the Buddha's
early followers. This writing serves as the primary
scriptural base for Buddhism.

Like Hinduism, Buddhism includes a belief in
reincarnation, holding that the soul is reborn into
a lower or higher life form after death depending
on how that person lived. However, the Buddha
believed that the endless cycle of reincarnation
could be broken if a person cultivated a state of
detachment from worldly goods and desires. This
state, known as Nirvana, could bring rest to the



soul and end the cycle of reincarnation. To aid his
followers in achieving this, the Buddha created
guidelines for living that are summed up in the
Eightfold Path as right view, right thought, right
action, right livelihood, right effort, right mind-
fulness, right concentration, and right speech.

After the death of the Buddha, the monastic
followers split into different schools. The most
prominent division occurred between Theravada
and Mahayana Buddhism. Theravada Buddhism fo-
cuses on the life and teachings of the Buddha in a
traditional fashion. This form predominates in Sri
Lanka, Burma, Thailand, and Cambodia. Mahayana
Buddhism takes a more liberal view of Buddhist
teaching and believes in seeking to become a bod-
hisattva. A bodhisattva is a being who compassion-
ately refrains from entering nirvana in order to
save others and who is worshiped as a deity in Ma-
hayana Buddhism. This form predominates in
China and Japan. Another movement arose in the
seventh century A.D. in China and Japan known as
Zen Buddhism, which focused heavily upon
meditation as a means to enlightenment.

Buddhism spread all over the world, but, iron-
ically, around A.D. 700 lost its influence in its
birthplace, India, where Islam began to spread in
A.D. 711 and a reawakening of Hindu beliefs took
over. The Jataka, tales of the Buddha’s former
births, and other animal stories have been drama-
tized around Asia in such forms as Lakon Bassak, a
Cambodian dance-drama, and Yokthe Pwe, a
Burmese marionette play.

References: Aherne, Consuelo Maria, Paul Kevin
Meagher, and Thomas C. O’Brien., eds. Encyclope-
dic Dictionary of Religion. 3 vols. Washington, DC:
Corpus Publishers, 1979; Eliade, Mircea, ed., The
Encyclopedia of Religion. 16 vols. New York: Macmil-
lan, 1987.

Buenaventura, Enrique (1925-)

Colombia

Theatrical director, important in Latin American
liberation theater, which began in the 1970s,
with the purpose of giving a voice and dignity to
the poor of Latin America. Through his work he
created a unique collaborative dramaturgical style.
For example, with his company, Teatro Experimen-
tal de Cali (Experimental Theater of Cali), he cre-
ated a production entitled Soldados (The Soldiers) in
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1966 about a strike on a Colombian banana plan-
tation set in 1928. He performed his initial draft
of the script to a variety of audiences, workers, in-
tellectuals, and peasants, and culled their re-
sponses, continually modifying the script to ac-
commodate their suggestions. The final product
was a play created by the audience and the actors.
Thus, the theatrical event did not impose a point
of view on the audience, but, rather, gave them
one based on their experience, their reality.

His works are heavily influenced by the the-
atrical space, more specifically, the space dynam-
ics created between actor and audience. He calls
for an active spectator so that the critical aware-
ness of both the audience and the actors is raised
by the shared performance experience. Often he
uses Latin American stories, myths, and songs as a
starting place for the actors’ improvisation. Based
on these initial ideas, a theater piece is created.
Buenaventura’s company disbanded in 1990, but
his work and his methods continue to be ex-
tremely influential in Latin America and through-
out the world.

References: Buenaventura, Enrique. El Arte Nuevo de

Hacer Comedias y el Nuevo Teatro. 5. Cali, Colombia:
TEC Publications, n.d.; Gutiérrez, Gustavo. A The-
ology of Liberation. Maryknoll, NY: Orbis, 1973;
Versenyi, Adam. Theatre in Latin America: Religion, Poli-
tics, and Culture from Cortés to the 1980%s. New York:
Cambridge University Press, 1993; Weiss, Judith
A. Latin American Popular Theatre: The First Five Centuries.

Albuquerque: University of New Mexico Press,
1993.

Bufo

Cuba

Popular satirical theater form that came to Cuba
from Paris, where it originated, via Spain during
the Ten Years’ War (1868—1878).The name comes
from the Italian verb meaning “to puff out one’s
cheek in mockery” As a nationalistic satire, Bufo
focused on the Cuban reality of the time rather
than imitating European culture as theater had
done before it. It is related to the Italian commedia
dell’arte, the popular improvised comedy of the
seventeenth century, but uses the Cuban character
types of Género Chico, a popular operatic form.
Chief character types were the unscrupulous
Negro and his mulatto girlfriend who often out-
wits the simpleminded Spanish immigrant. The
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chief characters were from the lower classes, and
situations in the plot allowed them to ridicule and
criticize the Spanish upper class. After a period of
inactivity, the form has been resurrected and is
used in contemporary Cuba to satirize contempo-
rary enemies of the common people.

Bufo is identified by the following characteris-
tics: use of Cuban music (usually a parody), use
of both prose and poetry, one-act structure,
Cuban setting and Cuban characters, and a
Guaracha at the end, a Cuban dance in which all ac-
tors harmoniously participate.

References: Banham, Martin. African Theatre Today.
London: Pitman, 1976; Palls, Terry Lee. “The
Theatre in Revolutionary Cuba: 1959-1969.”
Ph.D. diss., University of Kansas, 1974.

Bugaku

Japan

Traditional temple dance brought to Japan from
China and Korea in the seventh century A.D. This
form of dance was popular with local audiences
at shrines and temple festivals. Bugaku has many
characteristics in common with Noh, Japan’s
classic masked dance-drama, such as wooden
masks for performers, costumes rich in color and
fabric, and a structure of dance following a set
pattern: introduction (jo), development (ha), and
climax (kyu). Noh drama developed from this
form due to court patronage and court tastes for
refinement. The dance was performed to a Chi-
nese-inspired musical accompaniment of flutes,
drums, lute, zither, and panpipe. It is still per-
formed in Tokyo twice a year.

References: Immoos, Thomas. Japanese Theatre. Trans.
Hugh Young. Originally published as Japanisches
Theater. New York: Rizzoli, 1977; Inoura, Yoshi-
nobu, and Toshio Kawatake. The Traditional Theater of
Japan. New York: Weatherhill in collaboration
with Japan Foundation, 1981; Kawatake, Toshio.
Japan on Stage: Japanese Concepts of Beauty as Shown in the
Traditional Theatre (Butai no oku no Nihon). Trans.
P. G. O'Neill. Originally published as Butai No Oku
No Nihon. Tokyo: 3A, 1990; Scott, A. C. The Theatre
in Asia. New York: Macmillan, 1972.

Bulandra, Lucia Sturdza (1873-1961)
Romania

Romanian actress, theater manager, and teacher,
who directed the Bulandra Theater (originally the

Municipal Theater) beginning in 1947, when it
reopened after being closed during the war. Start-
ing with only nine performers, she created a
company of first-rate actors and greatly expanded
the size of the company and the number of per-
formances. As an actress she had vitality and
charm. She helped many young aspiring play-
wrights by appearing in their plays. She also had a
school for acting, where she taught and encour-
aged many prominent actors. Her husband, Tony
Bulandra (1991-1943), was also a prominent
actor.

References: Lamb, Ruth Stanton. The World of Romanian
Theatre. Claremont, CA: Ocelot, 1976.

Bulgaria

Turkish rule (under the Ottomans) prevailed
from 1396—1878 in Bulgaria. Communist rule,
with Soviet aid, took power in 1946 and held it
until 1991, when a new constitution took effect
that was no longer Communist. There is no evi-
dence of either religious or secular theater in me-
dieval Bulgaria. Dramatic activity began in the
mid-nineteenth century with some staged dra-
matic dialogues. Many amateur societies formed
and enacted Bulgarian translations of European
classics. A schoolmaster, S. I. Dobroplodnij
(1820-1894), wrote the first Bulgarian play,
Mikhail, 1856, and performed it in a cafe using his
students as actors. Two of his student actors later
became important Bulgarian playwrights, Dobri
Vojnikov (1833-1878) and Vasil Drumev (1841—
1901), although both emigrated and performed
their Bulgarian dramas in exile. Early drama in
Bulgaria was a platform for nationalistic pride
and patriotic protest against Turkish rule. Directly
following liberation from the Turks, theatrical ac-
tivity increased, and by 1880 there were seven
theaters in Bulgaria.

The Rumelian Theater Company, begun in
1881 by Stephen Popov (1854—1920), was the
first Bulgarian acting troupe. Other groups fol-
lowing soon after included the Laughter and Tears
Company and the Bulgarian National Theater,
which opened in 1907. The most prominent
playwright of the late nineteenth century was
Ivan Vazov (1850-1921), and, though his plays
were hastily written, he captured the patriotic fer-
vor surrounding the liberation. During this pe-



riod European influence finally made its way into
Bulgaria, and their dramas were less limited in
style in the years following liberation; a few ex-
amples are Vampire, 1901, by A. Strashimirov
(1870—-1937), When the Thunder Rolls, 1912, by P K.
lavorav (1877-1914), and the plays of P K.
Todorov (1879—-1916), who combined Bulgarian
folk tales and songs into modern plays. K. Sarafov
was the lead actor at the National Theater from
1915-1920. Russian influence on acting styles
increased as many Bulgarian actors began study-
ing at the Moscow Art Theater. In 1925 N. O.
Massalitinov, who was a Russian actor and for-
merly director of the Moscow Art Theater’s Sec-
ond Studio, became director of the National The-
ater in Bulgaria.

Following World War II (1939-1945), Bulgar-
ian theater output increased, partly because of the
Soviet influence and the Communist support of
the arts. However, with this help came the expec-
tation that the theater would be a propagandistic
tool for the Communist Party. Plays like The
Promise, 1949, by A. Gulyashki, were presented,
which dramatized the struggle of loyal Commu-
nist workers against foreigners. The Bulgarian
State Theater Academy was founded in 1946 to
train actors, puppeteers, and directors. When
Stalin died in 1953 censorship loosened for a
time, and plays critical of Communism and gov-
ernmental corruption emerged, such as Fear,
1956, by T. Genov. However, such freedom was
short-lived, and by the 1960s restrictions on the
content of plays were in place again. In the 1970s
a number of pantomime groups emerged, the
most prominent being Studio Pantomime of Velyo
Goranov. The breakdown of the Soviet Union in
1990 brought about changes in theater in Bul-
garia, inspiring many small experimental groups
in Sofia and smaller cities.

In 1990 parliament revoked the dominant role
of the Communist Party and created a new consti-
tution in 1991. The majority of creative enthusi-
asm in Bulgaria after communist control loosened
was expressed through folk dancing, ballet,and
music. There are also a large number of famous
and talented Bulgarian opera singers as well as
opera stages.

See also Soviet Union

References: Hartnoll, Phyllis. The Oxford Companion to
the Theatre. New York: Oxford University Press,
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1967; Gradev, Dimiter. Bulgarian Puppet Theatre.
Sofia: Information Centre, 1979; Shoulov, Iosif.
The Bulgarian Theatre. Trans. Elena Mladenova. Sofia:
Foreign Language Press, 1964; Stefanova-Peteva,
Kalina. “Bulgaria.” In The World Encyclopedia of Con-
temporary Theatre, ed. Don Rubin, 155—-168. New
York: Routledge, 1994.

Bulgarian Cinema
The Bulgarian film industry was slow to develop.
Its first film, Bulgarians are Gallant, did not come
out until 1910; it was directed by Vassil Gendov.
Gendov and Boris Greshov were two of the first
directors in Bulgaria to pioneer the development
of cinema. The film industry was nationalized by
the Communist government in 1948, which
meant that all films were expected to follow the
style of filmmaking shaped by socialist realism
in the Soviet Union. It was not until the mid-
1960s that contemporary themes were portrayed
on the screen. The first Bulgarian films to reach
international success include Sun and Shadow,
(1962) directed by Rangel Vulchanov and The
Peach Thief, (1964) directed by Vulo Radev. There is
a modern film production studio near Sofia. Di-
rectors of note from the 1970s and 1980s in-
clude Hristo Hristov, Zako Heskiya, Vulo Radey,
and Rangel Vulchanov. The Bulgarian filmmaker
Ivan Nichev created After the End of the World
(1999), which serves largely as a plea for racial
and religious tolerance.

References: Katz, Ephraim. The Film Encyclopedia. New

York: Harper Perennial, 1994.

Bunraku

Japan

Traditional puppet theater with multiple pup-
peteers. During the second half of the seven-
teenth century, storytellers, musicians, and pup-
peteers collaborated on developing a form of
puppet theater. In the 1680s a master puppeteer,
Takemoto Gidayu, invited a young Kabuki play-
wright, Chikamatsu Monzaemon, to work with
him. Their combined mastery over drama and
performance elevated this form of puppet the-
ater to high art. By the eighteenth century these
puppets, of at least a meter in height, had mov-
able eyes and articulated fingers, and they were
able to express a wide range of emotions, from
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Performers operate puppets in a Bunraku puppet performance called 1000 Cherry Trees in Osaka, Japan. (Michael S.Yamashita/ Corbis)

tender love to violent anger. Bunraku peaked in
popularity in the middle of the eighteenth cen-
tury, though it is still performed in Japan as a
living national treasure. Each puppet is worked
by three puppeteers, all in full view of the audi-
ence. All puppeteers are traditionally male. The
master puppeteer works the head and the right
arm of the puppet. The assistants are dressed in
all black, with only a gauze visor in the front of
the hood to see through. The first assistant
moves the left arm and the second assistant
moves the feet. Having three people on each
puppet allows for great flexibility of movements
and lifelike presence. The trio move the puppet
with seeming ease, as though the puppet is
pulling them along. Puppets can engage in fero-
cious battles with swords and acrobatic feats.
Puppets can also portray true love through a ten-
der embrace.

The stage for modern Bunraku is 36 feet wide
and 25 feet deep, and it requires amazingly tight
choreography of the movements of the perform-
ers. The master puppeteer wears high clogs, a cer-
emonial costume with stiff shoulder pieces, and

no covering on his head. The narrator sits right of
stage with a script before him. He projects voices
for the characters on stage as well as narrating and
telling what the characters are thinking. The vocal
delivery requires an enormous range of pitch and
intensity and is emotionally draining, as the nar-
rator becomes each character. Stories are often
domestic tragedies famous for double suicides of
ill-fated lovers.

The player of the samisen, a three-stringed in-
strument, controls the timing of the performance
like an orchestra conductor. He cues the other mu-
sicians, the puppeteers, and the narrator. He also
gives musical expression to the puppet’s emotions.
The puppet manipulation, the narration, and the
samisen music are interlocking elements that can-
not be separated from the text of a play. To become
a puppeteer, a young man becomes a student of a
master puppeteer, whom he serves almost as one
would a spiritual master, doing many menial tasks.
A master and his students rigorously train with
the puppets to gain fluidity and coordination of
movement. It takes ten years for each member of a
team to learn the aspects of his particular function



and thirty years to become a master puppeteer. In
the 1890s amateur clubs studying Bunraku be-
came popular. This was the only chance for
women to be involved. These clubs help the pro-
fessional troupes survive, as the clubs would invite
a troupe to come and perform and give lessons.
The conventions for puppet gestures and move-
ment are rigidly prescribed and are very detailed,
including even such a detail as how a hand should
approach the forehead.
References: Hironaga, Shuzaburo. Bunraku: Japan’s
Unique Puppet Theatre. Tokyo: Tokyo News Service,
1973; Keene, Donald. Bunraku: The Art of the Japanese
Puppet Theatre. Tokyo: Kodansha International; New

York: Harper & Row, 1973; Scott, A. C. The Theatre
in Asia. New York: Macmillan, 1972.

Bufiuel, Luis (1900-1983)
France, Mexico, Spain, United States
Filmmaker, originally from Spain, but traveled the
world for fifty years making films and only occa-
sionally returned to Spain for that purpose, be-
cause of the extreme censorship in his home
country. Bufiuel was heavily influenced by the
surrealism of Paris in the 1920s. In his early
films, pre-1960s, the acting was often overstated
and too obvious, but it improved dramatically, as
did all other aspects of his ever evolving film
style. Certain characteristics of his films are con-
sistent over his expansive film career: a surrealist’s
view of reality, psychological interest in the work-
ings of the brain and sexuality, and a focus on the
brutality of humankind and the hypocrisy of the
Roman Catholic Church. Some of his most im-
portant films include Viridiana, 1961, Belle de Jour,
1966, and The Obscure Object of Desire 1977.

See also Spanish Cinema

References: Buiiuel, Luis. My Last Breath. London:

Cape, 1984; Mast, Gerald. A Short History of the
Movies. 4th ed. New York: Macmillan, 1986.

Burbage, James
See Burbage, Richard

Burbage, Richard (1567-1619)

England

Leading English actor of Elizabethan England,
considered to be the best during his time.
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Burbage began acting at the age of eighteen. He
was son of the famous James Burbage (1530-—
1597) who in 1576 erected The Theatre, the first
permanent playhouse in England, and in 1577
erected the Curtain. In 1597 Richard Burbage
and his brother, Cuthbert Burbage (1566—
1636), built the Globe Theatre, where they
formed a partnership with Shakespeare. As the
lead actor at the company (called the Chamber-
lain’s Men, which later became the King’s Men
after James I took the throne), Burbage was the
first to enact many of the great Shakespearean
roles, such as King Lear, Hamlet, Macbeth,
Richard III, and Othello. Physically he was short
and stout, but nonetheless, could summon a
commanding presence on stage and was ex-
tremely versatile.

References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting. New York: Crown, 1970; Holmes,
Martin Rivington. Shakespeare and Burbage: The Sound of
Shakespeare as Devised to Suit the Voice and Talents of His
Principal Player. London: Phillimore, 1978; Stopes,
C. C. Burbage and Shakespeare’s Stage. London: A.
Morning, 1913.

Burma
See Myanmar

Burning Man

United States

Formerly Black Rock Arts Festival; annual arts fes-
tival that occurs in the southwestern desert of
Nevada; everyone who attends the event in this
remote location is a participant. Bizarrely cos-
tumed characters stroll through the cluster of
recreational vehicles, tents, and camps around the
centerpiece, the four-story tall wooden man that
will be burned at the climax of the event on the
last night. Over its eleven-year evolution, Burning
Man has become the largest venue for perform-
ance art and environmental sculpture in the
United States.

This event is a guerrilla action meant to keep
anarchy alive for humankind. In the freedom of
the desert, participants can play and invent fan-
tasies and games. Nudity and self-adornment of
any kind are accepted and experimented with,
from caked mud dried on a nude body to blue
makeup smeared all over. Cross-dressing and sex-
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A fifty-two-foot statue of a man is set on fire during the final day of
the Burning Man Festival in Nevada early in September 2000.
(AFP/ Corbis)

ual freedom are other prominent features. Some
participants create theme camps, such as a Christ-
mas camp, in which one man impersonated Santa
throughout the entire festival, singing carols and
giving out gifts, all the while dressed in a full
Santa costume. Improvised interactions between
various characters are being created in almost
every encounter between costumed participants.
The festival lasts over a week, and participants
must bring all the water and supplies needed
with them. People must also responsibly dispose
of all waste they create.

Burning Man can be viewed as an elaborate ex-
cuse to party or as a spiritual experience. It is not
politically or religiously motivated. Sponsored in
part by the Cacophony Society, it is explicitly not
commercial. It is rather about creating a society
that generates art and expression. Its goal is to
make culture something you do rather than
something you consume. The symbol of the

burning man is left entirely open, a mystery, an
experience for each to experience. It is meant to
provoke and is purposefully ambiguous.

References: Wieners, Brad. Burning Man. San Fran-
cisco: Hardwired, 1997.

Burton, Richard (1925-1984)

England, United States, Wales

Actor, originally Richard Walter Jenkins Jr., born
in Wales to a large coal-mining family. He took
the name of his schoolmaster, Philip Burton, who
helped him win a scholarship to Oxford. His
1943 stage debut occurred in Liverpool perform-
ing Druid’s Rest. He gained admiration as a fine
actor in his London performance of The Lady’s Not
for Burning, by Christopher Fry 1949, and later
again in a 1950 Broadway production of the same
play. Throughout his career, he alternated between
the film and stage acting, and between England
and the United States He portrayed Shake-
speare’s Hamlet many times through his life, in
1953 with the Old Vic Company, an offshoot of
the London Old Vic Theater, at the Edinburgh Fes-
tival and in a 1964 Broadway production directed
by John Gielgud, which played a record-breaking
185 consecutive productions. Burton gained the
status of movie star in the 1963 film Cleopatra, in
which he co-starred with Elizabeth Taylor, whom
he later married. He starred with Taylor again in
the film Who's Afraid of Virginia Woolf? 1966. In 1977
he starred in the film Equus. Though he was nomi-
nated for an Academy Award seven times, he
never won.

References: Sterne, Richard. John Gielgud Directs Richard
Burton in Hamlet: A Journal of Rehearsals. New York:
Random House, 1963.

Butoh

Japan

Modern dance form in which often naked per-
formers covered in white make-up with heads
shaven transform themselves into apparitions
from another world through slow movement and
an extreme appearance. This style was developed
between the 1950s and the 1960s with the cho-
reographers Ohno Kazuo (born in 1906) and Hi-
jikata Tatsumi (1928-1986). In 1972 an actor,
Maro Akaji, founded the first Butoh troupe and lent



a more theatrical organization to Butoh style of
movement. The goal of much of Butoh is for the
performers to metamorphose into ghosts and
gods from Japanese legends and myths, and to
reenact the gestures of the dead as they die their
deaths once again. With arms raised and eyes
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rolled back, performers slowly enact these deaths
as though possessed.

References: Brandon, James. The Cambridge Guide to
Asian Theatre. New York: Cambridge University
Press, 1993; Pronko, Leonard Cabell. Guide to Japa-
nese Drama. Boston: G. K. Hall, 1984.






Cdi Luong
Vietnam
Light operetta popular in the 1920s. This form re-
placed Hat Boi, classical opera in the Chinese style,
as the most popular entertainment with the Viet-
namese people. It is financially self-sufficient,
since it enjoys great popular support. The audi-
ences are generally working-class people who
idolize the star singer/actors. The famous songs
are played on the radio, and the rich and famous
performers are regularly written about in the
newspapers. Cai Luong has evolved into a superior
art form. The acting and singing style is highly
emotional and is based on music that comes from
southern Vietnamese folk songs. These beautiful
melodies are charged with strong emotions. The
love song Vong Co, written by CaoVan Lau in 1920,
is still sung many times within every perform-
ance. It is a southern melody, but is equally loved
in central or northern Vietham. No actor or ac-
tress can establish a name unless able to offer a
captivating rendition of this song. The plays are
adapted from Hat Boi and are set either in a his-
torical or legendary time, or in contemporary
Saigon.
See also Tiong Tao
References: Brandon, James R. Brandon’s Guide to Theatre
in Asie. Honolulu: University Press of Hawnaii,
1976; Song Ban. TheVietnamese Theatre. Hanoi: Lan-
guages Publishing House, 1960; Tran Van Khe.

Traditional Theatre in Vietnam. Edited by James R.
Brandon. Paris: UNESCO, 1971.
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Cambodia

As a landlocked country, Cambodia has lost por-
tions of its kingdom to expansionist neighbors. In
the fourteenth century the Vietnamese state of
Annam and in the eighteenth century the king-
dom of Siam (Thailand) expanded into Cambo-
dian territory.

A folk dance-drama, Trott, which enacts a deer
hunt, is a remnant of performances from prehis-
toric times.

The Cambodian Khmer empire, which flour-
ished from 802 to 1431, built awesome temples
centered around its capital, Angkor, Angkor Wat
being the most famous. Court entertainers for
the Khmer empire developed exquisite forms of
entertainment that have greatly influenced per-
formance styles in Thailand, Burma, and Laos.
Lakon Kbach Boran is a classical dance-drama
mostly performed by women that evolved dur-
ing this rich period for the arts. A masked
dance-drama performed by men, Lakon Khol,
also from this period, is characterized by robust
and vigorous acting and dancing. Accompany-
ing live performances of theater and dance is
the Pin Peat, a traditional musical ensemble. The
story most often dramatized is the Ream Ker, the
Cambodian version of the great Hindu epic tale,
the Ramayana.

Shadow play theater, in which shadows are
cast onto a white muslin screen by cutout pup-
pets has evolved in two forms in Cambodia. Nang
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At the left a masked performer impersonates Hanuman, the great
white monkey, attempting to win the love of a beautiful mermaid
(right). Performed by the Royal Cambodian Ballet in a temple near
Angkor Wat, Siem Reap, Cambodia. (Photo by Beth Osnes)

Sbek (or Sbek Thom) is a form of shadow play using
huge rawhide cutout figures requiring multiple
puppeteers behind the screen to manipulate the
figures. Just one puppeteer manipulates all of the
smaller shadow puppets used in Nang Sbek Touch
(also known as Ayang, or Nang Kaloun).

From the early twentieth century there is a
popular dance-drama form, Lakon Bassak, per-
formed by Cambodians, with strong Vietnamese
influence.

References: Brunet, Jacques. “The Cambodian Nang
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Canada

Theatrical activity has long been widely dispersed
throughout the sparsely populated enormous
land mass that is Canada. The first theatrical activ-
ity occurred among the many rich traditions of
the indigenous people in this region, mainly in
the form of rituals and ceremonies, including the
Eskimo Spirit Play, the Canadian Pacific Coast
Mystery Play and the Kwakiutl Mystery Play. Na-
tive American tribes and the Inuit were likely per-
forming elaborate dances and dance dramas mil-
lennia before European invaders arrived.

The development of European theater in
Canada is divided between the French theatrical
tradition and the English. The English and the
French fought fiercely during the eighteenth cen-
tury for control of the Canadian colonies, which
were rich in resources. The English ultimately
won, but there are still many in French-speaking
Quebec who want a separate country. The first En-
glish-speaking theater to occur in what is now
Canada happened in 1583 with entertainers
brought from England by explorer Sir Humphrey
Gilbert, who even entertained the Native Ameri-
cans. The first French play occurred in 1606, The
Theater of Neptune in New France, which had submis-
sive Native American characters within it to assert
France’s right in this new colony.

Theater in France experienced censorship and
condemnation from the Catholic Church as early
as the 1690s. Other than small theatrical occur-
rences by the gentry and dramatic readings at
universities, little happened in New France,
where the church was very strong; one of the first
to attempt to generate some culture in French-
speaking Canada was Joseph Quesnel (1746—
1809), who wrote and acted for his Théitre Société
(Society Theater) in Montreal in 1789. By the
nineteenth century amateur companies were
starting, and they often produced patriotic plays
about the French overcoming the British. Many
notable French actors toured Montreal and Que-
bec by the end of the nineteenth century. In 1900
Julien Daoust (1866—1943) started Théatre Na-
tional (National Theater) in Montreal, where actor
Fred Barry (1887—1964) got his start. An amateur
company, Montreal Repertory Theatre, ran from
1930 to 1961. In the 1970s many monologists,
such as Yvon Deschamps, emerged who spoke a
vernacular language known as Joual, which is



French as it is spoken in Quebec. In 1977 Robert
Gravel created a form of improvisational theater
which he called Ligue Nationale d’Improvisation (Na-
tional Improvisation League), parodying hockey,
in which improvising actors competed against
one another. The form spread to other parts of
Canada, so much so that there was a “World Cup”
held in 1985.

Theater in English-speaking Canada was thriv-
ing by the eighteenth century. Touring groups and
stars from America and England infused excite-
ment and a high standard into the theater scene.
The first locally written play to be produced was
Acadius, or Love in a Calm, 1774, in Halifax. Increas-
ingly theaters were built in the nineteenth century,
which inspired more theatrical production.In the
next century, however, touring groups from the
United States began to take the place of local
companies. It was not until World War I (1914—
1918) that amateur theater began to sprout all
over the country. In the early 1930s small art the-
aters began a theater festival, the Dominion Drama
Festival, which included both French and English
plays and which lasted until 1970. In 1954 the
touring Canadian Players were founded to tour all
areas of Canada. Increased national subsidy of the
arts in the 1950s, 1960s, and 1970s made possi-
ble many professional regional theaters across the
country.

It has long been a fact of Canadian theater that
many of their best actors move to England or the
United States, where there are more opportuni-
ties. On the other hand, the Stratford Festival
began in 1952 and provided good work for the
many local actors who remained dedicated to the
company over the years, such as William Hutt,
Mervyn Blake (who performed in forty-one con-
secutive seasons with the Stratford Festival),
Martha Henry, Kate Reid, and Frances Hyland.

Popular theater troupes in Canada have long
been instrumental in giving voice to minority
and oppressed groups in Canada. Black Theatre
Canada was started in Toronto in 1974 by Vera
Cudjoe to share the culture of black people with
their community. A Canadian black playwright,
James Weldon Johnson, wrote Tight Rope Time,
1984, for an all-black cast about the struggle of
blacks in Nova Scotia to find their place in that
culture. Native American actors and playwrights
have their works produced at the Tunooniq The-
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atre in the Northwest Territories. In Toronto a gay
company, Buddies in Bad Times, started in 1978.

In the 1980s comedy clubs and improvisational
comedy sports (theater games played with sports
rules) clubs provided new opportunities for ac-
tors. At this time national funding for the arts de-
creased notably. One financially successful work
was Tamara, 1978, which was put on by the Neces-
sary Angel company; in this production audience
members followed one of the many characters
through different rooms to follow branches of the
main story. This piece later toured internationally.
Another outstanding example of a financially suc-
cessful theater-circus venture is the Cirque du
Soleil (Circus of the Sun) from Quebec. In the
1980s many large-scale theaters opened in major
cities, such as the Royal Alexandra Theatre in
Toronto, in which Broadway and English mega-
musicals were staged, nearly squeezing out all
other competition. The fringe theaters, such as the
Chinook Theatre in Edmonton where the first
Fringe Festival was held, are managing to survive
the competition. The Du Maurier World Stage Fes-
tival in Toronto is the largest international festival
of contemporary English-language theater in
North America. Theater artists such as Robert Lep-
age presented at the festival in 2000. Theater artists
are optimistic about getting more popular support
in the twenty-first century.

See also Native American Theater
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Canadian Cinema

Although Canada is the second-largest country in
land mass, it has a relatively small population, and
the amount of its film production has been very
sparse until recent decades. Because of the enor-
mous outpouring of films in the United States
and its influence on Canada, with whom it shares
a border, Canada has barely tried to compete with
the glamour and big budgets of Hollywood. The
documentary film is one area in which Canada
has excelled, beginning in the early 1900s. The
establishment of the Film Board of Canada in
1939 gave Canada a boost as one of the top coun-
tries in the production of documentaries, espe-
cially during World War II (1939-1945).
Canada’s first feature film was Evangeline in 1914,
followed by the successful film TheViking in 1931.

Throughout the 1940s and 1950s feature films
were seldom made and poorly attended. Many tal-
ented Canadian actors and directors migrated to
the United States and Great Britain, where they
found more opportunities and better compensa-
tion. The Canadian Film Development Corporation
was established in 1967, which greatly increased
feature film production, yet did little to improve
the quality, with the exception of The Apprenticeship of
Duddy Kravitz in 1974, directed by Ted Kotcheff
about a young Jewish man in Montreal trying to
get rich. There has been a steady exodus of Cana-
dian comedians to the United States, such as Mar-
tin Short and John Candy (1950-1994).

In the late 1980s a few films emerged that re-
ceived both domestic and international attention,
such as the French-language film Jesus of Montredl,
1989, starring Lothaire Bluteau and directed by
Denys Arcand. Other important Canadian direc-
tors include Lea Pool, Gail Singer, Jean Pierre
Lefebvre, and Guy Maddin. Most recently the
Egyptian immigrant Atom Egoyan has put Cana-
dian film on the map with his devastatingly
heartfelt film, Sweet Hereafter, 1997, which was
nominated for best film at the Academy Awards.
The Canadian actress Sara Polley acted in that and
others of Egoyan’s films, but like so many other
actors, she has since moved on to Hollywood
films.

See also U.S. Cinema
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Canevas

Italy

A short outline of a plot that could be used for
performances of commedia dell’arte, improvised six-
teenth- and seventeenth-century Italian comedy.

References: Rudlin, John. Commedia Dell’Arte: An Actor’s
Handbook. London and New York: Routledge,
1994.

Cantinflas (1911-1993)

Mexico

Famous comedian and clown, often referred to as
the Mexican Charlie Chaplin, who rose from
Carpas, a form of improvised street theater, to
great fame. He could imitate various Mexican
stereotypes, often satirizing class consciousness.
He was known for linguistic style and could mas-
terfully impersonate the meaningless drivel of
those full of themselves. He went on to enjoy a

wildly successful movie career.

The great Mexican clown Cantinflas (left) in Around the World
in Eighty Days (1956) (Kobol Collection/ United Artists)
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Cantonese Opera
See Kwangtung Hsi

Cantonese Rod Puppet Theater

China

Rod puppet theater of Kwangtung Province, origi-
nating during the reign of the eighth-century Tang
dynasty emperor, Ming Huang. These rod puppets
have enjoyed great popularity in the last few cen-
turies, as patrons vie for troupes to perform for im-
portant ceremonies and festivals. There are two
types of rod puppets in Kwangtung Province. The
first type has a life-size head with movable eyes,
mouth, nose, and ears. The rod extends from the
puppet’s neck to about waist level on the puppet.
The puppeteer’s right hand holds this main rod
and manipulates facial movement from pegs near
the bottom of the rod. The puppeteer’s left hand
manipulates both arms by rods attached to the
puppet’s hands, which extend downward and in
front of the puppet. This kind of manipulation re-
quires great strength and flexibility. The puppeteer
stands below and behind the puppet. He must hold
it upright for long periods of time, which is very
tiring. To evoke the walking style of each puppet
character, the puppeteer will actually walk like that
character behind the screen, tiny steps for female
puppets and robust strides for male puppet charac-
ters. The second type of rod puppet has the whole
head, neck, and torso carved from one piece of
wood. The arms are the only part of the puppet that
moves. A long pole extends from the torso and is
held by the left hand, leaving the right hand to ma-
nipulate the rods attached to the hands. Both types
of rod puppet theater use opera scripts (see Peking
Opera). The movement style for the puppets also

mimics the conventions for the Peking Opera.
References: Stalberg, Roberta Helmer. China’s Puppets.
San Francisco: China Books, 1984.

Capitano

Italy

Spanish braggart, a stock character in commedia
dell’arte, improvised sixteenth- and seventeenth-
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century comedy. Either a mercenary or an officer,
Capitano was always a comic warrior. He stood
with his feet wide apart and his chest out, and
walked with large strides. His black leather half
mask sported a long phallic nose. Along with his
official uniform, he wore huge boots and carried
a long sword.

References: Craig, Edward Gordon. “The Characters
of the Commedia Dell’Arte.” The Mask (January
1912); Rudlin, John. Commedia Dell’Arte: An Actor’s
Handbook. London and New York: Routledge,
1994.

Caribbean Theater

An account of Caribbean theater is almost com-
pletely an account of displaced people, the
British, Spanish, French, and Dutch and the West
African slaves, and not of the indigenous popula-
tions inhabiting the islands before foreign inva-
sion, since the native populations on most islands
were annihilated by unfamiliar diseases and by
being forced into hard labor. The European set-
tlers created huge plantations upon which they
grew predominantly sugar. Labor was provided
cheaply by slaves captured from West Africa. After
the slaves were emancipated in the nineteenth
century, other waves of immigrants arrived on the
Caribbean shores with hopes of opportunity and
great wealth, chiefly the Indians, Portuguese, Chi-
nese, and Syrians.

With such a richly varied and often volatile
mixture of people, theatrical activity was natu-
rally sporadic and largely a foreign import of trav-
eling troupes and performers throughout the sev-
enteenth and eighteenth centuries. Amateur
groups performing classics from their country of
origin were also popular for an elite sector of the
population. The black slaves attempted to retain
their traditional performances as best they could
in their new controlled environment. Elements of
African performance styles emerged from under-
ground, where these activities were forced by the
white Christian minority, when these countries
struggled in the twentieth century to form a the-
ater that would be a true national expression of
each country. Blacks make up the majority of the
population in most Caribbean countries.

Accounts of the history of theater in the
Caribbean focus predominantly upon the sparse
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and artistically uninteresting activities of the
white minority, since these activities are docu-
mented. Documentation of Black Caribbean activ-
ities tended to come later in the twentieth century
and then primarily focused on dance. Once the
slaves were freed, many European theatrical forms
were taken over by the black majority and trans-
formed to express their enthusiasm for freedom.
In Jamaica there is the Christmas tradition of
parading through the streets in costume, known
as Jonkonnu, which appears to be a mixture of Eu-
ropean mumming and West African masquerades.
The 200-year-old pre-Lenten Trinidad carnival
was imported by the French in the 1780s. Masked
costumed revelers performed songs, dances, and
dramatics while parading down the streets. Once
slavery was abolished, the black masses took over
the festival and defended their right to perform in
it, even to the death at times.

The popular theater of the Caribbean featured
many revue-style shows, especially popular in
Cuba before the Communist revolution, and in
Jamaica in the form of the Christmas morning
concerts. Solo comic performers also met with
great success throughout the Caribbean. Henry G.
Murray of Jamaica delivered comic stories about
the customs and manners of his time in the mid-
nineteenth century. Even at the present in Trinidad
and Tobago individual performers of a unique
form known as the Trinidad Calypso enact con-
temporary events in song.

Political independence came to most of the
Caribbean in the 1960s, and with it a sense of na-
tionalism and a desire to express the distinctive
cultural experience of the area. Forms of expres-
sion that relied on Caribbean modes of expres-
sion, with Caribbean characters and settings,
were and still are being developed in theater
groups such as the Grupo Teatro Escambray in
Cuba, The Theatre Guild of Guyana, The Little The-
atre Movement of Jamaica, and the Trinidad The-
atre Workshop.

See also Barbados; Dunham, Katherine; Haiti

References: Banham, Martin. African Theatre Today.
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Carpas
Mexico
Popular improvised theater of the nineteenth and
twentieth century, often performed in a carpa,
which is the name for a tent on a street corner or
vacant lot. Itinerant performers move their col-
lapsible stages from one town to the next, per-
forming shows consisting of songs, skits and
comedy to a lower- and middle-class audience.
Plots are based on recent events or current topics
of interest, and the mood of performances is de-
termined by the subject matter. The audience and
performers are able to directly relate to each other
in this relaxed informal performance setting. Per-
formers support themselves by charging a small
entrance fee for their shows. Now most Carpas
troupes have been absorbed into variety shows or
circuses. As Mexico City becomes larger and more
Cosmopolitan, remaining Carpas performances are
in more obscure corners of the city, but they are
still an important means of expression for the
common people.

A succession of famous clowns has evolved out
of the Carpss, one of the best known being
Cantinflas, who performed on stage and screen.

References: Versenyi, Adam. Theatre in Latin America:
Religion, Politics, and Culture from Cortés to the 19807%.
New York: Cambridge University Press, 1993;
Weiss, Judith A. Latin American Popular Theatre: The
First Five Centuries. Albuquerque: University of
New Mexico Press, 1993.

Catharsis
See Poetics

Cenaculo
Philippines
Enactment of the Passion of Christ during the
Holy Week, which evolved from the Auto Sacra-
mentale of Spain and from the Passion Plays in
Mexico. This performance usually lasts all through



Holy Week, the week preceding Easter, during
which the events leading up to the resurrection of
Christ from the dead are celebrated. The Last Sup-
per, the crucifixion and the resurrection are all
portrayed realistically. The person portraying
Christ drags a cross through the street and is
raised onto the erected cross. There are no profes-
sionally trained actors. All parts and crowd scenes
are performed by villagers. The role of Christ, as
well as the other principal roles, is handed down
in one family. Special areas in the village are des-
ignated for the performance, but almost the
whole village is traveled through by the time all
of the processions and enactments are completed.
References: Aveilana, Dassy H. “The Native Theatre.”
Philippine Quarterly 1, 4 (March 1952): 60-62;
Brandon, James R. Brandon’s Guide to Theatre in Asia.
Honolulu: University Press of Hawaii, 1976; Es-
pino, E. L. “A Literal Imitation of Christ.” In Fil-
ipino Heritage: The Making of a Nation, ed. Alfredo R.
Roces, pp. 1230-1232. Manila: Lahing Pilipino
Publishing, 1977; Leon, Walfrido De. “The Pas-
sion and the Passion Play in the Philippines.” Col-
lege Folio (December 1910): 55-64; Mendoza, Li-
waway. “Lenten Rites and Practices.” Drama Review
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Ceylon

See Sri Lanka

Champmeslé, Marie Desmares
(1642-1698)
France
Famous French actress known as La Champmeslé,
who was the leading actress of the Comédie
Frangaise from the time she first performed the
title role in Phedre, by Jean Baptiste Racine (1639—
1699), in 1680, until her death. With her melodi-
ous and highly expressive voice, she established
the declamatory, almost chant-like, style of acting
used in performing classical tragedies. She was
adored for her beauty, wit, and charm; even
Racine fell under her spell and in 1670 wrote for
her the play Bérénice. Her husband, Charles Chevil-
let Champmeslé was also a fine tragic actor, but
his fame was overshadowed by his wife’s over-
whelming popularity.

References: Chinoy, Helen Krich, and Toby Cole. Ac-
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Charles William. Great Love Stories of the Theatre: A
Record of Theatrical Romance. New York: Duffield,
1911.

Changkuk
Korea
Theatrical form with singing, dancing, and some
dialogue, based on Pansori, a one-woman dramati-
zation of narrative tales. Having actors and ac-
tresses take on all of the roles in a full dramatic
fashion became popular with middle-class audi-
ences in the cities in the early part of the twenti-
eth century. Scenery is used to indicate where the
action is taking place in the play. The repertory is
drawn from the Pansori tales. Changkuk is no
longer in fashion and is rarely performed.
References: Brandon, James R. Brandon’s Guide to Theatre
in Asiae. Honolulu: University Press of Hawaii,
1976; Hur, Soon-Ja. “The Development of Pro-
fessional Resident Theatre Companies in South
Korea from the Conclusion of the Korean War.”
Ph.D. diss., Ann Arbor, MI: Proquest, 1991;
Shim, Jung Soon. “Trends in Contemporary Cul-
ture: In Search of Diversity—Korean Theatre in
the 1980’s.” Korean Culture (Hanguk Munhwa) 12, 3
(Fall 1991): 4.

ChaoTan (1915-1980)

China

Chinese film actor, grew up in Nantung. He acted

on the stage and in many films before the movie

Crossroads in 1937 made him a star. After that he

remained high in the ranks of the Chinese film

industry. He joined the Communist Party in

1958. However, the Red Guard ended his career

because he resisted the commands of Chiang

Ching, the wife of Mao Tse-tung.

References: Leyda, Jay. Dianying: An Account of Films and
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Press, 1972.

Chaplin, Charlie (1889-1977)

England, United States

Actor, director, and writer for film, who created a
universally loved tramp character who could in-
duce both uproarious laughter and bittersweet
pathos. Born in London, Chaplin lived as a desti-
tute street urchin as a boy until he joined a troupe
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Charlie Chaplin in The Tramp (1915) (Kobol Collection/
Essenay)

of child dancers and then performed in the the-
ater. He was in the premiere of Peter Pan in 1904.
Chaplin toured Europe and the United States
with the Fred Karno company and was then dis-
covered by American moviemakers. His first film,
Making a Living, 1913, was not a success, but in his
second film, Kid Auto Races at Venice, 1914, he began
to develop the tramp character that later brought
him fame. The Tramp, 1915, was Chaplin’s first
masterpiece, featuring the resilient vagabond
character, who was both elegant and pathetic.
Chaplin’s talent lay in his ability to express a wide
range of emotions and situations through pan-
tomime. He moved often with the grace of a
dancer but with the comic timing of a consum-
mate comedian. In The Kid, 1921, and The Gold Rush,
1925, he infused more bittersweet sadness into
his comedy. Even after the advent of sound, Chap-
lin continued to make silent films such as City
Lights, 1931, since it was the medium to which
his talents were best suited. However, with the ad-
vent of sound, Chaplin added to his roles as direc-
tor, actor, and writer the task of composing and
directing the scores for his films, such as Modern
Times, 1936.

His personal character was scrutinized by the
U.S. government during the McCarthy era because

of the pacifist message in many of his films, be-
cause he had never become an American citizen,
and because of his questionable morality. He had
a penchant for marrying lovely teenagers, and in
his four marriages, he married two sixteen-year-
olds, a nineteen-year-old and, when he was fifty-
four, the eighteen-year-old Oona O’Neill, daugh-
ter of playwright Eugene O’Neill. In 1952 he was
not allowed back in the United States, and he set-
tled in Switzerland. He continued making films,
but none reached his former level of popularity
or artistic achievement.

References: Maland, Charles. Chaplin and American Cul-
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Princeton University Press, 1989; Manvell,
Roger. Chaplin. Boston: Little Brown, 1974;
Robinson, David. Chaplin, His Life and Art. New
York: McGraw-Hill, 1985; Tyler, Parker. Chaplin,
Last of the Clowns. New York: Vanguard Press, 1948.

Chau

India

Masked dance-drama, which developed in the
seventeenth and eighteenth centuries under pa-
tronage of the royal courts. Chau is performed an-
nually in April at the Chaitra Parva festival, which
honors Ardhanarishwara, the form of the Hindu
god Shiva portrayed as half man, half woman.
The entire village of Seraikella (now part of
Bihar) participates in worship and festivities dur-
ing the festival, and Chau is performed during the
last four days.

A Chau performance is made up of many
dance-dramas, each lasting seven to ten minutes.
Actors portray animals, birds, planets, trees, and
seasons. Actors wear masks and do not speak or
sing. Dances vary from being made up of simple
dance steps to a sophisticated type of symbolic
interpretation of the narrative involving difficult
dance movements, which reveal inner tension
through body expression. Actors can evoke a
storm at sea by swaying on the level stage. Their
spiral steps, whirlwind turns, and huge leaps cre-
ate the feeling of a storm. The masked performer
sometimes lengthens a dance, if he feels able to,
by cuing the instrumentalist with a nod of his
head.

The clay masks are simple, with a flat surface
painted in pastel colors. Distinguishing character



features are indicated on the mask subtly. A curl of
the lip or a slight squint of the eyes is enough to
evoke the character. Costumes are made of glittery
material. Masculine characters wear full pants
with a wrap around their chests, and feminine
characters wear beautiful skirts with decorated
shirts, jewelry, or scarves. Some characters have
headpieces or other additions to indicate who
they are. The sun god, for example, has a cutout
of a circle with a star burst inside of it attached to
his back.

The music comes from songs by famous In-
dian poets. The words of the songs are discarded,
but the narrative content still comes out through
the melody and rhythm.

Practitioners of Chau believe that only men
have enough stamina to perform this dance-
drama. Performers come from all social classes
and are generally supported by the court. Training
is rigorous for Chau performers. They must be
agile and have great bodily control and incredible
stamina. They must be able to evoke many differ-
ent kinds of walks, from the walk of a cow while
urinating to the walk of a bear. The feet and legs
must be very evocative to communicate in a lan-
guage of gestures and movement.

References: Gargi, Balawanta. Folk Theater of India.
Seattle: University of Washington Press, 1966;
Vatsyayan, Kapila. Traditional Indian Theatre: Multiple
Streams. New Delhi: National Book Trust, 1980.

Chekhov, Anton (1860-1904)

Russia

One of the greatest Russian playwrights of all
time. His plays give a heartfelt, tragic picture of
Russian society at the end of the nineteenth cen-
tury. He observed and expressed human behavior
in all its subtleties with amazing accuracy. His
plays, peopled by such unhappy characters, avoid
being completely despairing because of the
warmth with which he treats the characters. A
doctor by profession, Chekhov gained success as a
playwright later in life. He was greatly popular as
a writer of short stories and began his writing of
plays with comic one-acts. Chekhov’s The Sea Gull
flopped miserably in 1896 in an old-fashioned
mounting of this play, but in 1898, under the di-
rection of Vladimir Ivanovich Nemirovich-
Danchenko at the Moscow Art Theater (MAT),
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the same play was wildly received because the
MAT could give it the psychologically realistic
acting it needed to be understood in all its sub-
tleties. The MAT had evolved the perfect style for
acting Chekhov with the help of Konstantin
Stanislavsky and Nemirovich-Danchenko. In
1899 the MAT premiered UncleVanyq, a bitterly sad
but gentle play, and it also was a hit. Three Sisters
was first produced at the MAT in 1901. When
Chekhov was stuck in the Crimea fighting a case
of tuberculosis, the MAT took their tour to him so
that he could witness mountings of The Sea Gull
and UncleVanya. It was during this time he first saw
and admired the actress Olga Knipper, whom he
later married. In 1904 the MAT produced The
Cherry Orchard, and it immediately became his
most popular play. Chekhov was impressed with
the manner in which the MAT brought his plays
to life, but he sometimes took them to task for the
level of realism they sought, such as actors swat-
ting at mosquitoes in The Cherry Orchard, or the
sound of horse hoofs on a wooden bridge ren-
dered so realistically.

Chekhov’s plays have had such resilience
through time because of the truthfulness with
which they portray the difficulty of human
communication, wasted dreams, and the monot-
ony of life for ordinary people. His influence on
dramatic literature and modern theater has been
immense.

See also Chekhov, Mikhail
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Chekhov, Mikhail (1891-1955)

Russia

Russian actor, acting teacher, theater director, and
nephew of the playwright, Anton Chekhov. Join-
ing the Moscow Art Theater at the age of nine-
teen, Chekhov began his acting career as a student
of the Stanislavsky System, but took his own di-
rection toward more reliance on the imagination.
An outstanding craftsman, he put a level of inten-
sity into his roles that sometimes bordered on
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pathological, yet he was always in control. He was
irresistible when performing the tragic humor in
his uncle’s plays. He played an amazing diversity
of roles. With each he was relentless in his search
for the truth of the character.

In 1922 Chekhov and Boris Sushkevich took
over a smaller experimental theater associated
with the Moscow Art Theater, the First Studio, and
by 1924 it became its own separate theater, The
Second Moscow Art Theater. It was here that
Chekhov taught young actors, and it was here, in
1924-1925, that he portrayed Hamlet as being so
despairing that he bordered on derangement.

His spiritual idealism in the theater made his
philosophy objectionable to Communist authori-
ties. Chekhov left Russia for France and later
moved to the United States, where he continued
performing on the stage and in some Hollywood
movies. In Hollywood Chekhov performed in sev-
eral films, including Spellbound (1945), Spectre of the
Rose (1946) and Rhapsody (1954).

References: Black, Lendley. Mikhail Chekhov as Actor, Di-
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Empire to the Soviets, Cleveland: World, 1961.

Chiang Ching (1914-1991)

China

Wife of Mao Tse-tung, film actress, and member
of “Gang of Four” during Chinese Cultural Rev-
olution. She was a film actress in Shanghai dur-
ing the 1930s, but not very successful. Her first
marriage, 1934-1937, was to a film critic in
Shanghai. Using the stage-name Lan Ping, she
performed small roles in the films Scenes of City Life
in 1935 and Blood on Wolf Mountain in 1936. When
the war against Japan broke out in 1937 she made
propaganda films. During this time she met Mao,
became his mistress, and then his second wife.
Mao gave her great political power. She personally
selected all works to be considered revolutionary.
All other works were condemned on moral
grounds. Many theatrical artists, some whom she
had a personal vendetta against, underwent severe
persecution. By 1965 she had suppressed the last
Peking Opera performance and replaced it with
revolutionary drama. She was on the Central
Steering Committee for the Film Industry.
Through her work on this committee she system-

Chiang Ching and Mao Tse-tung, 1936 (Archive Photos)

atically avenged herself on anyone in the industry
with whom she had bad relations. Ultimately she
was responsible for closing China’s film studios in
1966. After Mao’s death and the end of the Cul-
tural Revolution in 1976, she was tried by the
people and punished for all the atrocities com-
mitted during the Cultural Revolution. She re-
portedly committed suicide in jail on May 14,
1991.

Childress, Alice (1920-1994)

United States

Actress, playwright, and director. Childress grew
up in Harlem, New York, and was active in theater
from a early age. Childress gained theatrical expe-
rience first with the New York Negro Unit of the
Federal Theater Project at the Lafayette Theater in
Harlem during the late 1930s. She wrote, directed
and acted for the American Negro Theater, also
in Harlem. There she performed in Abram Hill’s
On Striver’s Row (1941) and Theodore Browne’s Nat-
ural Man (1941). Perhaps her most notable per-
formance was in Anna Lucasta (1944) by Philip Yor-
dan. Her Gold Through the Trees (1952), a musical



review, was the first time an African American
woman was professionally produced. Her play
Trouble in Mind (1955) is about a veteran black ac-
tress refusing to play an insulting stereotypical
role as a “darkie” in a play. She also wrote Wedding
Band (1972-1973).

See also African American Theater
References: Jennings, La Vinia Delois. Alice Childress.
New York: Twayne, 1995.

Chile

Before the Spanish took control of Chile in the
mid-1530s, indigenous populations included the
Araucanian people in the south and peoples
under the influence of the Inca empire in the
north. Little is know of theatrical activity before
colonization, after which theater popular in Spain
at that time was performed sporadically in the
major cities of Valparaiso, Santiago, and Concep-
cion. There were probably also religious perform-
ances of the Loa, Auto Sacramentale, and Sainete, all
originally from Spain.

During the eighteenth and nineteenth cen-
turies, a performance form called Tonadilla throve, a
lively mixture of dance, music, and some dramatic
sketches. This new form of musical folklore sati-
rized public affairs. It mixed rural and urban mu-
sical elements to create a new form for its popular
audience. In the beginning of the nineteenth cen-
tury a popular form of entertainment was the
Chingang, a kind of irreverent comic performed by
the common people to satirize their colonial op-
pressors. This form was resurrected and further
developed in the 1970s. A phenomenon known as
the Workers Theatre Movement lasted from about
1912 to 1933. From 1880 to 1930, nitrate mines
partially owned by British companies brought
many poor workers out into the northern desolate
parts of Chile. Miserable working conditions in-
spired those influenced by socialist ideas to orga-
nize cultural outlets to educate the workers and
inform them of their human rights. By 1931 there
were fifteen amateur theater groups in the city of
Iquique alone, all doing performances by and for
the workers. This movement took off throughout
Chile—workers enacting their own vision of how
they believed their world should be.

Attempts to search for a “national soul” of
Chile were first made by a group of writers re-
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ferred to as the “Generation of 1927,” with dra-
mas by such authors as German Luco Cruchaga
(1894-1936). This search was kept alive in Chile
through the rest of the twentieth century by the-
ater groups such as Teatro Experimental.

When the glory of Argentina’s theater began
to fade in the 1940s, the hot spot for South Amer-
ican theater became Santiago, Chile. The famous
actress Margarita Xirgu (1888-1969) left Spain in
the 1930s and began an acting school in Santiago,
giving a foreign influence and her great expertise
to local actors. Her school later merged with the
Teatro Nacional (National Theater). Two impor-
tant theatrical institutions in the development of
theater in Chile have been Instituto del Teatro de
la Universidad de Chile (The Theater Insitute of
the University of Chile), founded in 1941 by
Pedro de la Barra (1912-1976), and Teatro de En-
sayo (Test Theater), founded in 1943 by Pedro
Mortheiru (1919-1994) and Fernando Debesa
(whose actors toured to Paris and Madrid in
1961).

Latin American liberation theater, theater
aimed at giving a voice and dignity to the poor
of Latin America, attained great expression in
Chile in the late 1960s and 1970s. The govern-
ment under Eduardo Frei Montalva, 1964—1970,
and Salvador Allende Gossens, 1970-1973, sub-
sidized an enormous amount of university the-
ater that addressed the needs of the urban and
rural poor. Many socially conscious theater pieces
were televised.

All that freedom and idealism ended abruptly
in 1973 with the installation of the brutal Au-
gusto Pinochet Ugarte regime in 1973. Covert
acts of censorship, such as the anonymous burn-
ing of a theater producing politically critical
plays, and overt mass killings occurred under this
regime, which lasted until the 1980s. Some the-
ater artists fled, such as Alejandro Sieveking and
Bélgica Castro, leaders of the Chilean troupe
Teatro del Angel. Other theater artists continued
progress in Chile under this government. For the
most part, performances were forced out of the-
aters and into church basements, neighborhoods,
and demonstrations in which the actors became
the oppressed, telling their own stories in an art-
ful way.

In 1988 the Pinochet rule officially ended,
bringing to a close seventeen years of military
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dictatorship. Prospects for theatrical artists appear
to be good, and many of them, such as Alejandro
Sieveking, easily step from the theater to televi-
sion and film.

The work of Alfredo Castro has succeeded in
infusing new direction in contemporary theater
in Chile with his nonrealistic plays Historia de la
Sangre (Story of Blood) (1992) and Los Dias Tuertos
(Twisted Days) (1993). Throughout the 1990s
Andrés del Bosque has directed Teatro Circo
Imaginario (Imaginary Circus Theater) and per-
formed as a clown. The group has achieved
prominence through its trademark of highly
skilled dramatic spectacles. In film, Patricio
Guzman created Chile, Memoria Obstinada (Chile,
Obstinate Memory) (1995), a document provid-
ing a striking portrait of recent historical events
in Chile and the aftermath.

References: Boyle, Catherine M. Chilean Theater,
1973—-1985: Marginlity, Power, Selfhood. Cranbury, NJ:
Associated University Presses, 1992; Chanan,
Michael. Chilean Film. London: British Film Insti-
tute, 1976; Hautzinger, Sarah. “Chile: Street The-
ater Takes Risks.” NACLA Report on the Americas 21, 4
(July—August 1987): 10—11; Thomas, Charles
Philip. “Chilean Theater in Exile: The Teatro del
Angel in Costa Rica 1974—1984.” Latin American
Theatre Review 19, 2 (Spring 1986): 97—101; Ver-
senyi, Adam. Theatre in Latin America: Religion, Politics,
and Culture from Cortés to the 1980’s. New York: Cam-
bridge University Press, 1993.

China

Theater in China flourished for centuries during
times of unchanged social order. As one of the
oldest civilizations in the world, China had a tra-
dition of dynastic rule that lasted from 2000 B.C.
until the beginning of the twentieth century. It
was predominantly an agrarian nation, and the
life of the common person changed little as feud-
ing families and even outside invasions con-
quered and declared their own dynasties. The op-
ulent courts of the royal families patronized a
host of theatrical entertainers. In the nineteenth
century, the old civilization collapsed under pres-
sure from western influences, internal population
growth, and colonial infiltration. Theater and film
in China changed drastically under the Commu-
nist government. All of the arts were expected to
promote and support the ideals of the revolution,

and they were to be about and for the common
person.

The leading religions in China are Buddhism,
Taoism, and various forms of ancestor worship.
Confucianism has been the dominant code of
conduct since the fourth century B.C. This ethical
code discourages the mingling of the sexes, mak-
ing it impossible for males and females to per-
form in theater together. A long tradition of fe-
male impersonators, who perfected their art,
believing they surpassed actual women in their
understanding the feminine mystique, grew out
of this custom. Homosexuality became an ac-
knowledged part of being a Wakashi, a young boy
who impersonated female characters. For this rea-
son, among others, the social rank of the actor
was looked down upon in society.

The Chinese New Year holiday was an impor-
tant source of employment for actors. During this
season farmers found their only chance during
the year to relax and enjoy some entertainment.
Elders in each village would arrange for troupes
to come and perform in temporary structures.

Ming Huang, an eighth-century emperor of
the Tang Dynasty (A.D. 618-907), was a dedicated
patron of the arts. He started the first official
training school for actors, the Pear Garden, in the
eighth century to train court entertainers. This es-
tablishment of a school and his royal patronage
contributed greatly to the development of later
Chinese forms.

During Mongol rule in China, 1279-1368,
Chinese scholars who were denied any other
employment turned to drama to make a living.
They created Yuan Chu (or Yuan Drama) which
featured singing, dialogue, and stories ranging
in theme from romances to supernatural tales.
Another form of drama existing during this time
was Kun Chu, classical drama from the south of
China. These refined and elite dramas had over
forty acts and took days to perform. LiYu was a
poet and theater practitioner in the seventeenth
century who performed dramas for wealthy pa-
trons. Because he traveled with women who
were in his troupe, he was viewed as having
loose morals.

The Chinese theatrical form most well known
throughout the world is the Peking Opera. This
highly refined opera reached its peak of expres-
sion in the nineteenth century as an indivisible



synthesis of music, the spoken word, and ges-
tures. In the late 1800s, the Empress Dowager
Cixi, last ruler of the Ching Dynasty, regularly
supported the arts by ordering Peking Opera per-
formances for palace entertainment. Plays are di-
vided into two categories, Wen, civil plays, and
Wi, military plays. The main attraction in Peking
Opera is the actors, who are always male and who
always portray a certain type of character their
whole life. The categories are Sheng, or male char-
acters, Tan, or female characters, Hualian, robust
male characters, Chou, comic characters, and
Ching, painted face superhero characters. Actors
must master vocal techniques, acrobatics, and the
technique for manipulating Water Sleeves, which
are white silk cuffs that hang down about two
feet. The graceful movement of manipulating the
cuffs up around the wrist and then letting them
fall down to full length is used by the actors to
enhance dramatic expression.

Mei Lan Fang was the most famous Peking
Opera actor in the twentieth century. Known as
“King of the Pear Garden,” he nearly perfected
the art of portraying the Tan by mimicking the
gait of a traditional Chinese woman with bound
feet (see Foot Binding). He trained at a famous
private acting school named Fu Lien Ch’eng.

A rich variety of puppet theater has flourished
in China alongside the human theater throughout
the centuries. Since the eighth century, the Can-
tonese Rod Puppet Theater from the Kwangtung
Province has delighted audiences with puppets
featuring movable eyes, mouth, nose, and ears. In
northern China another form of rod puppet the-
ater developed known as Zhang Mu. An interesting
variety of this type of puppet theater is Da Mu Nao,
the largest type featuring puppets with large
wooden skulls. The tradition of Fu Tai Hsi origi-
nated in the south of China in the sixteenth cen-
tury. The master puppeteer, Tou, performs all the
major roles in the drama, doing all the speaking,
singing, and manipulation for the characters he
represents. His assistant or apprentice, Er, per-
forms all of the remaining minor roles. Also from
the south of China is Jie-li Xi, the string puppet
theater.

One of the earliest forms of Chinese shadow
theater is Qiao-Ying Xi, a human shadow play per-
formed during the Sung Dynasty, 960—1279. A
puppet form of shadow theater still is performed
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in China today by the name of Pi-ying Xi. Colorful
shadows created by painted translucent rawhide
shadow figures are cast onto the screen, which is
called Ying-chuana.

The twentieth century in China witnessed two
other significant evolutions in theater. In 1907
Chinese students studying in Japan began a new
form of spoken drama, Hua Chii, which they
used as a medium for social change toward more
liberal ideals. Also, in 1934 the China Traveling
Dramatic Troupe was founded as an artists’ co-
operative to present modern drama by a self-suf-
ficient working troupe.

The triumph of the Chinese Communist revo-
lution in the twentieth century brought enor-
mous changes for the theater and film industry in
China. Mao Tse-tung led the Communist Party
from 1943 to 1976 and was an influential politi-
cal theorist. He believed that all art should serve
and promote the revolution. Accessibility of the
arts to all people was another of Mao’s goals for
the arts. The Chinese Cultural Revolution, led by
Mao and his wife, Chiang Ching, ravaged and
shook China from 1966 to 1976. The officially
sanctioned Red Guard openly humiliated and
punished scholars and artists in an effort to rid
China of any elitist practices remaining from their
feudal past. The Cultural Revolution ended with
Mao’s death in 1976, but Communism is still the
ruling form of government in China.

Mao’s wife, Chiang Ching, was a not very suc-
cessful movie actress in her earlier years. Thus,
when she was given political power in directing
the cultural changes in the arts, she personally
avenged herself on any enemies in the film indus-
try. A talented film actor, Chao Tan, was one actor
whose career ended because of Chiang Ching.
Other talented film performers include Ruan
Ling, an actress from 1910 to 1935 who devel-
oped an original blend of naturalism and styliza-
tion in her acting style, and Pai Yang, an actress of
stage and film who helped raise the status of
women in Chinese society. The Chinese film in-
dustry has regained a firm standing since the Cul-
tural Revolution, but it continues to be subject to
government censorship.
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Ching. The Chinese Conception of the Theatre. Seattle:
University of Washington Press, 1985; Hymes,
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China Traveling Dramatic Troupe

An organization founded by Tang Huaigiu in
1934 to present modern drama. The aim was to
have an independent theater organization that
presented new dramas and was financially self-
sufficient. There were no salaries for the actors
and technicians, just board and lodging. This or-
ganization was a training ground for many tal-
ented modern artists. The organization disbanded
in 1937 with the outbreak of the war with Japan.
Their seminal performance was Thunderstorm by
Tsao Yu, a psychological portrait of a Chinese
family with decaying morals.

References: Scott, A. C. The Theatre in Asia. New York:
Macmillan, 1972.

Chinese Cultural Revolution (1966—-1976)
Mao Tse-tung’s reform movement to maintain
the purity of the Communist revolution. The Red
Guard was given power by Chairman Mao to
search the country for anything counterrevolu-
tionary and destroy it. This included books, any-
thing Western, anything elitist. Counterrevolu-
tionary persons or materials were at the
capricious judgment of these youths. Those they
condemned suffered humiliation, and punish-
ments were severe. Many artists and scholars
committed suicide. Peking Opera was changed

radically, as it was made into an instructional
propaganda tool to instruct the masses on the
value of Communism. The “Gang of Four” was a
commission that decided what entertainment
was not to be condemned. Only five revolution-
ary modern plays were allowed, Taking Tiger Moun-
tain by Strategy, Sea Harbor, Raid on White Tiger Regiment,
Shajiabang, and Red Lantern. Two revolutionary mod-
ern ballets were allowed, Red Detachment of Women
and White Haired Girl. The revolutionary Peking
Opera featured hunters or peasant girls as heroes
rather than princes or scholars. Realism was ob-
served in all sets and costumes. Most symbolic
gestures and movements were banished, but, at
critical moments, the Peking Opera stylization
would come out in the actors. In order to use
Peking Opera acrobatic stunts, actors would try
to make logical situations within the plays for
hand-to-hand combat. For instance, two oppo-
nents would run out of bullets and thus need to
engage in a physical dual featuring flips, leaps,
and other tricks. The Cultural Revolution ended
with Mao’s death in 1976 and the Gang of Four
(see Chiang Ching) was tried and condemned
for the atrocities committed during the revolu-
tion. Her death sentence was changed to a life
sentence in 1983.

References: Mackerras, Colin. Chinese Theatre in Modern
Times, from 1840 to the Present Day. Amherst: Univer-
sity of Massachusetts Press, 1975; Peking Opera
Troupe of Shanghai. Taking Tiger Mountain by Strategy.
Peking: Foreign Language Press, 1971; Scott,
A. C. The Theatre in Asia. New York: Macmillan,
1972.

Chinese New Year

Holiday held during the first fifteen days of the
old lunar calendar. This season was an important
source of employment for established actors. Ac-
tors were overworked, and services were con-
stantly in demand. In China, which has primarily
been an agricultural society, this was the only
time for ordinary people to enjoy leisure. It was
one of the few reliefs from labor in the fields for
villagers. The elders of a given village would
arrange to have a theatrical troupe perform on a
temporary stage, usually erected in a dry riverbed.
The performance would have a religious motive,
to give thanks for a good harvest and ward of any
disaster.
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Chinese Wayang
Singapore
Expression used to indicate Chinese opera in Sin-
gapore (see Peking Opera). Wayang is used collo-
quially to mean going to see any kind of perform-
ance in Singapore. There are many opera troupes
in Singapore performing a variety of styles from
the south of China, Hokkien, Cantonese, and oth-
ers. Sometimes troupes add popular songs to ap-
peal to younger audiences. Performances usually
take place in Buddhist temples or in an empty lot
near a street in town or in a village.

See also Wayang Kulit

References: Brandon, James R. Brandon’s Guide to Theatre

in Asia. Honolulu: University Press of Hawnaii,
1976.

Ching

China

Painted face character type in Peking Opera. Ching
characters are superheroes from historic legends.
They wear thick makeup on their faces, which
communicates much about the disposition of the
character. White makeup with thin black lines in-
dicates treachery in a character. Black makeup in-
dicates that a character is straightforward and
good, if not a little stupid. Red makeup indicates
bravery and dignity in a character. Yellow makeup
indicates a clever and deceptive character, such as
a sly politician. Symmetrical makeup on both
sides of an actor’s face indicates that the character
is good and honest. There are four categories for
characters in Peking Opera, Sheng, male; Dan, fe-
male; Ching, painted face; and Chou, clown. There
are two categories of painted face characters; Wen-
Ching is a civil character, not engaged in the
armed forces, who sings a lot but seldom fights,
and Wa-Ching is a militant character who does a
lot of fighting and very little singing.

References: Chia-Chien, Chu. The Chinese Theatre.
Trans. James A. Graham. London: John Lane,
1922; Scott, A. C. The Theatre in Asia. New York:
Macmillan, 1972; Yang, Daniel Shih-P’eng. An
Annotated Bibliography of Materials for the Study of the
Peking Opera. 2d ed. Wisconsin China Series. Madi-
son: University of Wisconsin, 1967.
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Ching-1I
China
Virtuous woman role in Peking Opera.

See also Tan

Chingana
Chile
Popular entertainment combining dramatic
sketches, music, and dance, extremely popular
in the beginning of the nineteenth century at
restaurants and inns. Mulattos or mixed-caste ac-
tors performed irreverent comic farces that
mocked all the colonial authorities held most sa-
cred. These dramatic sketches often satirized the
clergy, depicting scenes of them “caught in the
act” with a female companion, and were hu-
morous but serious in their critical intent. Per-
formances usually took place in the open air on
a patio, with a boisterous and dangerous atmos-
phere surrounding performances. Drinking,
gambling, and even occasional knife fights were
not uncommon and eventually attracted the at-
tention of the authorities, who imposed some
censorship on Chingana performances, which vir-
tually disappeared by the end of the nineteenth
century.

The form was resurrected in the 1970s and
updated to serve the needs of the Teatro de Base
(Base Theater) movement, which is theater de-
signed to be created by the lower-class audience
it serves. Contemporary performances of Chingana
are richly varied and include various combina-
tions of dance, music, songs, poetry, theater, au-
diovisual support, and even games. Interspersed
throughout performances are testimonials, sto-
ries, and jokes, all focused on one theme perti-
nent to the lives of the spectators. Usually three
to five people perform these Chingana, with two of
those people serving as animators or guides who
connect one event to the next. The performers
encourage the audience to be involved. They can
criticize anything, demand something be done
over differently, or even get up and act some-
thing out themselves. The goal is for the audience
to leave with newfound confidence in their abil-
ity to affect their own world and new skill for
doing so.

References: Hautzinger, Sarah. “Chile: Street Theater

Takes Risks.” NACLA Report on the Americas 21, 4
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Theatre in Latin America: Religion, Politics, and Culture from
Cortés to the 1980’s. New York: Cambridge Univer-
sity Press, 1993.

Chiton

Greece

Greek dress worn by actors of the ancient theater,

generally worn ankle-length by female characters

and above the knee by male characters.

References: Brooke, I. Costume in Greek Classic Drama.

London: Methuen, 1962; Gullberg, Elsa. The
Thread of Ariadne: A Study of Ancient Greek Dress. Gote-
borg: P Astrom, 1970; Hope, Thomas. Costumes of
the Greeks and Romans. New York: Dover, 1962;
Houston, Mary Galway. Ancient Greek, Roman and
Byzantine Costume and Decoration. London: A. & C.
Black, 1947; Johnson, Marie. Ancient Greek Dress.
Chicago: Argonaut, 1964.

Choregos

Greece

Wealthy citizen appointed by the state to pay for
expenses incurred in producing the plays of one
specific playwright for the City Dionysia, a reli-
gious festival in honor of the Greek god, Diony-
sus. Each year three sponsors, or choregoi (plural
form of choregos), were selected from among the
wealthiest citizens in Athens to pay for the pro-
ductions of the three playwrights selected to take
part in the competition. Lots were drawn to de-
termine which sponsor got which playwright.
Beyond carrying out a civic duty, sponsors took
an active interest in productions, since they also
received a share in the prize money if their play-
wright was victorious. As financial backer, the
choregos paid the wages of fifteen men in the
chorus, hired musicians, paid for any scenery or
special effects needed, hired a trainer for the cho-
rus if the playwright himself could not perform
the task, and paid for the costumes for each form
of play presented.

References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Taylor, David. Acting and the Stage. Boston: George
Allen & Unwin, 1978; Webster, Thomas Bertram

Lonsdale. The Greek Chorus. London: Methuen,
1970.

Chorodidaskalos
Greece
Teacher or leader of the chorus in ancient Greek
theater.
See also Greek Chorus
References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 197 1; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Webster, Thomas Bertram Lonsdale. The Greek Cho-
rus. London: Methuen, 1970.

Chou

China

Comic clown stock character in Peking Opera. As
these characters joke, they do incredibly skillful
scenes of mime and acrobatics. They are often fea-
tured in domestic farces, which sometimes act as
curtain raisers. They wear white patches of
makeup on the their nose. Facially they appear
more realistic than the Hualian, a robust male
stock character who also wears makeup. There are
two kinds of clowns, Wen-Chou, who are civil
clowns, often scholars, and Wu-Chou, who are
militant clowns, sometimes thieves, and always
fight. The eighth-century Tang emperor Ming
Huang played the Chou role, which has given
great prestige and many privileges to the actors
who also play this role.

References: Chia-Chien, Chu. The Chinese Theatre.
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Setting: An Examination of the Patterns of
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Chutti

India

White plaster beard worn by male characters in
Kathakali, a form of dance-drama. A paste made of
rice powder and lime juice is applied to the
actor’s face from his ears to his chin in successive
layers. The entire application process takes three to
four hours, during which time the actors usually
sleep. Since Kathakali is so physically demanding,



performers have a chorus that sings for them. It
would be nearly impossible for an actor to speak
while in Chutti because the plaster would crack
and fall from the face.

References: Gargi, Balawanta. Theatre in India. New
York: Theatre Arts, 1962; Varadpande, Manohar
Laxman. Krishna Theatre in India. New Delhi: Abhi-
nav, 1982.

Cibber, Colley (1671-1757)

England

English actor, playwright, and theater manager.
Cibber first acted at Drury Lane in 1690 and was
successful as a comic actor. He later helped man-
age the Theatre Royal at Drury Lane in 1710.As an
all-around man of the theater, he wrote many sen-
timental comedies such as Love’s Last Shift, 1696, in
which he starred. He wrote an autobiography,
Apology for the Life of Mr. Colley Cibber, Comedian, which
comments on the art of acting. He was acting in
the early part of the eighteenth century when ex-
aggerated acting was in vogue. His wife, Susanna
Maria Arne (1714—1766), was an actress, as were
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their two children, Theophilus Cibber (1703—
1758) and Charlotte Clarke (1710-1760).
References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting, New York: Crown, 1970; Cibber,
Colley. An Apology for the Life of Colley Cibber. Ann
Arbor: University of Michigan Press, 1968; Cib-
ber, Colley. Careless Husband: An Appreciation of Colley
Cibber, Actor and Dramatist. New York: Haskell
House, 1967.

Cirque du Soleil (Circus of the Sun)

Canada, United States

Outstanding circus that uses no animals, but in-
stead highly trained performers in circus, dance,
and theater to create artistic productions that
communicate feeling as well as spectacle. Born in
1984 in Quebec, Cirque du Soleil is a conglomer-
ate of a lot of smaller street performance compa-
nies; it emerged from the Festival of Street Players.
The goal is to infuse the best of theater and dance
into the circus. The performers transform acro-
batic stunts into fluid dancelike motion. Each pro-
duction communicates some theme through pan-
tomime, music, dance, and design. Individual

Members of Cirque du Soleil in We Reinvent the Circus in Santa Monica, California. (Neal Preston/Corbis)
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pieces are laced together, usually by a group of
idiosyncratic clowns. There is never a dull mo-
ment on stage, as entrances fall upon the heels of
exits.

The Cirque started touring Quebec, then all of
Canada, then came to Los Angeles in 1988. Since
that time, the enterprise has grown immensely to
include a permanent aquatic show, O, in Las Vegas,
Nevada, and a show entitled La Nouba at Disney
World. As new shows are created, such as Quidam,
in 1998, and Drdlion, in 1999, they tour exten-
sively around the world.

References: Abrams, Steve. “Cirque du Soleil.” Pup-
petry Journal 49 (Summer 1998): 19; Lampert-
Greaux, Ellen. “Underwater Delights: Luc Lafor-
tune Gives the Cirque du Soleil an Aquatic Glow
at Bellagio.” Lighting Dimensions 23, 1 (January
1999): 46-51, 72, 74; Leabhart, Thomas.
“Cirque du Soleil.” Mime Journal (1986): 1-7;
Renner, Pamela. “The Zone of Fantastic Reality:
Cirque du Soleil Takes Clowning in a New Direc-
tion.” American Theatre 16 (December 1999):
28-30; Sloat, Susanna. “Cirque du Soleil—
‘Quidam.”” Attitude—The Dancer’s Magazine 13 (Fall
1998): 78-79.

City Dionysia

Greece

The most lavish of the Dionysia, festivals honor-
ing the Greek god Dionysus. Some of the greatest
dramatic works known to Western history were
first presented in the dramatic contests that were
the highlights of the City Dionysia. The play-
wrights Aeschylus, Sophocles, and Euripides
each competed in the contest many times; each
playwright presented three tragedies and one
satyr play. In 534 B.C. Thespis, traditionally con-
sidered to be the creator of drama, was the first to
win the dramatic contest at the City Dionysia.

People traveled from far away by sea and land
to attend this seven-day festival in late March. This
was an excellent opportunity for the Athenians to
show off their great wealth and rich culture.

The order of events was most likely as follows.
On the first day all of the contestants were assem-
bled in preparation for the contests. The second day
began with a grand procession through the city of
all contestants and important officials. Sacrifices
were made to Dionysus, and then the first competi-
tions, of choral odes sung and danced by large

numbers of men and boys, took place. Lively
singing and dancing in honor of Dionysus, known
as Komos, was performed as a procession around the
town. The first two days there were probably also
dithrambic contests among the ten tribes of Athens,
which each had a men’s and a boy’s chorus.

The next three days were dedicated to the dra-
matic competition, which began early in the
morning to take advantage of the daylight to illu-
minate the stage and actors. Each of these three
days had the same schedule. One of the three
playwrights presented all four of his plays, three
tragedies and one satyr play, in the span of about
six hours. After a meal break, a comic playwright
would present one comedy. Starting around 487
B.C. there was an entire day dedicated to comedy,
in which five comedies, each by a different play-
wright, were presented. However, during the
Peloponnesian War (against Sparta) the day for
comedy was canceled. It must have been an exhil-
arating, if not exhausting, experience for the au-
dience to witness so many works of such great
quality and depth in such a short amount of time.

On the final day of the festival there was the
judging of best playwright and actor in both
tragedy and comedy. Prizes were awarded.

See also Dithyramb

References: Bieber, Margarete. The History of the Greek
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versity Press, 1961; Pickard-Cambridge, Arthur
Wallace. The Theatre of Dionysus in Athens. Oxford:
Clarendon, 1946; Simon, EFErika. Antike Theater
(The Ancient Theatre). Trans. C. E. Vafopoulou.
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and the Stage. Boston: George Allen & Unwin,
1978.

Cixi, née Yehonala, Empress Dowager
(1835-1908)

China

Last ruler of the Ching Dynasty (1644—1911) and
a supporter of the arts. She was the best-known
imperial enthusiast of the theater. Until she died in
1908, she regularly ordered Peking Opera troupes
to her palace for entertainment. Being invited to
perform for the palace was a great professional
honor as well as a frightening affair. Since actors
were of too low a social class to ride in a carriage,
they had to travel by foot to the palace even in the
winter. The performing conditions were equally



dismal, with only a cold cramped space in which
to perform. If they made a mistake while perform-
ing, the physical punishment was very harsh.

References: Scott, A. C. The Theatre in Asia. New York:
Macmillan, 1972.

Ckumkpa

Nigeria

A play in which masked boys and men of the vil-
lage’s secret society dramatize actual or purported
events in the village and neighboring settlements;
performed by the Afikpo, an Igbo group in south-
eastern Nigeria. A satirical style marks these per-
formances. Actual names of people being satirized
are used. Between skits younger boys of the society,
dressed as girls, dance about the performance space.
The primary appeal of this dance involving female
impersonation, however, is the ability of the male
performer to skillfully imitate female movements.

Among the variety of new skits enacted in a

performance, there is one skit performed near the
end of a program that remains constant. In it a
young man dressed in a raffia skirt with a young
woman’s hairdo moves out of the group of seated
masked performers. He wears a white mask that is
sculpted to represent a female face with a child
sitting on top of the mask’s face. Another masked
performer impersonates her mother. While the
“young girl” dances in a feminine style, the
mother brushes her clean with a handkerchief.
The seated performers begin to yell out the
names of girls of marriageable age. Different per-
formers approach the mother and daughter, rep-
resenting men who want to marry the girl. The
skit lasts until the young female accepts one of
the men for marriage.

References: Atigbi, I. A. Nigeria Traditional Festivals: A
Guide to Nigeria Cultural Safari. Lagos, Nigeria:
Nigerian Tourist Association, 1972; Nkwoh,
Marius. Igbo Cultural Heritage. Onitsha, Nigeria:
University Publishing, 1984; Ottenberg, Simon.
“Afikpo Masquerades: Audience and Perform-
ers.” African Arts 6, 4 (1973): 32-36.

Clown

Burma, Cambodia, China, England, Italy, Java, Malaysia,
Mexico, Thailand, United States

Comic type of character that appears in a variety
of theatrical performances. Using physical pranks,
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clumsiness that often turns into a visual surprise
(and actually requires great agility), and mimicry,
clown characters delight audiences around the
world. It is a common device to use clown skits
between the acts of serious theater to relieve the
dramatic tension. Comic characters seem
uniquely able to diffuse conflict by mocking the
seriousness of the situation and to relieve anxiety
by mocking whatever threatens. Clown characters
are so attractive because they seem to be free of
the social constraints and the common need for
dignity that bind everyone else.

There is evidence of clowns in the earliest
recorded forms of theater in many part of the
world. In Native American theater, clowns are
commonly featured, often masked and with heal-
ing powers. The characters in Old Comedy, the
earliest form of Greek Comedy, are essentially
clowns because of their use of physical humor.
The Vidushaka is a jester (in other words, a clown
character) in Indian Sanskrit drama. Throughout
Asia clowns feature prominently, often interpret-
ing the high language of the drama through their
dialogue with refined characters. In Burma the
theatrical form Zat Pwe features many clowns. The
clowns in the Malaysian MakYong dance drama are
the only male performers in an otherwise all-fe-
male cast. The Chinese Wen-Chou and Wu-Chou are
two types of clowns in the Peking Opera.

The primary clown character in the Southeast
Asian shadow puppet theater is uniquely signifi-
cant as a manifestation of the highest spiritual
power. In the Javanese Wayang Kulit this character
is called Semar. Disguising his splendor by
smearing mud all over his body, he poses as a ser-
vant to the other Hindu gods and intermingles in
their stories. In Malaysia this same character,
named Pak Dogol, has a sidekick named Wak
Long whom he created out of mud. In Thailand
this clown of supernatural origin is Nang Talung,
and in Cambodia, Ayang.

In Elizabethan England playwrights such as
Shakespeare wrote hilarious comic scenes for
clownlike characters and made striking use of
fools, as jesters were called. The wise fool can
often speak the truth to a ruler that no one else
would dare to utter. In Italy during the sixteenth
and seventeenth centuries the clown character
was developed into specific types, known by the
general name of Zanni. Cantinflas was a Mexican
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comedian in the twentieth century who rose to
great fame from improvised street theater. In the
United States the great Depression, from the late
1920s to the 1930s, inspired many versions of
the pathetically comic tramp character, such as
those done by Emmet Kelly (1898-1979) and
silent film star, Charlie Chaplin. In recent years
the circus clown has been resurrected as high art
by the Canadian group Cirque du Soleil (Circus
of the Sun), which performs all over the world.

References: Kelly, Emmet. Clown. New York: Pren-
tice-Hall, 1954; Videbaek, Bente. The Stage Clown in
Shakespeare’s Theatre. Westport, CT: Greenwood,
1996; Winkler, Elizabeth. The Clown in Modern
Anglo-Trish Drama. Frankfurt: P Lang, 1977.

Cocteau, Jean (1889-1963)

France

Playwright and film director, whose eclectic con-
tributions to the arts involved Greek tragedies,
ballet, and film. One of his first collaborations
was writing the script for the surrealist 1917
piece Parade for the Ballet Russe, a piece for which
Pablo Picasso (1881-1973) designed the sets and
costumes. In this highly experimental venture,
Cocteau combined circus acts with pantomimes
and sideshows that occurred simultaneously with
no seeming interrelation. In these productions,
actors, sometimes dressed in cubist costumes,
were rather moving elements of scenery than in-
dividuals acting out a story. Cocteau wrote other
dramas for ballets, such as Les Marié¢s de la Tour Eiffel
(The Wedding on the FEiffel Tower).

Cocteau turned next to staging the Greek
myths, such as Orpheus, 1926, in which he intro-
duced modern elements with a fantastical twist.
One of his goals in production was to make the
ancient stories seem familiar. In 1932 he pre-
sented La Machine Infernale (The Infernal Machine)
based on the Greek tragedy Oedipus Rex. After World
War II, Cocteau dedicated his writing to the cin-
ema, with such successes as Le Sang d’un Poéte (The
Blood of a Poet), 1932, and Beauty and the Beast,
1945. Each of his films had its own distinctive
style: Les Parents Terribles (The Terrible Parent), 1948,
was naturalistic in its acting style and production,
while Orphée, 1950, was poetic and symbolic.

Cocteau died of a heart attack upon hearing
that his friend Edith Piaf had died.

See also Surrealism
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ton, 1970; Brockett, Oscar. Century of Innovation: A
History of European and American Theatre and Drama since
1870. Englewood Cliffs, NJ: Prentice-Hall, 1973;
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Colombia
Prior to Spanish colonization in the 1530s, the
territory that is now Colombia was peopled by
the Chibcha and other cultures. Portions also fell
under the authority of the Inca empire. With the
Spanish also came their traditional sacred dramas
and some secular elitist dramas. Some of the edu-
cated colonial elite were self-critical, such as
Colombian playwrights Luis Vargas Tejada (1802—
1829) and José Fernandez Madrid (1788-1830),
author of the tragedy Guatimoc (c. 1824-1825),
which deals with the last days of the Aztec em-
peror and his revenge on the Spanish. In their
writing they idealized the American Indian, argu-
ing for an end to colonial rule. They utilized local
settings and characters in their dramas, even
thought they still wrote in the neo-classical style.
Latin American liberation theater, theater
created to give voice and dignity to the poor of
Latin America, was created in Colombia above all
by Enrique Buenaventura, with his company
Teatro Experimental de Cali (Experimental The-
ater of Cali) from the 1960s through the 1990s.
He developed models for creating theater that ex-
pressed the point of view of a Latin American
who was freed from colonial oppression. Follow-
ing Buenaventura’s example, Santiago Garcia
(born in 1929) and his company, La Candelaria
(The Candlemas), continued creating liberation
theater through the 1990s.
See also Inca Theater
References: Bibliowicz, Azriel. “Be Happy Because
Your Father Isn’t Your Father: An Analysis of
Colombian Telenovelas.” Journal of Popular Culture
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Colombina

Italy

Female maid and Zanni stock character in comme-
dia dell’arte, improvised Italian sixteenth- and sev-
enteenth-century comedy. As personal maid and
confidante to the Innamorata, the female lover,
Colombina was always meddling in the affairs of
the young lovers with the best intentions. Always
attractive, she was sharp and gossipy, flirtatious
and quick footed. Arlecchino, a comic male stock
character, was usually her sweetheart, and she
often wore a colorful patchwork dress to match
his attire. She was a likable character and often
took the audience into her confidence. She wore a
low-cut dress with a mop cap, an apron, and no
mask.

References: Craig, Edward Gordon. “The Characters
of the Commedia Dell’Arte.” The Mask (January
1912); Rudlin, John. Commedia Dell’Arte: An Actor’s
Handbook. London and New York: Routledge,
1994.

Comedia

Spain

A dramatic formula created by the playwright
Lope de Vega (1562—1635), a premier writer of
the Spanish Golden Age. Pedro Calderén de la
Barca (1600—-1681) refined Lope’s formula for
the comedia, and it remained popular throughout
the seventeenth and eighteenth centuries. Seem-
ingly infinite varieties of comedia were devel-
oped, beginning in the early sixteenth century
with comedia a fantasia, the comedy of invention,
and comedia a noticia, plays of observation. An-
other variety was the comedia en capa y espada, the
cloak and sword play, a kind of comedy in
which the main actor played an aristocratic
character who wore a cloak and carried a
sword. By the second half of the eighteenth
century, two more types of comedia were devel-
oped to cater to the audience’s love of spectacle,
comedia de magia, magic show, and comedia heroica,
heroic comedy, a fusion of marches, scene
changes, and complicated plots.

References: McKendrick, Melveena. Theatre in Spain:
1490-1700. New York: Cambridge University
Press, 1989; Polito, Antonio. Spanish Theatre: A Survey
from the Middle Ages to the Twentieth-Century. Salt Lake

City: Department of Languages, University of
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Elizabethans. Ann Arbor, MI: University Microfilms,
1977,29645107.

Comédie Francaise

France

French national theater, founded in 1680 by
Louis XIV when he ordered the union of the
troupe called the Hotel de Bourgogne with
Moliére’s troupe. A permanent company of actors
that exists to this day, the Comédie works as a co-
operative society of actors, in which each mem-
ber holds a share of the company. It is a theater
run by actors on a democratic basis. New mem-
bers, known as pensionnaires, are admitted on a pro-
bationary basis. After the dismissal, retirement, or
death of a member, a pensionnaire can become a
sociétaire, a full member of the company.

The Comédie Frangaise is the oldest national
theater of the Western world; almost every no-
table French actor has made his or her mark
there, and most notable contributions to the art of
French theater can be traced to its stage. Notwith-
standing the fact that many inauthentic and flam-
boyant styles of acting were perpetuated at the
Comédie, it set such a standard for excellence that
it is perhaps the most important national theater
of all time. As a somewhat conservative establish-
ment throughout the centuries, it has served as a
source of opposition to theatrical reformers such
as Jacques Copeau and André Antoine.

See also Lecouvreur, Adrienne

References: Gautier, Jean Jacques. Le Comedie Francaise.
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Comic Acting in Ancient Greece
See Greek Comedy

Commedia dell’Arte

Italy

Improvised Italian comedy performed by groups
of trained and highly skilled actors, who each
portrayed a stock character; they traveled
together, performing a repertory of plays, each

play consisting of only a skeletal script, which
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Commedia dell’arte performance at the Chinese Theater in Tivoli Gardens, Copenhagen, Denmark. (Bob Krist/ Corbis)

performers fleshed out through their witty and
ingenious improvised creations. This brashly spir-
ited performance style originated in the sixteenth
century, in Venice and Lombardy, from popular
street theater, where professional jugglers, acro-
bats, and actors entertained without scenery or
stage machinery, relying solely upon their skill
and sharp wits to hold an audience. Deeper roots
of commedia dell’arte seem to be in the mime
and the Atellana, both of ancient Rome, and in
medieval dramas. In the middle of the seven-
teenth century Italian improvised comedy
reached the summit of its popularity. The inspira-
tion declined for the next hundred years, at the
end of which, commedia dell’arte disappeared.

Actors of commedia dell’arte are exceptional in the
history of Western theater because they trusted so
radically in spontaneity. Since performances were
mostly improvised, they were attuned to the spirit
of those witnessing the show. An actor would
dedicate his or her entire life to perfecting one
role. Such endurance in applying oneself to the
creation of a single persona was unprecedented
and has not since been surpassed in Western the-

ater. Commedia actors were ultimately dependent
upon each other. The very best improvising actor
can only play as well as his or her partner can re-
spond. A company of actors is only as good as its
weakest actor. Although commedia troupes were
famous for their comedies, they did at times pres-
ent serious dramas and tragedies, which attests to
their mastery of the art of acting, as even comic
character actors could declaim in verse with elo-
quence.

Stock characters of commedia dell’arte fall into a
variety of different categories. The most famous
type is the masked comic servant character known
as the Zanni, which includes Arlecchino and
Brighella. The female comic servant stock charac-
ter, and only female Zanni, is Colombina. The old
man characters include the duped father and hus-
band, Pantalone, the parasitic and bombastic doc-
tor, Dottore, and the Spanish braggart, Capitano.
The young and attractive lovers were the In-
namorati, whose exploits in coming together were
often the focus of a production. The male lover,
the Innamorato, has had many proper names made
famous by various actors, such as Silvio, Fabrizio,



and Aurelio. The female lover, the Innamorata, has
had names such as Isabella, Angelica, and Silvia.

Commedia troupes were made up of profes-
sional actors who banded together under contract
to tour amicably together sharing profits, ex-
penses, and even ownership of the horse that
pulled their wagon. The entire theatrical endeavor
of production was in the hands of the actors
themselves. Actors were historians, theorists, stage
managers, storytellers, directors, and playwrights.
Famous companies such as Gelosi, of which the
famous actress Isabella Andreini was a member,
were sought after and adored in Italy and France.
Some troupes even performed in England and
Spain. The number of actors in a touring company
was small, usually just ten to twelve, with twice as
many men as women.

Troupes not only performed in the streets,
where they probably originated, but also were
invited into the great courts. Their lively enter-
tainment was most likely a welcome relief com-
pared to the neoclassic plays performed by acad-
emicians popular in the sixteenth century.
Costumes for the stock characters became some-
what set and identified characters for the audi-
ence, such as the colorful diamond-shaped
patchwork costume for Arlecchino, or the red
pants and dark cloak for Pantalone. Most charac-
ters wore masks that eventually evolved to being
just half masks, covering only the forehead,
cheeks, and nose. Most masks were shaped out of
black leather, with many of the old men charac-
ters sporting long hooked noses. Characters such
as the Innamorati, the young lovers, did not wear
masks, but the combination of their heavy
makeup and their exaggerated expressions re-
sulted in a masklike effect.

A short outline of a plot that could be used for
a performance was called Canevas. The subject of
these usually centered around two young lovers
whose coming together is initially opposed, but
is made possible through some plotting by the
servant characters attached to the young man on
their master’s behalf. Interspersed throughout a
commedia performance were many lazzi, inter-
ludes of short comic business, of which there was
a standard repertory consisting of physical
pranks, jokes, surprise actions, and tricks. The
performers themselves often provided the music.
The comic character Brighella carried with him a
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mandolin, which he would play while he danced
and sang.

Actors of commedia dell’arte did not rely entirely
upon improvisation. Training included learning
fixed rhetorical phrases, jokes, and even entire
monologues or dialogues that could be used
when appropriate. Stock situations arose again
and again, such as praising the beauty of a lover
or berating a disobedient servant. The same poetic
praises and clever insults were recycled and con-
tinually improved upon.
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Commedia Erudita
Italy
Italian learned comedy, believed to have begun at
the end of the fourteenth century, well estab-
lished by the middle of the sixteenth century.
These scripted comedies written in both prose
and verse were usually modeled on the work of
the two ancient Roman comic playwrights, Plau-
tus and Terence, whose work had been rediscov-
ered during the Renaissance. Performers were
most often amateur intellectuals and dignitaries,
but sometimes students and young men studying
for the priesthood. This form was contemporary
with commedia dell’arte, the popular improvised
masked comedy, but actors of commedia erudita
wore elaborate costumes rather than masks. Per-
formances took place on the private indoor
stages of the courts and were exclusively for an
upper-class audience.

Commedia erudita had its roots in Latin human-
istic comedy, Italian comedies and Rappresentazioni
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Sacre, sacred representations dramatizing Christian
mysteries and miracles, as well as in the work of
the ancient Roman playwrights.
References: Duchartre, Pierre-Louis. The Italian Com-
edy (Comedie Italienne). Trans. Randolph Weaver.
New York: Dover, 1966; Herrick, Marvin T. Italian
Comedy in the Renaissance. Urbana: University of Illi-
nois Press, 1960; Rudlin, John. Commedia DellArte:
An Actor’s Handbook. London and New York: Rout-
ledge, 1994.

Confrerie de la Passion (Brotherhood of

the Passion)

France

Amateur troupe, formed in Paris in 1402, that
performed religious dramas. In 1518 the Confrérie
was given exclusive rights to perform in Paris, but
by 1570, rather than performing plays, it had be-
come an umbrella organization charging all other
troupes a tax for rights to perform in Paris. The
troupe also had control of the only theater of
Paris at the time, the famous Théatre de 'Hétel de
Bourgogne. The Confrérie controlled theater in Paris
until 1675, when it lost its monopoly, disbanding
soon thereafter.
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Copeau, Jacques (1879-1949)

France

French actor and director. Copeau founded the
Théitre du Vieux-Colombier in 1913, which
began a new epoch in French theater. Here he re-
duced theater to its most essential ingredients,
utilizing a simplicity that is quite striking, given
the context of his time. He relied primarily on
language and on actors, whom he regarded as
servants to the written text. His life was one of
searching for his own idea of “pure” theater. In
his holistic search for a pure performance by an
actor, he and his company rigorously exercised
their minds, bodies, and voices, always in an ef-
fort to serve the text of the play.

After producing French plays in New York
from 1917 to 1919, he returned to Paris and
started an acting school connected to the Vieux-
Colombier. After his retirement in 1924 he was
followed by some of his actors and performed
with them at fairgrounds farces similar to those
done by the commedia dell’arte, attempting to es-
cape from all that was superficial and insincere in
theater at the time.

References: Borgal, Clement. Jacques Copeau. Paris:
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H. Paul. New York: Routledge, 1990.

Corpus Christi

A Christian festival celebrated on the Thursday
after Trinity Sunday, about two months after
Easter. The feast was celebrated for the first time in
1247.1In 1264 it was added to the religious calen-
dar by order of Pope Urban IV, and by 1317 its
celebration had spread throughout the world,
wherever Christians practiced their faith. The pur-
pose of the feast was to celebrate the new teach-
ing that the body of Christ was actually present in
the Host, the consecrated bread taken by believers
in the sacrament of Communion. By the end of
the fourteenth century the feast of Corpus Christi
featured processions and pageants in which the
Host was publicly displayed through the streets of
the town.

Professional guilds of merchants and crafts-
men such as carpenters and butchers soon began
competing with each other in creating plays that
would be performed on the feast of Corpus
Christi. Many religious leaders encouraged per-
formances of pageant drama in the streets and
marketplaces during the festival to keep drama
from being performed in the churches, a practice
many deemed vulgar. Corpus Christi plays, which
were cycles of mystery plays covering the Old and
New Testaments, were performed at the feast of
the Corpus Christi in the early summer, mainly in
France, Germany, England, and Spain. Throughout
the world, Corpus Christi processions still occur,
many of which include the performance of reli-
gious plays.

References: McKendrick, Melveena. Theatre in Spain:
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Coryphaeus

Greece

Leader of the Greek Chorus in ancient Greek
theater.

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Uni-
versity Press, 1961; Rehm, Rush. Greek Tragic The-
atre. New York: Routledge, 1992; Webster,
Thomas Bertram Lonsdale. Greek Theatre Production.
London: Methuen, 1970.

Cothurnus

Greece, Italy

Flat calf-length boots worn by actors in ancient
Greece drama; originated from the tall buskin, a
laced boot worn by participants in rituals honor-
ing the Greek god Dionysus. Only later, in
Roman theater, or perhaps as early as the Hel-
lenistic age, did these boots evolve into platform
shoes to make the actor appear larger.

References: Bieber, Margarete. The History of the Greck
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Craig, Edward Gordon (1872-1966)

England

Innovative scenic designer, director, actor, and son
of actress Ellen Terry. Craig developed the con-
cept of reduced settings, using columns, screens
of various sizes, arches, and simple architectural
elements, often in gigantic scale. He wanted the
theater to be suggestive of life rather than a con-
crete representation of life.

As a youth Craig was an actor for more than
ten years under the direction of Henry Irving. He
was reputed to be a talented actor, but his passion
was for creating new theater. He became a stage
designer and stopped acting in 1897. Design op-
portunities carried him all over Europe and Rus-
sia, to Italy, the Moscow Art Theater, the Royal
Theater in Copenhagen, and, in 1903, to the Im-
perial Theatre in London. In 1906 he moved to
Florence and there founded a theater journal
called The Mask and created an acting school.

Craig advocated a “total theater,” which
melded together the roles of designer and direc-
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tor. He was against star actors, instead believing
that actors should be subordinate to the director,
almost as a puppet is to a puppeteer. Craig collab-
orated with Stanislavsky on a production of Ham-
let (1912), but Craig left before this starkly styl-
ized production was completed because he and
Stanislavsky had such different attitudes toward
actors and acting. Craig sought an objective por-
trayal of humanity with masked actors, a portrayal
that would wipe out the emotionality of a per-
formance, whereas Stanislavsky was intensely in-
terested in the actor’s human process of portray-
ing emotional truth.
References: Bablet, Denis. Edward Gordon Craig. Paris:
L'Arche, 1962; Chinoy, Helen Krich, and Toby
Cole. Actors on Acting. New York: Crown, 1970;
Eynat-Confino, Irene. Beyond the Mask: Gordon Craig,
Movement, and the Actor. Carbondale: Southern Illi-
nois University Press, 1987; Slonim, Marc. Rus-

sian Theater, From the Empire to the Soviets. Cleveland:
World, 1961.

Croatia

The area that is now Croatia has been inhabited
by the Croats, a south Slavic people, since the sev-
enth century. It joined with Hungary in 1102,
was taken by the Turks in the sixteenth century,
joined with Austria in the nineteenth century,
and became part of Yugoslavia in 1918. It claimed
independence in 1991, since which time there
has been extreme tension between Serbs and
Croats. See Yugoslavia for history of theater in
this area.

References: Batusic, Nikola. “Croatia.” In TheWorld En-
cyclopedia of Contemporary Theatre, ed. Don Rubin,
170-184. New York: Routledge, 1994; Davis,
Merry Anne. “News: International: Vassili Sulich
Stages ‘Oedipus’ in Dubrovnik Festival.” Dance Mag-
azine 72, 8 (August 1998): 32; Gasparovic, Darko.
“Contemporary Croatian Drama.” Bridge 55
(1978): 120; Panovski, Naum. “Art and Perfor-
mance Notes: Landscape For New Millenium: Slo-
bodan Snajder, Croatian Playwright.” PAJ—A Jour-
ndl of Performance and Art 20, 3 (September 1998):
76—78; Schopf, Davor. “Opera around the World:
Croatia—Split.” Opera 49, 4 (April 1998): 418.

Cuba
Successive radical changes in Cuban politics have
had a dramatic influence on the theater of Cuba.
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When Christopher Columbus arrived in the
“New World” in 1492, Cuba, then populated by
the indigenous Arawak, Cibonely, and Guana-
hataabey people, was used as a launching point
for the Spanish imperialists. During that time the
native population performed fully costumed
dance-dramas, which were called Areytos by the
Spanish colonists. Reportedly, these performances
originally recounted the history, religion, and cul-
ture of the society. Later Spanish soldiers taught
the indigenous people to worship the Virgin Mary
through these Areytos in an effort to convert them
to Catholicism. These people were exterminated
by disease and by being forced into hard labor by
their colonizers, leaving these forms extinct.

Other than the African slaves used to work the
sugar plantations, the population in Cuba com-
prised Spanish nobles, clergy, businessmen, sol-
diers, sailors, travelers, and their respective fami-
lies. Beginning in the seventeenth century, theater
in Cuba was a transplant of Spanish theater,
which at the time included the elevated plays of
Lope de Vega and popular comic farces. No local
playwrights could compete with the quality of
theater being imported from Spain.

The man generally hailed as the father of
Cuban theater is Francisco Covarrubias (1775—
1850), an actor, playwright and innovator. He
was famous for his portrayal of a negrito, the term
used for a white actor in blackface, probably be-
fore the famous roles created by Thomas Rice and
Daniel Decatur Emmett in the United States. As a
creator of highly original plays about humorous
Cuban stereotypes of his period, he initiated the
Cuban Género Chico, a form of popular operetta.
This form became part of the basis for Bufo the-
ater, a form of popular musical theater satire that
emerged later in the century.

The U.S. minstrel shows that visited Havana in
the late nineteenth century left a strong influence
on the Cuban theater. Lavish music and dance re-
vues that incorporated humorous character skits
were popular during the first half of the twentieth
century. Shows that featured Regino Lopez as
principal actor and Federico Villoch as impresario
were especially popular. With the advent of the re-
public in 1902, the vernacular theater both
peaked and began to degenerate into a porno-
graphic “for-men-only” style of spectacular per-
formance, which had a high appeal for the rising

influx of tourists. There were also a few elite liter-
ary theater groups at this same time that per-
formed some of the best European plays in trans-
lation, but only to a limited audience.

In the twentieth century it was not until the
advent of Fidel Castro (born 1926) and the
Cuban Communist Revolution in 1959 that a na-
tional theater was given attention, which marked
a resurgence of theatrical activity in Cuba. Those
theater artists who feared they would have to con-
form their artistic expression to fit the new social-
ist Marxist state emigrated. Those who accepted
this new direction remained and became active
participants in the new cultural phase of the Rev-
olution. Not only was ample government support
available for theater, but it was considered an arm
of the revolutionary process. Efforts toward a
“new theater,” an antibourgeois theater, were un-
dertaken by groups such as the Grupo Teatro Es-
cambray (Theater Group Escambray) in 1968.
This group searched for a new style of perform-
ing that would speak to the common people in
their own language. The collapse of the Soviet sys-
tem in the 1990s has left the Cuban government
limping, and thus state support of theater has
proportionately declined.

For the most part, Cuban films produced in
the 1930s, 1940s and 1950s were light musicals
and comedies. Once Castro took control in 1958,
a central governmental branch was established to
oversee all film production. Filmmakers were en-
couraged to make films relevant to the social and
political goals of the revolution. The film Soy Cuba
(I am Cuba) (1964) is a representative example
of a film of this era, showing the beauty and in-
nocence of Cuba blended with leftist propaganda.
Many revolutionary films depict the United States
as the enemy to the revolution. Independent film-
makers struggle with freedom of expression, dis-
tribution and funding. As recent as 1999, some
independent Cuban filmmakers have entered into
coproduction with the United States and Europe
which increased distribution and funding but di-
lutes the strength of the message.

References: Banham, Martin. African Theatre Today.
London: Pitman, 197 6; Edwards, Flora Mancuso.
“The Theater of the Black Diaspora: A Compara-
tive Study of Black Drama in Brazil, Cuba and
the United States.” Ph.D. diss., New York Univer-
sity, 1975; Franklin, Lillian Cleamons. “The
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1913-1965.” Ph.D. diss., Ohio State University,
1982; Palls, Terry Lee. “The Theatre in Revolu-
tionary Cuba: 1959-1969.” Ph.D. diss., Univer-
sity of Kansas, 1974; Pereira, Joseph R. “The
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Review 2, 1 (January 1983): 13—18.

Cultural Revolution
See Chinese Cultural Revolution

Cushman, Charlotte (1816—1876)

United States

Considered first great actress of the American stage
to be born in the United States. Cushman was full
of power and passion; her masculine features and
voice often resulted in her playing male parts,
though she also excelled in villainous or strong fe-
male roles. She had originally intended to be an
opera singer in breeches parts, as young male
roles played by women are called. She began act-
ing in 1836 as Lady Macbeth; her performance
was described as “horribly fascinating and incred-
ible.” Other famous roles included Nancy Sykes in
Oliver Twist, Mrs. Haller in The Stranger, and Queen
Katherine in Henry VIII. Opposite her beautiful
younger sister, Susan Cushman (1822-1859),
Charlotte even performed Hamlet and Romeo.

References: Merrill, Lisa. When Romeo Was a Woman:
Charlotte Cushman and Her Circle of Female Spectators.
Ann Arbor: University of Michigan Press, 1999.

Czech Republic

The area of the present-day Czech Republic has a
long history of cultural richness. Bohemia was
the name of the western part of the area, and at
the time of Bohemia’s greatest power, in the four-
teenth century, its capital, Prague, was the cultural
center of Central Europe. In 1918 the Czechs
joined Slovakia to become Czechoslovakia. In
1948, the Communists took power and the coun-
try became part of the Soviet bloc. In 1993 the
two became two separate states once again.

Early Czech theater consisted of liturgical
plays, first performed in the thirteenth century,
which sometimes had within them elements of
secular farces. By the sixteenth century there were
plays in the vernacular focusing on contemporary
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life and history. In 1620 intellectual dramas and
court performances were brought to an abrupt
halt following the coming to power of the Habs-
burgs at the battle of Bia Hora. For over 150 years
the only theater in the area consisted of foreign
troupes from Italy or German-speaking territories
and comedic Christmas plays performed in the
villages.

Theatrical activity resumed in the late eigh-
teenth century, as theaters were built and the
managers of these theaters encouraged more
Czech productions among the still plentiful for-
eign touring productions. By the mid-nineteenth
century there were several semiprofessional com-
panies of Czech actors in Prague. In 1859 Pro-
kops, the first Czech touring company, formed.
There were also puppet groups producing plays
and many newly formed amateur acting groups.
In 1862 a private theater for Czech drama, the
Provisional Theater, was erected. In 1883 the Na-
tional Theater arose on the same site. Acting styles
were shifting during this time from a heavy and
powerful delivery toward more dramatic realism.
Also during the late nineteenth and early twenti-
eth centuries, J. J. Kolar, actor and producer,
brought Shakespeare to the Czech stage and
found the actor Jaroslav Kvapil (1868-1950),
who masterfully interpreted the many great
Shakespearean roles. Kvapil helped form a new
generation of actors, including the elegant lead-
ing lady Anna Sedlackova and his wife, Hana Kva-
pilova, whose delicate and subtle approach to act-
ing was highly effective.

Socialist theater got its start in Prague in 1921,
influenced by the USSR. World War II (1939—
1945) crushed Czech theater. When theatrical ac-
tivity resumed in 1945, it was overseen by national
interests, which were in turn overseen by the
USSR, and many new theaters were built in the
cities and villages. However, strict censorship was
enforced. In the decades following World War II, J.
Svoboda made great advancements in scene design.
Many small experimental theater groups emerged
and were kept afloat by the actors themselves. The
theater was generously subsidized but also strictly
censored to insure adherence to Communist ideals.
Prior to 1968 some artistic freedom was tolerated,
and groups were started such as Theater Behind
Gates in 1965. However, once the Warsaw Pact
troops invaded the country in 1968, artistic free-
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dom was over, and artists were silenced by force or
fled the country. Throughout the 1970s opposi-
tional theater existed in the provinces through the
work of amateur groups. Also “cellar” or “apart-
ment” theater became popular. These were hidden
performances in private residences, sometimes fea-
turing famous actors or actresses such as Vlasta
Chramostova. Once the Soviet Union began weak-
ening, the government began to loosen its control
on cultural activities. In 1989 the Communist gov-
ernment was gone, and playwright Vaclav Havel be-
came president of Czechoslovakia. In 1993 Havel
was elected president of the Czech Republic.

Many kinds of theater now thrive in the Czech
Republic. In 1999 the traditional rod puppets of
the Czech Republic were used by The Czechoslo-
vak-American Marionette Theatre to enact a per-
formance called Golem about Jews in the Prague
Ghetto in the sixteenth century.

References: Cerny, Jindrich. “Czech Republic.” In
The World Encyclopedia of Contemporary Theatre, ed. Don
Rubin, 196-200. New York: Routledge, 1994;
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tisek Vlacil.” Variety 373, 13 (15 February
1999-21  February 1999): 74; Goetz-
Stankiewicz, Marketa. The Silenced Theatre: Czech Play-
wrights without a Stage. Toronto: University of
Toronto Press, 1979; Hartnoll, Phyllis. The Oxford
Companion to the Theatre. New York: Oxford Univer-
sity Press, 1967; “Backstage: Vaclav Havel on the
Town: Dinner and a Play.” Washington Post, 15 Sep-
tember 1998, E; Major, Wade. “AFM Reviews:
‘Prague Duet.” Box Office 135, 1 (January 1999):
51; Staub, Nancy. “Reviews: ‘Golem.” Puppetry
Journal 50, 3 (Spring 1999): 20-21; Trensky,
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Czechoslovak Cinema

Czech Republic, Slovakia

The first Czech film production studio, Kinofa,
was started by a stage director, Antonin Pech
(1874—1928). He produced several theatrical
shorts and a Faust in 1912. The Bartered Bride was
produced by Max Urban in 1913 and starred his
wife, the actress Andula Sedlackova. The creation
of Czechoslovakia in 1918 inspired much artistic
flowering. However, it took until nearly the end of
the silent film era for Czechoslovakian films to
reach the quality of imported films.

One of the most popular films to emerge from
the 1930s was Extase/Ecstasy, 1933, starring the
beautiful and sensual Hedy Kiesler (later known
as Hedy Lamarr). The early 1940s were difficult
for the film industry due to World War II
(1939-1945). Invading Germans used the stu-
dios for the Nazi cause during wartime. In 1945
the film industry was nationalized, and the rest of
the 1940s were fruitful. Czechoslovakian film
won international acclaim when The Strike (1947)
won the Grand Prize at the Venice Film Festival. In
the 1950s the Communist government imposed
strict censorship, dictating that all films adhere to
the style of socialist realism. By the end of the
1950s conditions eased and September Nights, 1957,
a film critical of Stalin, was produced. In the
1960s a group of talented and enthusiastic young
film directors created many experimental films,
and so film played its part in the era of liberaliza-
tion known as the Prague Spring. Some films to
emerge during this period include Diamonds of the
Night (1964) directed by Jan Nemec, Daisies,
(1966), and Closely Watched Trains, (1966) directed
by Jiri Menzel.

The invasion of Czechoslovakia by Soviet
forces and troops from the other Warsaw Pact
nations in 1968 brought an abrupt ending to
this artistic expression and exuberance. Great
filmmakers such as Frantisek Vlacil were banned
from making feature films. Extreme and harsh
censorship ensued until the breakdown of the
Soviet Union. Film in the 1990s has enjoyed
artistic freedom. In 1999 writer-director, Petr
Zelenka created an absurdist black comedy
called Buttoners. Roger Simon directed Prague Duet,
1999, superbly acted by Gina Gershon and Rade
Serbedzija.

References: Holloway, Ron. “Communiques: The
Karlovyvary Film Festival.” Cineaste 24, 1 (De-
cember 1998): 86—87; Katz, Ephraim. The Film
Encyclopedia. New York: Harper Perennial, 1994;
Lentz, Harris. “Obituaries: Frantisek Vlacil, 74—
January 28, 1999.” Classic Images 286 (April
1999): 57; Major, Wade. “AFM Reviews: ‘Prague
Duet.’”” Box Office 135, 1 (January 1999): 51;
Richards, Terry. “Film Reviews: ‘Buttoners.”” Film
Reviews 563 (February 1999): 37.

Czechoslovakia
See Czech Republic; Slovakia



Da Mu Nao

China

Largest type of puppet used in Zhang Mu, Chinese
rod puppet theater, literally means “large wooden
skull.”

References: Stalberg, Roberta Helmer. China’s Puppets.
San Francisco: China Books, 1984.

Dagelan

Java

Rural improvised comedy. This form is popular in
the countryside of central Java. It usually centers
around dramatizing some humorous domestic
situation. The acting style is broad, with plenty of
physical humor.

References: Brandon, James R. Brandon’s Guide to Theatre
in Asiae. Honolulu: University Press of Hawaii,
1976.

Dalang

Indonesia, Malaysia

Puppet master of the Wayang Kulit, traditional
shadow puppet theater. A dalang is a one-man
show extraordinaire. He manipulates all the pup-
pets single-handed, performs all songs, dialogue,
and narration, and leads the orchestra. The dalang
sits behind the screen with a light hanging in
front of his face. When he passes flat rawhide
puppets in front of the light, shadows appear on
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the screen. The puppet master has ultimate con-
trol over a performance. He decides which parts
of an episode should be given emphasis or
skipped and when songs or pure orchestral music
are to be performed. The performance is not real-
istic, since generally only one or two puppets can
be moved at one time. Puppets are held from the
bottom by a rod, and the articulated limbs are
manipulated by separate rods. The puppet master
manipulates the puppets stylistically before the
light to create expressionistic shadow effects and
also to give an indication of a character’s status
and disposition.

Since the Hindu gods portrayed in these dra-
mas are believed to manifest themselves in the
shadows, a dalang must have mastery over these
spirits that come to earth. He must be able to
show proper homage and to control the evil gods,
to ensure that they do not get loose into the vil-
lage. These spiritual forces are called upon in the
many healing rituals associated with Wayang
Kulit, over which the dalang presides.

In Malaysia performances generally occur in a
raised hut, with a screen as the front wall and a
room for the puppet master and his orchestra in-
side. In Java and Bali, perforrnances generally
occur in temples, and a screen is erected, behind
which the performers situate themselves. A pup-
pet master sits cross-legged about an arm’s length
away from the screen. He either has the puppets
arranged around him on the floor or has an assis-
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A dalang (shadow puppet master) manipulates puppets in « Wayang Kulit (shadow puppet theater) performance in Java, Indonesia. (Charles
& Josette Lenars/ Corbis)

tant or two handing him the puppets. The dalang
will describe in his narration the location for the
action in the drama. Sometimes a rawhide cutout
building or tree will be used to set the scene. A
few properties, such as small letters or knives that
fit into the hand of a puppet, are attached to rods
held by puppets when needed.

Puppet masters tend to specialize in certain
episodes from the great Hindu epic tales, the Ra-
mayana and the Mahabharata. Theoretically speak-
ing, if requested, they could perform any portion
from these vast stories. Since there are no scripts,
a dalang improvises the song, dialogue, and narra-
tion during the performance, often making clever
references to local current events that correspond
with the action of the story. Long comic inter-
ludes that sometimes take hours are now quite
customary. These are invariably led by the clown
characters, Semar in Indonesia, or Pak Dogol in
Malaysia. To be a real crowd-pleaser a puppet
master must have a quick wit and a dexterous
hand to manipulate visual pranks. The dalang uses a
wooden clapper placed either beneath his knee or
on the side of his puppet case to cue the game-

lan, a traditional orchestra. The connection be-
tween a dalang and his orchestra is very close. The
musicians seem to be able to read the puppet
master’s mind, as they all spring to action just as
he claps out the starting rhythm.

Training to be a dalang takes many years of ded-
ication and a natural inclination toward the form
itself. There are schools in Java where an aspiring
puppeteer can study, but these have developed
quite recently. The traditional training method is
to apprentice with an established dalang. In
Malaysia a student usually becomes a musician for
the puppet master’s orchestra and is gradually
taught the Dalang Muda, opening ceremony, which
he performs at the beginning of a performance.
There is a secret knowledge that a teacher imparts
to only a trusted student of many years. This
knowledge concerns the spiritual aspects of per-
formance and ritual incantations needed to en-
sure a successful performance.

A true dalang is said to have the Agin, which lit-
erally means “the wind,” but translates as “to be
deeply moved by a performance.” Once a per-
former has the Agin, he must perform regularly to



exercise it lest he become ill. A few women have
trained to become puppet masters, but there are
no cases of women becoming prominent per-
formers. In Malaysia there are very few young
people training to become puppet masters. Islamic
conservatism discourages practicing a Hindu-
based art form. In Java, where Islam is practiced in
a more relaxed fashion, dalang are numerous and
some even enjoy star status. In Bali, where Balinese
Hinduism is still practiced, there are many dalang
who are an integral part of society.
References: Brandon, James. Theatre in Southeast Asia.
Cambridge, MA: Harvard University Press,
1974. Osnes, Mary Beth, “Malaysia’s Evolving
Shadow Puppet Theatre.” Asian Theatre Journal 9
(Spring 1992): 112—116; Sweeney, P. L. The Ra-
mayana and the Malay Shadow-Play. Kuala Lumpur,
Malaysia: National University of Malaysia Press,
1972; Wright, Barbara Ann Stein. “Wayang Siam:
An Ethnographic Study of the Malay Shadow
Play of Kelantan.” Ph.D. diss., Ann Arbor, MI:
Proquest, 1980.

Dama

Mali

Death anniversary ceremonies held every two to
three years in a Dogon village to honor important
people who have died. Masked dances are a
prominent feature of these ceremonies. The
Dogon live in the north central part of Mali, phys-
ically isolated by mountains and cliffs. Outside
forces have been slow coming, but Islam, Chris-
tianity, and modernization are exerting an influ-
ence. The masked dances are performed by mem-
bers of Awa, a secret association made up of
circumcised males in a village. Performers go on a
retreat about three months before a ceremony to
prepare. Middle-aged men serve as the masters of
ceremonies and the dance masters. The are ap-
proximately seventy-eight different masks used in
a variety of dances. The wooden masks are carved
to represent birds, mammals, people, and reptiles,
among other things. The purpose of these pro-
ductions is to lead the souls of the recently de-
ceased to their final resting place and to bless
their passage to the rank of the ancestors. These
performances rarely occur today.

See also Baga Bundo
References: Griaule, M. Masques Dogons. Paris: Institut
d'Ethnologie, 1938; Imperato, Pascal James.
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“Contemporary Adapted Dances of the Dogon.”
African Arts 5, 1 (1971): 28-33, 68—71.

Dan
See Tan

‘dan Kama

Niger, Nigeria

Term for an itinerant comic performer who is a sort
of poet, solely dedicated to praising food. He is a
juggler, a dancer, a player with words; all his actions
are motivated by his obsession with food. With a
chorus providing music, he performs a series of
songs in succession, all thematically based on food.
He is an exuberant uninhibited performer and even
snatches food from nearby vendors with his
wooden sword while performing. 'Dan Kama per-
formers must be spontaneous and quick-witted,
since most of what they perform is improvised.
Each performer has a stock of physical gags and
jokes that he uses again and again, slightly modified
to fit each occasion. He must have a receptive sense
of the audience’s attention and an ability to manip-
ulate it skillfully if he is to hold an audience. A
hitched-up pair of trousers with no shirt constitutes
his costume, and he always carries with him a
wooden sword, as well as a tambourine, which he
uses to catch money and cola nuts.

In recent years the main feature of a dan Kama
performance has been parodies of popular songs
heard on the radio. This art has declined since
World War II with the advent of television and
motion pictures, but it has not died out. These
comic poets are sometimes featured on radio and
television in Nigeria.

References: Beik, Janet. Hausa Theatre in Niger: A Contem-
porary Oral Art. New York: Garland, 1987; Chai-
bou, Dan-Inna. “La Theatralite en Pays Hawsa.”
Université Nationale de Cote d’Ivoire, 1978—
1979.

Dashavatar Kala

India

Dance-drama enacting all ten incarnations of
Vishnu-Krishna in a single performance. Dasha-
vatar literally means ten incarnations. The tradition
of staging the Dashavatar dates from the tenth cen-
tury, but in the beginning of this tradition dance
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was the only medium used. When dramatic ele-
ments were later added, it became known as
Dashavatar Kala (see Kala).

Each performance has a ritual opening, in
which a statue of the temple deity is taken on
procession amidst dancing and singing. The image
of the deity is worshipped and given offerings
before the performing begins.

The Sutradhara, the narrator, is present through-
out the play, providing unity of action by explain-
ing what is occurring between scenes. The story
of Vishnu’s eighth and most important incarna-
tion as Krishna is acted out elaborately because it
has the greatest mass appeal. Some of the other
incarnations are just mentioned in the songs of
the Sutradhara.

The setting for performances is the assembly
hall of a temple on festival occasions. Actors wear
masks made out of either papier-maché or wood.
The masks themselves are worshipped. Krishna
wears a gold-embroidered jacket, and if he is
being portrayed as a young man, he carries a
flute. Each troupe arranges its own script by se-
lecting songs written by various poets and string-
ing them together in a logical order. Actors im-
provise dialogue between songs, sometimes
receiving cues from the Sutradhara.

References: Varadpande, Manohar Laxman. Krishna
Theatre in India. New Delhi: Abhinav, 1982.

Dasi Attam

India

Bharata Natyam, classical female temple dance, was
formerly known by the term Dasi Attam, the dance
of the Devadasis. The term Bharate Natyam came into
general use, perhaps, to disassociate dance from
disreputable practices. British colonists in India did
not approve of the practice of the Devadasis having
sexual relations with the holy men of the temples.
The British were also disturbed by the highly
charged sensualism in the Indian dance forms.

References: Massey, Reginald, and Jamie Massey.
Dances of India. London: Tricolour, 1989.

Davis, Bette (1908—-1989)

United States

American film actress. Born Ruth Elizabeth Davis,
she rose to the top of the film industry by sheer

determination. Davis began by performing in
school productions and amateur stock theater.
During her first professional acting job in New
York, the director fired her after the first night.
During the late 1920s she performed off-Broad-
way with the Provincetown Players as well as on
Broadway. Once in Hollywood, she gained posi-
tive attention with early films such as The Man Who
Played God, 1932, and Of Human Bondage, 1934. Her
acting ability continued to improve, even though
the quality of films she acted in remained incon-
sequential and banal. Still her dynamic presence
brought her an Oscar for Dangerous, 1935. Women
in America were especially drawn to her on the
screen for the fiery self-assurance she projected
and her confident ambition. Davis won another
Oscar for Jezebel (1938). She remained strong on
the artistic front, ever growing in her craft, as was
obvious in All About Eve, 1950. She remained active
until the end of her life, even performing in
Wicked Stepmother in 1989, the year of her death.

References: Higham, Charles. Bette: The Life of Bette
Davis. New York: Macmillan, 1981; Robinson,
Jeffery. Bette Davis, Her Film and Stage Career. New
York: Scribner, 1982.

Dean, James (1931-1955)

United States

Short-lived film actor, who was the hero of the
countercultural rebel movement among young
Americans in the 1950s. He started by perform-
ing on the stage in New York, even sitting in on
classes at the Actors Studio, and ended his stint
in New York by performing in The Immordlist in
1954 on Broadway. After playing a few bit parts in
films in Hollywood, he burst onto the scene with
the emotionally charged film East of Eden in 1955,
in which he portrays one of two brothers who are
rivals for their father’s affection. Dean became and
remains the image of cool, with his turned-up
collar, his tilted head, and a cigarette in his mouth
with smoke going into his eyes. He had a shock-
ing emotional honesty and bareness in his per-
formances. Dean gave his seminal performance in
Rebel without a Cause in 1955, as an alienated youth
struggling for esteem and connection. He per-
formed with Elizabeth Taylor in his last film,
Giant, in 1956. Dean permanently cast himself as
the symbol for disenfranchised youth by dying in



a car crash at his peak; never plagued by old-age
or compromise, he remains a pure hero of youth-
ful independence from the status quo.

References: Hofstede, David. James Dean: A Bio-Bibliog-
raphy. Westport, CT: Greenwood, 1996; McCann,
Graham. Rebel Males: Clift, Brando and Dean. New
Brunswick, NJ: Rutgers University Press, 1993;
Roth, Beulah. James Dean. Corte Madera, CA:
Pomegranate Artbooks, 1983.

Decroux, Etienne (1898-1963)
France
Mime performer and actor who taught and per-
formed worldwide. He studied with the French
director Charles Dullin. Decroux developed a
systematic language of gesture and physical ex-
pression. His work revived interest in mime.
See also Mime; Ancient Mime; Ancient Pantomime
References: Felner, Mira. Apostles of Silence: The Modern
French Mimes. Rutherford, NJ: Fairleigh Dickinson
University Press, 1985; Montanaro, Tony. Mime
Spoken Here: The Performer’s Portable Workshop. Gardiner,
ME: Tilbury House, 1995; Niedzialkowski, Ste-
fan. Beyond theWord: The World of Mime. Troy, MI: Mo-
mentum, 1993.

Dench, Judi (1934-)
England
English actress of stage and screen. Dench'’s first
major theater role was as Ophelia in Hamlet in
1957, at the Old Vic, a famous theater in London.
In 1961 she joined the Royal Shakespeare Com-
pany, where she has continued to perform. She
has long been the primary actress for director
Peter Hall, performing the title female role in
Antony and Cleopatra, 1987. She has also directed for
the Renaissance Theatre Group. As an actress, she
is extremely versatile, with a soft expressive voice
and an intelligence that shows through her per-
formances. She has acted in many films such as
Four in the Morning, 1965, A Room with aView, 1986, A
Handful of Dust, 1988, and Shakespeare in Love, 1999,
for which she won an Oscar. She has also por-
trayed “M,” James Bond’s boss, in Golden Eye, 1995,
Tomorrow Never Dies, 1997, and TheWarld Is Not Enough,
1999.

References: Miller, John. Judi Dench: With a Crack in

Her Voice. New York: Welcome Rain, 2000;
Zucker, Carole. In the Company of Actors: Reflections on
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the Craft of Acting. New York: Theatre Arts/Rout-
ledge, 1999.

Deneuve, Catherine (1943-)

France

French film actress. Deneuve has been one of
France’s leading film stars since the 1960s. In
1992 she won an Academy Award for her per-
formance in Indochine. As both her parents were ac-
tors, Deneuve made her screen debut when only
thirteen. Her allure as an actress can be attributed
to her exquisite beauty and her detached manner.
She has played a wide range of characters, from a
mentally disoriented woman in Repulsion (1965)
to the seemingly mild and innocent yet strangely
erotic wife in Belle de Jour (1967).

References: Katz, Ephraim. The Film Encyclopedia. New
York: Harper Perennial, 1994.

Deng Xi
See Pi-ying Xi

Dengaku

Japan

Consists of songs and dances performed by coun-
try people as part of the harvest celebration in the
early thirteenth century. This form of rural enter-
tainment had a closer connection with ordinary
village people of Japan than Sarugaku, a kind of va-
riety show from the thirteenth century. Stomping
and mimicking straddling rice on two mud
mounds, as is the position taken when harvesting
or planting rice, was part of the dance. This kind
of material was drawn from the daily chores of
the performers when involved in a successful har-
vest. Eventually troupes traveled to cities to per-
form. In this way performers from low social ori-
gin had contact with the refined culture of those
who sponsored them.

References: Scott, A. C. The Theatre in Asia. New York:
Macmillan, 1972.

Denmark

Denmark is the only Scandinavian country with
what might be considered a typically European
theater history, beginning with medieval religious
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drama. Popular in the late Middle Ages were
Easter plays and plays based on the lives of saints.
By the seventeenth century, the courts were pre-
senting rich and lavish productions of Ballet de
Cour; the most opulent, performed by court ama-
teurs impersonating a story of the Roman gods,
occurred in 1634 for the wedding of the son of
Christian IV. The story was designed allegorically
to pay tribute to its sponsors. Throughout the sev-
enteenth and eighteenth centuries, bands of itin-
erant players from other European countries were
welcomed into the courts and were sometimes
offered extended stays. Their visits brought the-
atrical influence from Europe to the Danish the-
ater scene.

There were no vernacular plays in the seven-
teenth century until the work of the Norwegian-
born Ludvig Holberg (1684—1754), the first to
write Danish comedies, and Johannes Ewald
(1743—-1781), who wrote the first tragedies in
Danish. In 1722 Denmark’s first permanent the-
ater was established in Copenhagen for the pri-
mary purpose of producing plays in the national
language. Other theaters in the provinces were
toured regularly by the Royal Theater. The Danish
Royal Theater, founded in 1748, was the first na-
tional theater in Denmark. Years before the the-
ater’s opening, René Magnon de Montaigu was
dedicated to assembling a talented band of actors,
including his wife and many university students,
who later formed the resident company at the
Danish Royal Theater. In the mid-eighteenth cen-
tury the court troupe of Christian VII excelled be-
cause of its talented performers, Henry de la Tour,
Elisabeth-Marguerite le Clerc, and Marie-Rose-
Chatérine Cléricourt, all inspired by the French
style of acting, which included intensely expres-
sive gestures and poses.

The beginning of the nineteenth century was
dominated by Romantic drama. In 1825 P A.
Heiberg created a comic revival when he pre-
sented Denmark’s first vaudevillian-style farce,
disliked by critics but loved by audiences. In 1829
Hans Christian Anderson wrote the comedy Love on
St. Nicholas Tower to support the movement. The
brightest acting talent of this era was the comic
actress Johanne Luise Heiberg.

Productions of Shakespeare’s works have en-
joyed a long history in Denmark, one of the first
countries to translate his plays. The great actor,

Peter Foersom (died in 1817), translated many
Shakespearean plays, including Hamlet, in which
he performed the title role in 1813. In the nine-
teenth century, Olaf Poulsen (1849-1923) was
the greatest Danish actor of Shakespeare. He was
skilled as a comic actor, and his renditions of Fal-
staff and Bottom were popular. In the early twen-
tieth century Karl Mantzius staged many of Shake-
speare’s plays in an Elizabethan setting, with
himself playing the leading roles.

Modern drama came to Denmark in the late
nineteenth and twentieth centuries with the in-
fluence of Henrik Ibsen. In 1917 Betty Nansen, a
famous Danish actress who performed in many
Ibsen and Strindberg plays, created the Betty
Nansen Theater in Copenhagen for the produc-
tion of literary plays. Bertolt Brecht spent six
years in Denmark (1933—-1939) during his exile
from Germany, and he was greatly influenced by
Scandinavian acting styles and was personally fas-
cinated by Poul Reumert, the leading male actor
in Denmark at the time.

Private theaters have thrived in Copenhagen
since the nineteenth century, culminating in the
success of the New Theater, which by the 1950s
rivaled the national theater in quality of acting
and production qualities. After 1945 repertory
theaters outside the capital increased in number
and popularity. A small influential experimental
theater, Fiolteatret, was established in 1962, with
a repertory of mostly absurdist dramas. The 1970s
marked the beginning of a national commitment
toward subsidizing theatrical development. Ex-
perimentation continues, by enthusiastic artists
such as Peter Langdal, whose iconoclastic produc-
tions of classics have shocked and impressed au-
diences through the 1980s and 1990s.

See also Absurdism; Romanticism; Scandinavian
Theater; Vaudeville

References: Barba, Eugenio. Beyond the Floating Islands.
New York: PAJ Publishers, 1986; Christoffersen,
Erik Exe. “The Presence Radiated By the Actor-
Dancer: On ISTA (International School of Theatre
Anthropology).” In Nordic Theatre Studies:Yearbook For
Theatre Research in Scandinavia, 47—52. Copenhagen:
Munksgaard, 1989; Johanne Luise Heiberg. Et Liv
Gjenoplevet I Erindringen. Sth ed. 4 vols. Copenhagen:
Niels Birger Warmberg, 1973—4; Kvam, Kela.
“Betty Nansen: A Unique Figure in Danish The-
atre.” In Nordic Theatre Studies: Yearbook For Theatre Re-
search in Scandinavia, ed. Kela Kvam, 69—78. Den-



mark: Institute for Theatre Research, University
of Copenhagen, 1988; Kvam, Kela and Janet Sza-
tkowski. “Denmark.” In Nordic Theatre Studies: Year-
book For Theatre Research in Scandinavia, 23—33. Copen-
hagen: Munksgaard International, 1989; Marker,
Frederick. “The Actor in the Nineteenth Cen-
tury: Aspects of Rehearsal and Performance in
the Prenaturalistic Theater in Scandinavia.” The
Quarterly Journal of Speech 51 (1965): 177-
189 .Marker, Lise-Lone, and Fredrerick Marker.
Ingmar Bergman: A Life in the Theater. New York: Cam-
bridge University Press, 1992; Marker, Freder-
ick, A History of Scandinavian Theatre, Cambridge:
Cambridge University Press, 1996; Risum,
Janne. “Towards Transparency: Soren Kierke-
gaard on Danish Actresses.” In Nordic Theatre Studies:
Yearbook For Theatre Research in Scandinavia, ed. Kela
Kvam, 19-30. Copenhagen: Institute for Theatre
Research, University of Copenhagen, 1988;
Torppedersen, B. “Theater in Denmark.” Revue du
Cinema 353 (1980).

Depardieu, Gérard (1948-)

France

French film actor. The principal leading man in
French films since the early 1980s. As a teenager
Depardieu was a juvenile delinquent, taking up
acting only as a form of therapy. He made his first
film when only sixteen and then pursued acting
on television and on the stage. He effectively plays
an amazing range of characters, from the sensitive
poet in Cyrano de Bergerac (1990), to the powerful
artist, Rodin, in Camille Claudel (1988). He is an
unlikely sex symbol, with his rough facial features
and broad physical build, but his screen presence
is both commanding and compassionate.

References: Katz, Ephraim. The Film Encyclopedia. New
York: Harper Perennial, 1994.

Deus ex Machina

Greece

The Latin translation of a Greek term; literally,
“god from a machine.” This term indicates both a
mechanical device used in ancient Greece to fly
actors portraying gods onto the stage and, be-
cause of the way that mechanical device was often
used, a literary device in which characters are res-
cued at the last moment by some improbable
stroke of luck that is not in keeping with the
drama.
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An elaborate system of booms and derricks
was used to fly actors portraying Olympian gods
down onto the stage to intervene in human af-
fairs, most often rescuing the protagonist from a
seemingly insoluble dilemma. In the Poetics, Aris-
totle states that the use of this device should be
reserved for those occasions when intervention
by the gods is in keeping with the character of
the play, and not just used as an easy to wrap up
the plot. The playwright Euripides was criticized
for relying on the deus ex machina far too heavily.
Half of his tragedies end in this manner.

References: Arnott, Peter D. Greek Scenic Conventions in

the Fifth Century B.C. Westport, CT: Greenwood,
1978; Bieber, Margarete. The History of the Greek and
Roman Theater. Princeton, NJ: Princeton University
Press, 1961; Halleran, M. R. Stagecraft in Euripides.
London: Croom Helm, 1985; Seale, D. Vision and
Stagecraft in Sophocles. London: Croom Helm, 1982;
Taplin, Oliver. The Stagecraft of Aeschylus. Oxford:
Clarendon Press, 1977; Taplin, Oliver. Greck Tragedy
in Action. Berkeley: University of California Press,
1978.

Deuteragonist
See Tragic Acting in Ancient Greece

Devadasi

India

Formerly a class of women dedicated to serve a
Hindu temple, as handmaidens to the gods, they
are seen as being symbolically married to a spe-
cific deity. Their duty is to dance at the temple and
in processions celebrating religious festivals. A
carved figure found in the Indus Valley suggests
that there were ritual female dancers in India as
early as 2500 B.C. A formal caste of temple
dancers arose in the ninth and tenth centuries.
The dance training for these girls began at the age
of seven and lasted approximately seven years be-
fore a girl gave her first solo performance (see
Arangetram). Temple prostitution for the Brahman
class developed from this tradition. These girls
were taught to read, an exceptional women'’s skill
until modern times. The puritanical influence of
Islam, which started as early as the eleventh cen-
tury, and of British colonists, beginning in the
eighteenth century, led to seeing the practice of
temple-supported Devadasis as immoral. In 1948
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female dancing in temples was outlawed, and the
Devadasi class was disgraced. Recently efforts to re-
store the dignity of these women have been initi-
ated. Devadasis are being used more and more to
teach and save the traditional arts they once per-
fected.
See also Bharata Natyam; Dasi Attam
References: Marglin, Frederique Apffel. Wives of the
God-King: Rituals of the Devadasis of Puri. New York:
Oxford University Press, 1989; Massey, Regi-
nald, and Jamie Massey. Dances of India. London:
Tricolour, 1989; Scott, A. C. The Theatre in Asia.
New York: Macmillan, 1972.

Dewa Muda

Malaysia

Local Malaysian story about the adventures of
Dewa Mudg, literally means “young god.” This story
is the primary story used in Mak Yong, a form of
dance-drama performed mostly by women.

References: Yousof, Ghulam-Sarwar. The Kelantan
“Mak Yong” Dance Theatre: A Study of Performance Structure.
Ann Arbor, MI: Proquest, 1976.

Diderot, Denis (1713-1784)

France

Philosopher, dramatist, and theorist who served
as a spokesman for the rising bourgeoisie of
France in the eighteenth century. Within a
twenty-year span he completed his Encyclopédie,
containing the most advanced ideas of his day. On
the subject of acting he wrote the controversial Le
Paradoxe sur le Comédien (The Paradox of Acting) in
1773, in which he demanded that the actor be
devoid of sensibility. His extreme argument for
no emotional involvement on the part of the actor
raises important questions for the art of acting.
He claims that an actor full of feeling could not
possibly repeat a performance night after night
and that the actor’s task is to exactly render the
outward signs of feelings and emotions so that
the audience feels what the play is communicat-
ing. Diderot believed that the finest example of
his prescription for acting was presented by the
English actor David Garrick.

References: Diderot, Denis. “The Paradox of Act-
ing” In Masks or Faces, ed. William Archer. New
York: Hill and Wang, 1957.

Dietrich, Marlene (1901-1992)

Germany, United States

German actress who emigrated to the United
States and became a celebrated star of the silver
screen in such films as The Blue Angel, 1930, The Devil
Is a Woman, 1935, and Touch of Evil, 1958. She was
known for her sultry glares and her supreme con-
trol. Her sphinxlike beauty made her a perfect
femme fatale. She began her acting career as a
chorus girl in German revues, but by 1922 was
studying serious theater under Max Reinhardt.
She worked in silent films beginning in 1928 and
in 1930 had the starring role in Pinzessin Olala, the
first talking movie made in Germany. When the
Nazi party came to power in Germany in 1933,
Dietrich emigrated to Hollywood. During the war
she worked against Nazi control by making anti-
Nazi broadcasts in Germany and by entertaining
American troops fighting in the war.

References: Frewin, Leslie. Blond Venus: A Life of Marlene
Dietrich. London: MacGibbon and Kee, 1955;
Manvell, Roger, ed. International Encyclopedia of Film.
New York: Crown, 1972; Spoto, Donald. Blue
Angel: The Life of Marlene Dietrich. New York: Double-
day, 1992; Wollenberg, Hans. Fifty Years of German
Film. New York: Arno, 1972.

Dikir Barat
Malaysia
Choral chanting of Koranic verses and other im-
provised material. This form is thought to have
developed in the Patani region in southern Thai-
land and to have been brought to Kelantan on the
east coast of peninsula Malaysia in the twentieth
century. Probably it was developed by young men
during harvest time who would shout back and
forth to each other to pass the time. It is per-
formed by two teams who take turns singing in
response to each other. Each team is led by a
Tukang Karut, who creates the song as he sings it,
one line at a time. The chorus repeats what he
sings accompanying themselves on tambourines.
The content is humorous and even vulgar at
times. It is greeted with great enthusiasm by pre-
dominantly Muslim audiences. The Indonesian
version of this form is called Kasida.

References: Wright, Barbara Ann Stein. “Wayang

Siam: An Ethnographic Study of the Malay

Shadow Play of Kelantan.” Ph.D. diss., Ann Arbor,
MI: Proquest, 1980.
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Marlene Dietrich portrays Lola, a sultry singer, in The Blue Angel (1930). (Kobol Collection/ UFA)

Dionysia

Greece

Religious celebration dedicated to the Greek god
Dionysus. There were four such festivals each
year in Athens, beginning with the Rural Diony-
sia in December, then the Lenaia, the Anthesteria,
and the City Dionysia. During this festival, a
form of revelry known as a Komos was per-
formed in honor of Dionysus. Aristotle believed
that comedy evolved from the comic improvisa-
tions of the revel’s leader.

The Lenaia, celebrated in January, featured per-
formances of comedy, though tragedies were also
presented. In February at the Anthesteria the
year’s new wine was drunk. No dramas were per-
formed at this celebration. The last and by far the
grandest of all the Dionysia was the City Dionysia
in March—April, at which great dramas were per-
formed in honor of Dionysus and in competition
for prizes.

References: Arnott, Peter D. Public and Performance in the

Greek Theatre. New York: Routledge, 1989; Bieber,
Margarete. The History of the Greek and Roman Theater.

Princeton, NJ: Princeton University Press, 1961;
Butler, James. The Theatre and Drama of Greece and Rome.
San Francisco: Chandler, 1972; Taylor, David. Act-
ing and the Stage. Boston: George Allen & Unwin,
1978.

Dionysian Artists

Greece

A union of all Ancient Greek theater personnel,
made up of many guilds; can be traced to the
early third century B.C. The union included actors
of tragedy, comedy, and satyr plays; dramatic,
epic, and lyric poets; persons who trained actors
and the chorus, costumers, stage managers, musi-
cians, and chorus members. These guilds were
considered to be religious organizations, since all
performances were sacred and in honor of the
gods, and thus they were highly respected. Mem-
bers did not have to serve in the military or pay
taxes.

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Uni-
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versity Press, 1961; O’Connor, John Bartho-
lomew. Chapters in the History of Actors and Acting in An-
cient Greece. Chicago: University of Chicago Press,
1908; Taylor, David. Acting and the Stage. Boston:
George Allen & Unwin, 1978; Walton, Michael.
Greek Theatre Practice. Westport, CT: Greenwood,
1980.

Dionysus

Greece

Greek god of wine. Born, according to the most
widely accepted version of the myth, in Thebes of
Zeus and the Theban princess Semele, Dionysus is
the only Greek god whose parents were not both

divine. However, Dionysus eventually raised his
mother to Mount Olympus where, though still a
mortal, she resided with the gods. It is no sur-
prise that the god of wine should have inspired so
many dramatic works in his honor. The effect of
wine on humans allows them to feel larger than
themselves and thus able to impersonate others.
The Dionysia were four celebrations in honor of
Dionysus that occurred each year in ancient
Greece, three of which featured dramatic contests.

Also known as the sufferer, Dionysus was asso-
ciated with the grapevine, which was cut and

pruned to a gnarled stump before each winter,
but always came back to life with fresh green
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A relief marble sculpture of Dionysus discovering Ariadne on Naxos. (The Art Archive/Musée du Louvre Paris/Dagli Orti)



shoots each spring. Followers of Dionysus took
this as assurance that the soul lives on after the
death of the body.

References: Bell, Robert E. Place-Names in Classical
Mythology: Greece. Santa Barbara, CA: ABC-CLIO,
1989; Boswell, Fred, and Jeanetta Boswell. What
Men or Gods Are These? A Genealogical Approach to Classical
Mythology. Metuchen, NJ: Scarecrow Press, 1980;
Hamilton, Edith. Mythology. New York: New
American Library, 1969; Parada, Carlos. Genealogi-
cal Guide to Greek Mythology. Jonsered: P Astroms
Forlag, 1993.

Dithyramb
Greece
Hymn celebrating and giving honor to the Greek
god Dionysus. The name dithyramb means dou-
ble birth, alluding to Dionysus’s birth first from
his human mother, Semele, and then from the
thigh of Zeus. A musician from the beginning of
the sixth century B.C., Arion, is credited with
being the first to compose a dithyramb and give it
a name. Arion costumed the male performers
who sang the verses as satyrs, which led to the
development of dramatic impersonation.
References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Univer-
sity Press, 1961; Walton, Michael. Greek Theatre
Practice. Westport, CT: Greenwood, 1980; Web-
ster, Thomas Bertram Lonsdale. The Greek Chorus.
London: Methuen, 1970.

Documentary Theater

Germany, United States

A type of dramatic production developed in Ger-
many in the 1950s, based on recent or historical
events, that resembles a documentary in style and
content. The highly charged political theater of
Erwin Piscator was influential in the formation
of this genre. In the United States the Living
Newspaper greatly developed this form. Another
highly influential talent in this genre was the
playwright Peter Weiss.

References: Filewod, Alan. Collective Encounters: Docu-
mentary Theatre in English Canada. Toronto: University
of Toronto Press, 1987; Holderness, Graham, ed.
The Politics of Theatre and Drama. New York: St. Mar-
tin’s, 1992; Willett, John. The Theatre of Erwin Pisca-
tor: Half a Century of Politics in the Theatre. London:
Eyre Methuen, 1978.
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Dominus Gregis
Italy
Producer and usually lead actor of a play in ancient
Roman times, literally “master of the flock,” as a
flock of sheep was a Roman term used to indicate a
troupe of actors. After establishing a contract with
the magistrate organizing the festival, this producer
was responsible for every aspect of a production.
He chose all of the actors, rehearsed and paid
them, and hired musicians to play background
music during the performance. A playwright sold a
play to the Dominus Gregis for a certain amount and
received no more money if it was produced again,
but he also ran no risk if the play flopped.
See also Ludi
References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Taylor, David. Acting and the Stage. Boston: Allen &
Unwin, 1978.

Dottore

Italy

Foolish old lawyer, doctor, or ridiculous scholar;
stock character of commedia dell’arte, improvised
sixteenth- and seventeenth-century comedy A
pseudo-intellectual, he always spoke in a highly
affected pedantic manner. In the story lines he
was either a friend or a rival of Pantalone; either
way they were always together. Dottore was as
grand in size as Pantalone was scrawny and made
large gestures that took up much of the room
around him. He was always out of money and
thus a parasite. He could be identified by his long
black cloak, black half mask, and hat with a broad
upturned brim. This character greatly inspired
Moliére, the French comic playwright and actor
of the neoclassical age.

References: Craig, Edward Gordon. “The Characters
of the Commedia Dell’Arte.” The Mask (January
1912); Rudlin, John. Commedia Dell’Arte: An Actor’s
Handbook. London and New York: Routledge,
1994.

Drama Gong

Bali

Spoken drama; a new form of theater in Bali,
though still based on traditional stories. There is
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no dance. All acting is quite realistic. The cos-
tumes are beautifully ornate, much like tradi-
tional Balinese performing costumes. The music
of the gamelan, the traditional orchestra, is used.

References: Brandon, James R. Brandon’s Guide to The-
atre in Asia. Honolulu: University Press of Hawaii,
1976.

Drew Family
See Barrymore Family

Dulac, Germaine (1882-1942)
France
French silent film director who promoted “pure
cinema,” free from the influence of literature, vi-
sual arts, and the stage. Dulac created what some
regard as the first truly feminist film, La Coquille et
le Clergyman (The Seashell and the Clergyman),
1927, written by Antonin Artaud, which is also a
masterfully acted psychological film. These late
1920s films were a part of what is called the sec-
ond avant-garde. Dulac and her husband owned
their own production company. Her career and
her artistic experiments ended with the advent of
sound.
References: Armes, Roy. French Film. New York: Dutton,
1970; Dulac, Germaine. Ecrits sur le Cinema: 1919-
1937. Paris: Editions Paris Experimental, 1994; Katz,

Ephraim. The Film Encyclopedia. New York: Harper
Perennial, 1994.

Dullin, Charles (1885-1949)

France

Actor, director, and manager who worked pas-
sionately for truth in acting. In 1913 he was given
his start as an actor by Jacques Copeau at the
Théatre du Vieux-Colombier. From 1921 to 1938
he directed the Théitre de 1'Atelier. Dedicated to
nurturing and training actors, Dullin became an
important force behind the careers of many no-
table French actors. Opposed to the beautiful
rhetorical tradition preceding him, Dullin rallied
for simplicity and sincerity in acting. He also pre-
ferred simple settings and avoided excessively
rich decors for his stagings. In the task of realiz-
ing the playwright’s vision, Dullin believed that
instinct was an actor’s greatest tool. He is primar-

ily remembered as an actor, but as a director he
made great strides toward a poetic simplicity, in
contrast to the overemphasis on stage business of
the Naturalists at the time.

See also Naturalism
References: Arnaud, Lucien. Charles Dullin. Paris:
L’Arche, 1952.

Dunham, Katherine (1910-)

Caribbean, United States

A dancer, dance ethnologist, and a choreographer.
Dunham was born of a black Caribbean father and
a French-Canadian mother near Chicago. Trained
as a dancer, she was led toward the dances of the
Caribbean in hopes of discovering her own cul-
tural heritage. Many scattered Caribbean blacks
had migrated to the mainland, and her work
helped forge a link between their shared cultural
past and their present urban reality.

She spent the year 1937-1938 in the
Caribbean islands on a Rosenwald fellowship for
research and wrote the book The Dances of Haiti, on
Haiti and other islands of the Caribbean. Because

Katherine Dunham and Vanoye Aikens in Dunham’s ballet L'Ag “Ya
at the Prince of Wales Theater in London, 1948. (Archive Photos)



of her blood tie to Africa and the Caribbean, she
was able to witness, record, and participate in
both social dances and religious rituals.

Upon returning to the United States, she both
performed in and choreographed nine Broadway
shows, including Cabin in the Sky, and several films,
including Stormy Weather. With earnings from work
of this kind, she financed her school and company.
She combined her ethnological research with her
original creativity to create three successive revues:
Carib Song (1945), Bal Negre (1947), and Caribbean
Rhapsody (1948). She adapted actual rituals for the
stage as she represented everyday life in primitive
communities of the Caribbean. She herself trained
her dancers in classical ballet with Central Euro-
pean, Caribbean, and African elements.

One piece entitled Shango (1945), a mixture of
dance and ritual, features elements from Yoruba
cult worship similar to rituals still taking place in
Nigeria. The initial dances in the piece lead to a
ceremonial sacrifice to Shango, thunder god of the
Yoruba people. The boy enacting the sacrifice is
momentarily possessed by Damballa, the snake
god, under the control of the officiating priest. At
the conclusion, the boy is triumphantly carried
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through the village on a huge sacred drum. Dun-
ham first created another piece, entitled Rites de Pas-
sage (1943), to illustrate her lecture at Yale Univer-
sity on “An Anthropological Approach to the
Theater.” The work concerns a young man in a
primitive community being initiated into adult life
and a man and woman falling in love, all against
the backdrop of daily activities in village life.
References: Alcide, Marie-Jose. “Theatrical and Dra-
matic Elements of Haitian Voodoo.” Ph.D. diss.,
City University of New York, 1988; Buckle,
Richard. Katherine Dunham: Her Dancers, Singers, Musi-
cians. London: Ballet Publications, 1949; Clark,
Veve A. “Contemporary Forms of Popular The-
atre in Haiti.” Ufechamu 12, 2 (1983): 93-100;
Dunham, Katherine. Dances of Haiti. Los Angeles:
Center for Afro-American Studies, 1983; Gri-
mard, Luc. “Historical Existence of the Haitian
Theatre.” World Theatre 16, 5—6 (1967): 534-535;
Pompilus, Pradel. “Tendencies of the Haitian
Theatre.” World Theatre 16, 5-6 (1967): 534-536.

Duse, Eleonora (1858-1924)

Italy

Internationally known Italian actress. Born of a
theater family, she began acting as a young girl.

A priest attempts a healing by the laying of hands in the Dutch film Spetters (1980). (Kobol Collection/VSE/Endemol)
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During her time, Italian theater was in the
shadow of Italian opera. Playwriting was unex-
ceptional, and star actors performed in a highly
affected, flamboyant style. Troupes were forced to
tour constantly to survive. She won audiences
over to the realistic mode of acting with her sub-
tle, yet intensely emotional, portrayals of charac-
ters. Able to reveal the inner hopes and inner con-
flicts of she portrayed, Eleonora
displayed great psychological insight.

characters

She was superb as the lead character in many
plays by Henrik Ibsen, playing, for example,
Hedda Gabler in the play by the same name and
Nora in A Doll’s House. She gained the admiration of
the playwright Anton Chekhov when she per-
formed in Russia in 1881. Because of ill health
she retired in 1913, but for financial reasons re-
turned to the stage in the 1920s. She died in Pitts-
burgh while on an American tour.

See also Bernhardt, Sarah

References: Noccioli, Guido. Duse on Tour: Guido Nocci-

oli’s Diaries, 1906—1907. Trans. Giovanni Pontiero.
Ambherst: University of Massachusetts Press,

1982; Weaver, William. Duse: A Biography. San
Diego, CA: Harcourt Brace Jovanovich, 1984.

Dutch Cinema

The Dutch film industry was slow to get started.
One of the first films to compete with foreign im-
ports was The Black Tulip, 192 1. From that time until
the 1970s the documentary film was the major
mode of filmmaking. The filmmaker Paul Verho-
even has made the largest contribution to Dutch
film, with Spetters, 1980, and The Fourth Man, 1983;
he then moved on to Hollywood, where he cre-
ated such popular works as Robocop, 1987 and Basic
Instinct, 1992. Many Dutch actors have gone on to
gain international acclaim, including Rutger
Hauer, Renee Soutendjik, and Johanna ter Steege.
In 1999 the International Film Festival in Rotter-
dam enjoyed its twenty-eighth year in existence.

References: Katz, Ephraim. The Film Encyclopedia. New
York: Harper Perennial, 1994; Kehr, Dave. “The
Discreet Charm of Rotterdam.” Film Comment 32,
2 (March-April 1999): 68—69.



Eastwood, Clint (1930-)

Italy, United States

American actor and director who got his start on
television in the Western series Rawhide, in which
he starred from the late 1950s into the 1960s.
True fame came in Italy, where he starred in the
spaghetti westerns directed by Sergio Leone, A
Fistful of Dollars, 1964, For a Few Dollars More, 1965,
and The Good, The Bad and the Ugly, 1966. In these vi-
olent films he created and established the role he
played in most of his subsequent movies, that of
a silent, stoic man, self-sufficient and often a re-
luctant hero. His long legs, sandy wind-blown
hair, squinting eyes and nearly expressionless
lips became his trademark. Back in the United
States his most popular film, Dirty Harry, 1971,
stirred up controversy because of its excessive
violence.

Eastwood gained respect as a director with the
making of a film based on the life of jazz musi-
cian Charlie Parker, Bird, 1988; his dark Western
Unforgiven, 1992, which he both directed and
starred in, won the Oscar for Best Picture.

References: Gallafent, Edward. Clint Eastwood: Film-
maker and Star. New York: Continuum, 1994;
Schickel, Richard. Clint Eastwood: A Biography. New
York: Knopf, 1996.

Edinburgh Festival
See Scotland

97

Eglogas

Spain

Dramatic form, first written by Juan del Encina

(1469-1529) in the early sixteenth century, con-

sisting of verse dialogues between rustic charac-

ters, usually shepherds. Encina wrote on the

themes of religious holy days such as Easter, con-

temporary issues, and love, and he even per-

formed in his own plays. Other dramatists also

used this form and eventually expanded upon it

to create the Spanish form of Comedia.

References: McKendrick, Melveena. Theatre in Spain:

1490-1700, New York: Cambridge University
Press, 1989.

Egypt

The theatrical tradition in Egypt is exceptional;
Egypt may have had the first drama known to the
world, and it has been for centuries a leader in
talent and creative energy in the Middle East.
Egyptian civilization in the fertile Nile valley dat-
ing from 5000 B.C. enjoyed great wealth and cul-
tural brilliance, especially during the dynasties of
pharaohs from 3200 B.C. to 341 B.C. Many rich
theatrical traditions flourished during this time,
which gave homage to the Egyptian gods and
kings. In 332 B.C., when Alexander the Great of
Macedonia conquered Egypt, he introduced
Greek and Roman culture, which became widely
popular. In the early seventh century Muslim
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Arabs invaded Egypt, bringing an abrupt halt to
all theatrical activity except the Fasl Mudhik, crude
farcical skits. From the thirteenth century on, an
indigenous Egyptian style of Arabic shadow
puppet theater evolved. European-influenced
modern theater developed, predominantly in the
nineteenth century, and the Egyptian film indus-
try got a strong start in the early twentieth cen-
tury.

Ancient texts from the Early Dynastic Period
(3100-2686 B.C.) suggest that Egypt has the old-
est traditions of drama known in the world. These
include the Pyramid Texts, dramas about specific
king’s deaths, and the Ramesseum Dramatic Pa-
pyrus, which contains a ritual play about the leg-
end of Osiris. This drama had forty-six scenes,
which were performed at places along the Nile
and viewed by the king while he cruised down
the river on a boat. During the Old Kingdom
(2686—2181 B.C.), ritual dramas flourished that
celebrated each king symbolically becoming
Horus, son of Osiris and Isis. Also the Memphite
Drama was evidently performed during an annual
festival that took place on the first day of spring.
From 2500-500 B.C., the Abydos Passion Play, a
ritual play centering on themes of creation and
regeneration, was regularly performed.

Egypt has been a major force in the vitality and
creation of modern Arab theater, because of the
Egyptian creative zest and because Egyptian
troupes toured heavily throughout Arab-speaking
lands. Reportedly, French actors came to Egypt
after the Napoleonic invasion, and a French the-
ater was founded in the early nineteenth century.
Italian troupes were most active touring in Egypt
in the first half of the nineteenth century. The
opera they brought with them became widely
popular, and the other most popular forms were
musical plays and comedies. One of the first ac-
tors to start a troupe during the British occupa-
tion (1882—-1922) was Sulaimaan al-Qirdaahi, a
Syrian immigrant who lived until 1909. He intro-
duced the first women, including his own wife,
onto the stage at the Opera House in Cairo, a
practice already in vogue in Syria. Salama Hijazi
was the first great Muslim actor associated with
modern Arab theater, especially known for stress-
ing the musical element and for introducing the
practice of touring in Arab-speaking countries.
After World War I, modern burlesques, influenced

by foreign revues during war time, became popu-
lar in Egypt.

The Egyptian government has been supportive
of the development of modern Arab theater by
awarding prizes, granting scholarships for foreign
study, supporting dramatic schools, and subsidiz-
ing dramatic theater troupes and actors. In 1935
the National Theatre opened. Egypt grew to a new
artistic maturity in the 1960s, but progress was
halted by new censorship laws enacted by Presi-
dent Sadat in 1973.

Egypt has film

throughout the Arab world since its inception.

dominated the industry
Egypt's first full-length feature, Layle, about an
abandoned pregnant woman, was produced by its
star, stage actress ‘Aziza Amir (1901-1952), and
screened in 1927. When sound was introduced to
film in the early 1930s, music became an impor-
tant component of Egyptian films. Top singers
from the stage, such as Muhammad ‘Abd al’Wah-
hab and Umm Kulthum, starred in many stories
written around their songs. The first serious his-
torical movie was presented in 1934 by actress-
producer Assia Daghia, Queen Shagar al-Durr, set in
Cairo in the Middle Ages. Director Kamal Slim
gave Egyptian audiences a taste of neorealism in
1940 with Determination, shot in the streets of Cairo
and incorporating the real actions of daily life in
the city. Egypt’s exports throughout the Arab
world depend on the overwhelming popularity of
musical comedies and melodramas. In the 1950s
especially, a rigid star system evolved for actors,
with Faten Hamama and her husband ‘Umar
Sharif as the most popular screen actors.

Many Free Theaters emerged in the 1970s ap-
pealing mostly to young audiences. In the same
decade many of Egypt’s best actors turned away
from the stage to work in film; the Cairo Interna-
tional Festival for Experimental Theater was estab-
lished in 1988. Commercial theater continues to
thrive into the twenty-first century. Although the
government withdrew much of its financial sup-
port for the film industry in the early 1990s,
many excellent films have been made, including
TheVagabonds (1985) and Kit Kat (1991).

See also Italian Neorealism

References: Awad, Ramsis. Shakespeare in Egypt. al-
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lil-Kitab, 1986; Kahle, P. “The Arabic Shadow
Play in Egypt.” Journal of the Royal Asiatic Society of
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don: Informatics, 1969; Landau, Jacob. Studies in
the Arab Theater and Cinema. Philadelphia: University
of Pennsylvania Press, 1958; Moreh, S. “The Ara-
bic Theatre in Egypt in the Eighteenth and Nine-
teenth Centuries.” Etudes Arabes et Islamiques 3
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Ekhof, Konrad (1720-1778)

Germany

Considered by his contemporaries to be the
greatest German actor of his time. Though of
slight build, he had a commanding presence be-
cause of the confident manner in which he
moved and the rich quality of his voice. In 1739
he joined the Friedrich Schonemann Company
and remained the lead actor for seventeen years.
He developed naturalistic styles of acting. In 1753
he founded the first German school for acting, the
Academy of Acting, although it didn’t last long.
Beginning in 1801 he acted for a short time at the
Court Theater in Weimar under Goethe.

See also Naturalism

References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting. New York: Crown, 1970; Williams,
Simon. German Actors of the Eighteenth and Nineteenth
Centuries: Idealism, Romanticism, and Realism. Westport,
CT: Greenwood, 1985.

Ekkyklema

Greece

A low platform on wheels used in ancient Greek
theater to show interior scenes. Since the setting
for plays portrayed the exterior of buildings, the
ekkyklema would be rolled out from the central
doors of the skene, or scene building, with actors
upon it in a tableau. The audience was to imagine
that the scene was still inside. This was a stage de-
vice for making visible the action of a play and
was most often used to reveal some violent or
dramatic act that occurred offstage. It was not the
custom to show the sometimes horrifying vio-
lence that occurred in the Greek plays on the
stage. However, the results of these violent acts,
most often slain bodies, were revealed on the

ekkyklema.
References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Uni-
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versity Press, 1961; Halleran, M. R. Stagecraft in Eu-
ripides. London: Croom Helm, 1985; Seale, D. Vi-
sion and Stagecraft in Sophocles. London: Croom Helm,
1982; Taplin, Oliver. Greck Tragedy in Action. Berke-
ley: University of California Press, 1978.

Elizabethan England

The Elizabethan age stands out in theater history
as having seen the evolution of an alive and vigor-
ous national theater, created by extraordinary
playwrights, superb actors and directors, and a
ready audience. This was an era when the imagi-
nation was allowed free rein on an unrestricted
stage amidst minimal stage mechanics. Never be-
fore or since, perhaps, has so much been con-
jured in the imagination of the audience with so
little. Queen Elizabeth, for whom the era was
named, lived from 1533 to 1603 and was queen
of England and Ireland from 1558 to 1603. Dur-
ing her reign there emerged a national secular
theater performed by professional actors, such as
Richard Burbage. The relatively crude plays of
the Middle Ages were replaced by plays that were
in part inspired by the rediscovery of the classic
texts from Greece and the new use of the ancient
models from both Greece and Rome by the hu-
manists of the Renaissance, yet still kept the vital-
ity of the native farces and comedies. These influ-
ences worked together to create an era of
dramatic literature that was sophisticated in its
ideas but still had a raucous vitality that rendered
it appealing to the widest audience, including the
educated and the uneducated, the nobility, the
middle class, and the working class. This golden
age of theater continued, with some changes, into
the reign of Elizabeth’s successor, James I (1603—
1625), and did not completely end until the out-
break of the English Civil War.

In the earliest days of Queen Elizabeth’s
reign, boy actors enacted the works of court
writers, which glorified their queen. Later itin-
erant vagabond actors sought out patronage
from the court, during which time the court
theater and private theaters began to flourish.
The main dramatists of this time were Christo-
pher Marlowe, William Shakespeare, and Ben
Jonson (1572-1637), all of whom explored as-
pects of the human experience with new depth
and precision.
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A model of the Globe Theatre as built by Richard and Cuthbert
Burbage in London in 1599. (Adam Woolfit/ Corbis)

The two most successful companies were The
Chamberlain’s Men (later The King’s Men) and
The Admiral’s Men (later Prince Henry’s Men).
Each company consisted of a group of profes-
sional male actors who collectively owned their
theaters and commissioned playwrights to write
plays for them. Profits on performances were
shared. Young boys apprenticed with a theater and
portrayed female roles, since there were no fe-
male actors in England until 1656. The theater
buildings, the most famous of which were the
Fortune, the Swan, and the Globe, were built on
the outskirts of the city. These multilevel circular
(or octagonal) structures held thousands of spec-
tators, all focused on a thrust platform stage that
was both simple and versatile. Sunlight lit the un-
roofed theater, and minimal stage scenery and
props were used. The performance style was un-
interrupted platform playing, meaning that one
scene followed directly on the heels of the previ-
ous one. Characters would establish where they
were through their dialogue or with a simple

prop. For example, a character entering the stage
with a lantern would convey that it was night. Ac-
tors were among tight small theater groups who
consistently worked together and often portrayed
more than one role in a play. Short runs of plays
were the norm.

The reign of James I was known as the Ja-
cobean era (because Jacobus is the Latin form of
James), and theater continued to flourish. James
was an ardent supporter of the arts but did im-
pose some restrictions on the theater. This was
nothing new since under Elizabeth, Ben Jonson
spent some time in jail for his part in a play con-
sidered subversive. He sponsored many elaborate
masques, lavish theatrical fantasies, which used
full stage settings and machinery for special ef-
fects for the first time in England; the greatest of
these masques were the result of collaboration
between Ben Jonson and the designer Inigo Jones
(1573-1652). Such performances were of course
aimed only at the nobility and the royal family.
Private indoor theaters, which catered to the
upper classes, also became more important dur-
ing the Jacobean era, and even more so under the
reign of James’s son, Charles I (1625-1649). A
national theater that appealed to all classes was
less and less the reality.

Those called Puritans, who wanted to com-
plete the reform of the English church and purify
it of all traces of practices that were not clearly
prescribed in the Bible, had always opposed the
theater. Under James and Charles they became
more and more powerful, opposing also the un-
limited power of the crown and gaining power in
Parliament. Finally civil war broke out, in 1642,
and Parliament, in control in London, closed the
theaters. Theater did not return until the Restora-
tion of Charles I's son in 1660, but even then,
could not regain the same level of excellence or
the audience to support it.
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Emmeleia
See Greek Chorus

England

One of the most theatrically accomplished na-
tions in the world, with a rich history of great ac-
tors, playwrights, and directors. Performers,
mimes, and storytellers
throughout England even during the early Middle

no doubt traveled
Ages, of which so little is known that they are
called the Dark Ages. As far as recorded history is
concerned, theater was first presented within the
church walls, with priests performing most of the
parts. These performances were all religious in
content. Eventually they moved out into the
churchyard and then into the marketplace, where
they became increasingly secular and humorous
so as to please their audience. By 1210 a papal
edict forbade priests from performing, since
shows were becoming increasingly lewd. Shows
were also by this time performed in the vernacu-
lar instead of Latin.

Trade guilds took over the theater, and their
theatrical activities were at their height from
1300 to 1450. They performed plays based on
Bible stories or the lives of saints. There are many
cycle plays, a group of plays about a central theme
or figure, from this time as well, such as the York
cycle and the Chester cycle. The great cycles of
scriptural plays are so called because each tells the
whole story of humanity as presented in the
Bible, from the Fall till the Last Judgment. Each
guild was responsible for all aspects of produc-
tion for one play in the cycle, the whole of which
was usually performed on a religious holiday
such as Corpus Christi. Fach play had its own
pageant wagon, and the wagons were drawn from
one location to the next through town, present-
ing to a different audience at each location. These
plays, performed by paid actors, were religious in
theme, but they were not without their humor-
ous elements. Noah’s wife, for example, was a fa-
vorite humorous character; she is shown refusing
to go on board the ark if her friends have to be
left behind.

Another form of religious drama was the
morality play, first performed at the end of the
fourteenth century. These plays were moral alle-
gories, most often about a person either strug-
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gling with or receiving aid from different allegor-
ical characters such as Kindness, Good Deeds, and
Ignorance. During the late fifteenth and early six-
teenth century the interlude developed, a brief,
usually comic, dramatic piece, often presented
during a feast. These plays were often performed
purely for entertainment; they may also reflect the
elitist, intellectual values of Renaissance human-
ism; in any case, they took the drama in a secular
direction. Under the Tudor monarchs of the six-
teenth century, traveling actors were severely
looked down upon and would be punished for
performing plays unless under the protection of
nobility. These laws were still in effect at the be-
ginning of Shakespeare’s time.

Even during the golden age of theater in Eliza-
bethan England, English Puritans (as those were
called who wanted to complete the reform of the
English church, purifying it of the ritual and hier-
archy of the Roman Catholic Church) were fight-
ing the immorality of the theater. Their triumph
came in 1642, when civil war broke out between
Parliament and Charles I (r. 1625-1649).As a war
measure, Parliament closed the theaters, and they
remained closed until Charles II (1630-1685; 1.
1660—1685) was restored to the throne in 1660.
The theater of the Restoration Age began with
great energy, but it was no longer in any sense the
national theater of Elizabethan England. The
dramatists catered to the nobility and the court,
were influenced by French neoclassicism, rejected
the freedom in staging of Shakespeare’s day as
barbarous, yet went in for the kind of wit, often
laced with sexual innuendo, that have made
Restoration comedy the most enduringly popular
product of the age. One advancement was the in-
troduction of actresses to the English stage, a con-
vention that Charles brought back from France,
where he had taken refuge for part of the war and
again after his father was defeated, captured, and
beheaded by Parliament and he himself had failed
in his attempt to regain his kingdom.

In 1660 two playhouses were allowed by the
king, the Duke of York’s Company and the King’s
Men, which remained the case until 1843. Star ac-
tors such as Thomas Betterton (1635-1710) and
his wife, Mary Saunderson (died in 1712), be-
came more important than playwrights in
Restoration theater. After them came Barton Booth
(1681-1733), Elizabeth Barry (1658-1713), and
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Colley Cibber. Acting during the first part of the
eighteenth century was formal and full of exag-
gerated gestures. David Garrick and Charles
Macklin were two of the first to replace the
declamatory style of acting with a more natural
style based on authentic actions. Sarah Kemble
Siddons (1755-1831), who was elegantly simple
in her approach, and her brother John Philip Kem-
ble (1757-1823), who was well-mannered and
cold, contributed to the further development of
acting at the end of the eighteenth century.

In the nineteenth century a more naturalistic
style of acting became the norm. Stage settings
also became more realistic box sets, all placed
generally behind a proscenium arch. Great ac-
tors of the nineteenth century include Edmund
Kean, Junius Brutus Booth (1796-1852),
Charles Kemble (1775-1854), and Eliza O’Neill
(1791-1872). In the later part of the nineteenth
century the actor-manager Henry Irving di-
rected at the Lyceum Theatre and created excel-
lent works with such fine performers as Ellen
Terry. Terry’s son, Gordon Craig, went on to
become an influential stage designer and theo-
rist. Oscar Wilde’s witty drawing room come-
dies were as popular as he himself was in soci-
ety. At the turn of the century, many smaller
independent experimental theater groups, im-
pressed by the realism they saw on the conti-
nent, tried to create a native realism. The play-
wright George Bernard Shaw took the lead in
this movement, following Ibsen’s lead in writing
plays, often brilliant comedies, that took up con-
troversial social topics. Light opera was taken to
new heights at the end of the nineteenth century
by the duo Gilbert and Sullivan.

At the beginning of the twentieth century,
playwriting was dominated by fairly conventional
well-made plays and stagings of the classics. It saw
the development of popular traditions such as
music halls, Christmas pantomimes, and the pup-
pet theater of Punch and Judy. Also for a popular
audience, Joan Littlewood created a tradition of
collective collaboration in England with her The-
atre Workshop in the 1930s through the 1960s.
The majority of the theater being created at this
time, however, appealed to the upper-middle
class. Two of the greatest actors to emerge from
this type of theater were John Gielgud and Lau-

rence Olivier, who both made enormous

(though very different) contributions to theater
and film throughout their careers.

Two national theaters were established, the
Royal Shakespeare Company, from the Shake-
speare Memorial Theatre, which was formed in
1879 at Stratford-upon-Avon, and the National
Theatre, from the Old Vic, a famous London the-
ater that opened in 1818. Olivier became the first
artistic director of the National Theatre in 1962.
Peter Hall (born in 1930) took over artistic direc-
tion in 1988 and moved the company to a new
theater in London’s South Bank district. The actor
Derek Jacobi got his start at the National Theatre.

The mood of playwriting changed drastically
with Look Back in Anger (1956) by John Osborne,
the first of the group known as the angry young
men, who attacked the rigidity of the class struc-
ture. Conservative values and traditional forms of
doing theater were continually challenged
through the 1960s by works such as Marat/Sade di-
rected by Peter Brook at a workshop called the
Theatre of Cruelty (influenced by the radical con-
cepts of Antonin Artaud) at the Royal Shake-
speare Company. It was here that the actress
Glenda Jackson got her start. The most commer-
cially successful and broadly popular work to
come out of England in the 1970s and 1980s has
been the musicals of Andrew Lloyd Webber. A
true “actor’s” theater was created in the 1980s
with Kenneth Branagh’s Renaissance Theatre
Company, where Emma Thompson also per-
formed. Throughout the 1990s and into the
twenty-first century, England continues to be a
powerful force in theater. Extremely diverse in its
output, English theater ranges from experimental
and progressive to mainstream production of the
classics and musicals. The Nualas group in Lon-
don created and performed a work of perform-
ance art, The Big Shiny Dress Tour (1999), the Tamasha
Theatre Company presented an Indian musical
spoof Fourteen Songs, Two Weddings and a Funeral (2001)
in London. The Oxford Stage Company revived
the David Storey play The Contractor (2001) at the
Derby Playhouse in Oxford, England.

See also United Kingdom Cinema
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Entremés

Spain

Spanish term describing a brief dramatic or non-
dramatic diversion performed during full-length
plays throughout the sixteenth and seventeenth
centuries. An entremés was typically a comic or
satirical skit, which usually came between the acts
of a play and most often ended in singing and
dancing. A comic loa, or prelude, preceded a play
and was usually shorter and more varied in con-
tent than the entremés. In a loa a single performer
would introduce a play, beg for attention for the
coming production, talk about the actors, or even
explain innovations in the play the audience is
about to see. These diversions were sometimes the
main attraction for less sophisticated audiences
and were later developed into one-act plays.

References: McKendrick, Melveena. Theatre in Spain:
1490-1700. New York: Cambridge University
Press, 1989.

Epic Theater

Germany

A term for a type of political theater advocating
the reform of society to fit Socialist ideals; made
widely known through the work of Bertolt
Brecht, but formulated earlier by theater artists
such as Erwin Piscator in the late 1920s. Epic
theater challenges the audience to think and ac-
tively consider their social plight. The epic actor
serves as a sort of narrator, almost commenting
on the character he or she is portraying during
the very act of portraying the character. The actor
does not lose him or herself in the character, but
instead remains actively conscious of all that is
happening. Epic theater seeks the alienation effect;
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in other words, it is an anti-emotionalist type of
drama, in which the audience is purposefully
kept from identifying with the characters and the
suspense of the plot, yet is expected to remain
alert and thinking.

References: Chinoy, Helen Krich, and Toby Cole.
Actors on Acting. New York: Crown, 1970; Speirs,
Ronald. Bertolt Brecht. New York: St. Martin’s,
1987; Weideli, Walter. The Art of Bertolt Brecht.
New York: New York University Press, 1963;
Willett, John. The Theatre of Erwin Piscator: Half a
Century of Politics in the Theatre. London: Eyre
Methuen, 1978.

Epidaurus

Greece

An outdoor theater in southern Greece designed
by the architect Polykleitos about 340 B.C. Since
antiquity this structure has been considered to be
the most harmonious and beautiful theater of the
classical age. Today the stage building made of
stone is almost completely destroyed, but the
seating, in which each seat had an equally good
view of the orchestra, is much as it was when first
constructed. The stage was raised and altered
somewhat during the Hellenistic age.

References: Bieber, Margarete. The History of the Greek
and Roman Theater. Princeton, NJ: Princeton Uni-
versity Press, 1961; Tomlinson, Richard Allan.
Epidauros. Austin: University of Texas Press, 1983.

Episkenion
See Hellenistic Theater

Er
China
Assistant puppeteer for Fu Tai Hsi.

Eskimo Spirit Play

Canada, Greenland, United States

Spirit play enacted by a shaman and other actors.
The first Eskimo tribes, which include the Inuit,
traveled across the Bering Strait at least 5,000 years
ago to inhabit the coasts of Alaska, northern parts
of Canada, and parts of Greenland. Shamans
(called Angakok) in Eskimo culture can be female as
well as male. This person must perform in many
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ways during healing rituals, by mimicking ani-
mals and spirits, performing in masks, and pan-
tomiming different interactions. A major spirit
play is the Sedna festival, done over three days
each fall, which reenact the ritual-myth of a mer-
maid spirit, Sedna. With the help of a shaman,
performers enact spearing Sedna, as she rises
through a hole in the ice, and drag her on a line.
Some spirit plays are performed in winter igloos
specially made for performances, rectangular or
circular, with a special acting area and seating.
References: Buller, Edward. Indigenous Performing and
Ceremonial Arts in Canada: An Annotated Bibliography of
Canadian Indian Rituals and Ceremonies. Toronto: Asso-
ciation for Native Development in the Perform-
ing and Visual Arts, 1981; Fitzhugh, William.
Inua: Spirit World of the Bering Sea Eskimo. Washington,
DC: Published for the National Museum of Nat-
ural History by the Smithsonian Institution
Press, 1982.

Esperento

Spain

A dramatic method, sometimes translated as “ab-
surd,” which is an innovation of the Spanish play-
wright, Ramoén del Valle-Inclan (1869-1936). In
this method, the norms of theater are distorted,
and reality is presented in a ruthless and uncom-
promising vision as a grotesque deformation of
European civilization. Vall-Incldn’s plays Divine
Words, 1913, and Lights of Bohemia, 1920, most
vividly demonstrate this method.

See also Spain

References: Edwards, Gwynne. Dramatists in Perspective:
Spanish Theatre in the Twentieth Century. Cardiff: Uni-
versity of Wales Press, 1985; Holt, M. “Twentieth
Century Spanish Theatre and the Canon,” Andles de
la Literatura Espanola Contemporanea 17, 1-3 (1992):
47-54.

Estonia

The Estonians are ethnically and linguistically
closely related to the Finnish people. Estonian cul-
ture has been challenged historically, as Estonia
has been colonized by the Danes, the Swedes, the
Poles, and the Russians. Still a fierce pride
emerged when the Ests were freed from serfdom
in 1819, and a cultural revival resulted, in which
folk songs, dances, and stories were celebrated

nationally. In 1939 Estonia lost its independence
to the former Soviet Union and remained under
its control until 1991, when it again gained inde-
pendence.

The Estonia Theater in Tallinn is presently
hugely popular, presenting traditional Estonian
theater and dance, ballet, and opera. An original
Estonian opera, Puhh, was performed in 1995. Es-
tonian theater artists now seek to create their own
voice, using the work of such playwrights as
Artur Alliksaar (1923-1966) who wrote The
Nameless Island, 1966, an anti-Stalinist fable. Allik-
saar was censored during his lifetime and was not
published until after his death. He was highly in-
fluential on an entire generation following his
death.

See also Finland; Latvia; Lithuania

References: Slodkowski, Andrew, director and pro-

ducer. Baltic States. San Ramon, CA: International
Video Network, 1992; Straumanis, Alfreds. Con-
frontation with Tyranny: Six Baltic Plays with Introductory
Essays. Prospect Heights, IL: Wavelands, 1977;
Straumanis, Alfreds. Fire and Night, Five Baltic Plays.
Prospect Heights, IL: Waveland, 1986; Vesilind,
Priit. “The Baltic Nations.” National Geographic 178,
5 (November 1990): 2-36.

Ethiopia

Ethiopia has a thriving popular theater and a rich
cultural past. However, their theater is hardly
known outside its borders, primarily because
nearly all works are performed in the local lan-
guage, Ambharic. Coptic Christianity became
Ethiopia’s dominant religion in the fourth cen-
tury. Indigenous forms of acting and dancing
were suppressed as early as the sixth century, but
certain church-created arts were encouraged,
such as priestly dances and oral poetry. Amhara is
the dominant culture in Ethiopia, but many other
cultures were incorporated into the nation during
conquests in the nineteenth century. Performance
forms of these people are little known but are be-
lieved to include many dramatic forms of dance,
storytelling, and ritual enactments.

Modern theater in Ethiopia got its jumpstart
from Haile Selassie when he ascended to the
throne in 1930. He continued to be both highly
supportive and controlling of theatrical activity.
The revolution of 1974 led to an expansion of
theater as a tool for widespread politicization



under the new military council. By the 1980s the
government was enacting more censorship con-
trol over the theater, but in the early 1990s some
liberalization of the theater began. Currently
many urban theater groups are presenting greatly
varied improvised productions for profit.
References: Banham, Martin. African Theatre Today.
London: Pitman, 1976.; Eshete, Aleme. The Cul-
tural Situation in Socialist Ethiopia. Paris: UNESCO,
1982; Levine, D. N. Wax and Gold: Tradition and Innova-
tion in Ethiopian Culture. Chicago: University of
Chicago Press, 1965; Pankhurst, E. Sylvia.
Ethiopia: A Cultural History. Essex, UK: Lalibela
House, 1955.

Euripides (485—406 B.C.)

Greece

Last of the great ancient Greek tragic playwrights;
considered to be a “philosopher among poets.”
Educated as a free thinker, he was less reverent in
his use of the Greek myths than other play-
wrights. Euripides elevated human values and
concerns over those of the gods. Some say that he
destroyed the religious meaning of tragedy by fo-
cusing excessively on human psychology.
Through his plays he criticized Athenian politics
and society, especially the treatment of women as
inferior. Ten of the eighteen surviving plays by
Euripides focus on women. Euripides created
thoroughly developed female characters, some-
thing not done by his predecessors.

In addition to creating new subject matter for
tragedy, Euripides made many other theatrical in-
novations. His dialogue was more colloquial and
more human than that of his contemporaries. The
skene, or scene building, could represent many
things in Euripides’ plays, for example, a rural
shrine or a hut. The thought was often more uni-
fied than the action in his plays, and he often re-
sorted to bringing a god on stage (called by the
Romans the deus ex maching, or god from the ma-
chine) at the end of his plays to restore the bal-
ance and bring about the ending that his audience
expected. His many innovations cost him popu-
larity and acceptance in his own time. It was not
until after his death that his works became popu-
lar and widely performed.

Euripides may have written as many as ninety-
two plays, but only eighteen survive. The better-
known works include Medeq, 431, Cyclops (the only
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surviving satyr play), 423, The Trojan Women, 415,
Electra, 417, and the Bacchae, 405.

References: Bates, William Nickerson. Euripides: A Stu-
dent of Human Nature. Philadelphia: University of
Pennsylvania Press, 1930; Bieber, Margarete. The
History of the Greek and Roman Theater. Princeton, NJ:
Princeton University Press, 1961; Blaicklock,
E. M. The Male Characters of Euripides: A Study in Realism.
Wellington: Press, 1952;
Decharme, Paul. Euripides and the Spirit of His Dramas.
New York: Macmillan, 1906; Greenwood,
Leonard Hugh Graham. Aspects of Euripidean Tragedy.
New York: Russell & Russell, 1972; Halleran,
M. R. Stagecraft in Euripides. London: Croom Helm,
1985; Murray, G. G. A. Euripides and His Age. New
York: Oxford University Press, 1946; Norwood,
Gilbert. Essays on Euripidean Drama. Berkeley and Los
Angeles: University of California Press, 1954;Ta-
plin, Oliver. Greek Tragedy in Action. Berkeley: Uni-
versity of California Press, 1978; Zuntz, G. The
Political Plays of Euripides. Manchester: Manchester
University Press, 1955.

New  Zealand

Existentialism

France

A philosophical movement resulting from the
horrors of World War II, from a crisis of con-
science, from the thought that perhaps this is a
godless universe if so much human destruction
can occur. Existentialism was born of this ques-
tioning and based on the idea that each human
creates his or her own meaning in life “to exist.”
Existentialists assert that the human self is noth-
ing but what that individual human creates, and
that individual is ultimately responsible for his or
her actions in this creative process. Humans must
create morality in the absense of a god that reveals
itself. According to this view humans must accept
the responsibility of the freedom that choice en-
tails. The first to bring these ideas to the public
consciousness and the theater was Jean-Paul Sartre
(1905-1980) with plays such as Huis-Clos (No
Exit), 1944. Related to this movement is Absur-
dism, especially through the work of Samuel
Beckett (1906—1989) with his drama Waiting for
Godot, 1953.

References: Gordon, Lois. The World of Samuel Becket.,
New Haven, CT: Yale University Press, 1996;
Sartre, Jean Paul. Being and Nothingness: An Essay on
Phenomenological Ontology. New York: Washington
Square Press, 1966.
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Expressionism

Germany

An artistic movement begun in Germany in the
early part of the twentieth century, first in the vi-
sual arts, then in theater and film. The goal of ex-
pressionism is to communicate a particular inner
experience of life through an exaggerated and
stylized outward realization. Expressionists be-
lieve they are transcending reality through a
heightened portrayal of life.

The Beggar, written by Reinhard Sorge (1892—
1916) in 1912, is considered the first expression-
istic play. Georg Kaiser (1878—-1945), another ex-
pressionistic playwright, wrote plays, such as Gas
and Gas II, that were criticized for their clipped
language and highly stylized characters. August
Strindberg in his later life wrote impassioned
plays influenced by expressionism. Some expres-
sionistic plays were presented on bare stages
using strong lighting effects to create the setting
and relying on actors to evoke the heightened re-

ality of the play. Staging, when used, was gener-
ally placed at exaggerated angles, with deep re-
cesses to create shadows, and was intentionally
nonrealistic.

In film, expressionism is characterized by an
acting style that externalizes emotions strongly
and graphically, almost to the level of being
grotesque. The setting is usually angular, with ex-
treme contrasts, and the lighting is nonrealistic,
with deep shadows predominating. A few prime
examples of German expressionism in film are The
Cabinet of Dr. Caligari, 1919, Nosferatu, 1922, and Wax-
works, 1924. German expressionism was highly
influential, and its techniques continue to be
used.

References: Eisner, Lotte. The Haunted Screen: Expression-
ism in German Cinema. Berkeley: University of Cali-
fornia Press, 1969; Katz, Ephraim. The Film Ency-
clopedia. New York: Harper Perennial, 1994;
Patterson, Michael. The Revolution in German Theatre:

1900-1933. London: Routledge and Kegan Paul,
1981.

Exaggerated angles and deep shadows characterize the design for the expressionistic film Cabinet des Dr. Caligari (Cabinet of Dr.
Caligari) (1919). (Kobol Collection/ Decla-Bioscop)



Fagfagto

Philippines

Enactment of war by men of Bontac tribe. The
Bontac tribe lives in the mountains of central
Luzon, an area almost completely inaccessible to
outsiders. This drama enacts the rivalry between
different tribes and their protection of cultivated
land. During this daylong war play, two groups
throw stones at each other while holding crudely
made shields. This is performed in the early sum-
mer to celebrate the planting of crops, mostly
sweet potatoes.

References: Aveilana, Dassy H. “The Native The-
atre.” Philippine Quarterly 1, 4 (March 1952):
60—62; Brandon, James R. Brandon’s Guide to Theatre
in Asiae. Honolulu: University Press of Hawaii,
1976; Constanlino, Josefino. “Early Drama
Forms in the Philippines.” Philippines Quarterly 1
(1961): 34-36.

Farce

England, France

A genre of comedy originally developed from the
interlude in the French mystery play of the Mid-
dle Ages such as the play Maistre Pierre Pathelin,
performed in 1470. A farce is a humorous play
that delights in the devices of obvious and physi-
cal comedy, such as mistaken identities, pratfalls,
and the concealed person. This genre was popular
in the seventeenth century, and again in the nine-
teenth century, with the plays of Georges Feydeau
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(1862—1921). Elements of farce still delight audi-
ences of contemporary comedies, films, and tele-
vision situation comedies.

References: Axton, Richard. European Drama of the Early
Middle Age. London: Hutchinson, 1974; Bermel,
Albert. Farce: A History from Aristophanes to Woody Allen.
New York: Simon and Schuster, 1982; Beving-
ton, David. Medieval Drama. Boston: Houghton,
1975; Redmond, James. Farce. New York: Cam-
bridge University Press, 1988.

Fasl Mudhik
Egypt
Farcical skits, usually consisting of vulgar jesting
with indecent actions, performed in public places
in Cairo or at private festivals before weddings or
circumcisions, probably dating back at least to the
ninth century. These farces, performed by Mohhab-
bazeen, or players of crude and ridiculous farces,
usually centered on a servant character as protag-
onist duping his master and having an affair with
his master’s wife. Plays nearly always ended with
one of the characters getting whipped. In one
production a British officer was completely made
a fool, beaten on many occasions throughout the
play, and then whipped at the end. Themes ridi-
culing officials accepting bribes were also enthu-
siastically received by audiences.

Fasl Mudhik declined in popularity when West-
ern influence infiltrated the Middle East, but ap-
peal to uneducated audiences in the cities still
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persisted. In the nineteenth century these farces
were still being performed throughout the coun-
tryside and now are extremely rare.

References: Landau, Jacob. Studies in the Arab Theater and
Cinema. Philadelphia: University of Pennsylvania
Press, 1958; Moreh, S. “The Arabic Theatre in
Egypt in the Eighteenth and Nineteenth Cen-
turies.” Etudes Arabes et Islamiques 3 (1975):
109-113.

Fastnachtspiel

Denmark, Germany, Norway, Sweden

Popular farces, also known as Shrovetide farces,
recorded as early as 1430. During carnival, or
Shrovetide, the Fastnachtspiel emerged as a pop-
ular form of entertainment. The carnival setting in
medieval Scandinavia was one of merrymaking
and masquerades. The Fastnachtspiel was carried to
Scandinavia by German merchants and was per-
formed by itinerant actors using the simplest
staging, sometimes performing outside in a
clearing in the forest or in the large hallway of a
home. The structure of a performance began with
the lead actor, the Preco, coming forward to give
a summary of the action and to introduce the
characters. Following that actors freely moved
from one imaginary location on the playing stage
to another, dramatizing a light farce. At the con-
clusion, the Preco would come forward to deliver
a final speech and beg refreshment for the actors
from the host.

References: Marker, Frederick. A History of Scandinavian
Theatre. Cambridge: Cambridge University Press,
1996.

Fay,William (1872-1947)

Ireland

Irish actor. Fay and his brother Frank both trained
with Maud Randford at her dramatic school in
Dublin early in their careers. They later headed an
amateur theater group in Ireland that attracted the
attention of poet and playwright William Butler
Yeats (1865-1939). Together they created the
Irish National Theatre and in 1903 toured London
and won the admiration of a wealthy arts enthusi-
ast, Miss A. E. F. Hornimann, who gave them the
theater in Dublin that later became the Abbey
Theatre. William portrayed the lead male roles in
many of the Abbey Theatre’s early works, such as

Bartley in Riders to the Sea, 1904, and Christopher
Mahon in The Playboy of the Western World, 1907, both
by John Millington Synge (1871-1909). Fay was
capable of the kind of authentic impersonation of
Irish folk culture that made the peasant dramas at
the Abbey so successful. Fay and his brother even-
tually split with the Abbey because of a disagree-
ment over acting decisions. Fay went on to Lon-
don and the United States, where he directed
Irish plays in New York and Chicago.

References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting. New York: Crown, 1970; Fraizier,
Adrian. Behind the Scenes at the Abbey. Berkeley: Uni-
versity of Califormia Press, 1990; Hunt, Hugh.

The Abbey: Ireland’s National Theatre, 1904—1978.
Dublin: Gill & Macmillan, 1979.

Federal Theater Project
United States
A project of the US. government begun in 1935
as part of Roosevelt’s New Deal; created primarily
to provide jobs for unemployed actors, directors;
and designers during the Depression. The project
employed over 10,000 at its peak. These em-
ployed artists created a variety of productions
from theatrical plays, to operas, to puppet shows,
to vaudeville. Audiences could attend these
shows free, or at a very low price. The benefits of
this program spread to nearly every state, not just
New York, and to all cultural groups, as in the all
African American production Swing Mikado, 1939.
The Living Newspaper was the most contro-
versial part of the FTP. This documentary theater
of the 1930s, staffed by a mix of unemployed ac-
tors and newspaper workers, was socially critical,
often through satire. They championed civil rights
and government action to combat poverty and
subsidize housing and health care. Successful
works created include Triple-A Plowed Under, 1936,
and One-Third of a Nation, 1938. The director of the
FTP was Hallie Flanagan (1890-1969), who en-
couraged new works on socially significant top-
ics. She was eventually accused of being a Com-
munist, a serious charge at the time, which led to
the end of the FTP in 1939.
References: Flanagan, Hallie. Arena: The History of the
Federal Theatre. New York: B. Bloom, 1940; Fraden,
Rena. Blueprints for a Black Federal Theatre, 1935-1939.
New York: Cambridge University Press, 1994;
Kazacoff, George. Dangerous Theatre: The Federal Theatre



Project as a Forum for New Plays. New York: P Lang,
1989.

Fellini, Federico (1920-1993)
Italy
Italian twentieth-century filmmaker. Fellini began
as an apprentice to film directors of Italian neo-
realism, a movement characterized by working-
class actors caught in an oppressive society. How-
ever, his own inclinations led him toward making
flamboyant movies full of mystery, magic, and
circus imagery. The primary theme of most of his
movies is the tension between sensuality and
spirituality. Fellini’s wife, Giulietta Masina, stars in
some of his best movies, including La Strada, 1954,
and Nights of Cabiria, 1956. Her spirited disposi-
tion, coupled with her sparkling eyes and playful
smirk, lent great warmth to her characterizations.
Fellini often peopled his movies with actors en-
gaged in circus stunts and revelry as background.
He reveals a fascination with beauty that borders
on the grotesque. Thus, many of his actors appear
garish and exaggerated. In one of Fellini’s best-
known films, 84, the actor Marcello Mastroianni
portrays a film director laboring to make the very
film that is being made, exposing the boundary
between reality and fiction. In the end the protag-
onist is swept away in a dream of a circus parade
made up of all the characters in the movie and
people from his personal memories. This conclu-
sion seems to demonstrate Fellini’s vision of art
and life swirling together in the same circus-like
vision.
References: Betti, Liliana. Fellini: An Intimate Portrait.
Boston: Little, Brown, 1979; Bondanella, Peter,
ed. Federico Fellini: Essays in Criticism. New York: Ox-

ford University Press, 1978; Fellini, Federico.
Fellini on Fellini. New York: Delacorte, 1976.

Female Impersonation

Africa, Ching, Europe, Japan, United States

Throughout the world, in Africa, Asia, Europe,
and the Americas, female impersonation by male
performers has been a common and reoccurring
phenomenon. This practice evolved in most cul-
tures because it was deemed unacceptable to have
women performing on a stage in public. Women
were thought to arouse male desire, which would
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threaten the stability of a society based on the
family structure. Perhaps it was also a method of
keeping women without power and submissive.
Young boys most often took the parts of females
because of their slender builds and high voices.
However, they seem to have historically excited as
much lust in men as their female counterparts
would have, as can be seen in Kabuki, for example.
There is also a long history in Western theater of
older men portraying older women, even when
women were allowed on the stage, for sheer
comic value.

In the sub-Sahara region of Africa in rural
areas where traditional performances occur, such
as the Ckumkpa in Nigeria, women rarely perform
in predominantly theatrical performances. In the
Chumkpa, young boys satirize women through
skillful female impersonation, carefully mimick-
ing a female walk and mannerisms. Though
women are heavily involved in African dance, the-
atrical performance done by all-male secret soci-
eties and masquerades rarely allow women.

Throughout Asia in centuries past, women
have historically been allowed to dance but
rarely to perform in theatrical presentations. In
the highly refined Chinese Peking Opera, Tan is
the name for female character roles. This is fur-
ther broken down into Ching-I, the virtuous
woman role, Hua-Tan, the coquette female role,
and Wu-Tan, the militant female or amazon
role. The famous Tan, Mei Lan Fang, is said by
his admirers to have been able to portray the
essence of woman better than any actual
woman. In the Japanese Kabuki, the term for fe-
male roles is Onnagata. The tradition of female
impersonation in Japan continued into the film
era until the mid-1920s, the name for the role
being Oyama. In Java there is a realistic contem-
porary dramatic form, Ludruk, including female
impersonators, who are used because it is be-
lieved the dance within the drama is too rigor-
ous for female performers.

Female impersonation has provided humor,
titillation, and shocks in the U.S. cinema, with
such classics as Some Like It Hot, 1959, and Tootsie,
1982.

References: Ferris, Lesley. Crossing the Stage: Controversies
on Cross-Dressing. New York: Routledge, 1993;
Senelick, Laurence. The Changing Room: Sex, Drag, and
Theatre. New York: Routledge, 2000.
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Finland

Finland is sometimes considered a part of Scandi-
navia, mainly because Sweden controlled Finland
from 1154 to 1809 and greatly influenced
Finnish culture and theater. From 1809 to 1917
Finland was an autonomous grand duchy within
the Russian Empire, and it then had continuous
interaction with the Soviet Union. The effect on
Finland of this relationship was negative at first,
but grew to be increasingly beneficial to Finland
until the collapse of the USSR in 1991. Theatrical
links with Russia are likely, but scholarship has
yet to confirm this claim. Finns have a long his-
tory of asserting independence from Scandinavia
and Russia, and their fierce spirit has been dy-
namically expressed in theater created in their na-
tive language throughout the twentieth century.

Formal theater was first recorded in Finland at
the newly founded university, the Academy of Abo
Turku, in 1640, when students performed a kind
of Latin humanist drama, sometimes referred to as
Abo Theater. Throughout the remainder of the sev-
enteenth century student actors performed uni-
versity dramas. The eighteenth-century theater
scene in Finland was dominated by touring
Swedish acting groups.

In the nineteenth century a clear division de-
veloped between the Finnish-speaking and the
Swedish-speaking theaters. In the first half of the
twentieth century, the major conflict in Finnish
theater was between those speaking Finnish and
those speaking a higher, more literary form of
Swedish. The goal of unification has never been
fully realized.

The Finnish-speaking National Theater was
founded in 1872, predominantly through the in-
spiration of Kaarlo Bergbom (1843—-1906) and
his sister Emilie (1834—1905). Together they cre-
ated a strong group of actors, including Ida Aal-
berg (1857—-1915) and Adolf Lindfors (1857—
1929). Oskari Vilho (1840-1883) is affection-
ately known as the father of Finnish acting. Qual-
ity Finnish plays were written in the nineteenth
and twentieth centuries, starting with Aleksis
Stenvall (1834—1872). In 1902 the Finnish Na-
tional Theater obtained its first permanent play-
house. Theater in Finland today is mostly per-
formed in Finnish, and many professional
companies flourish. New plays are being written
by some recent playwrights: Paavo Haavikko

(born 1931), Inkere Kilpiners (born 1926), and
Viejo Meri (born 1928). Notable directors in-
clude Eino Kalima and Arvi Kivimaa, who have
worked at the Finnish National Theater.

The Swedish-speaking National Theater was
founded in 1916. Before this time Carl Gottfried
Seuerling (1727—-1792) and his wife brought the
classic plays from Europe to Finland. Exceptional
Finnish performers in the Swedish-speaking Na-
tional Theater were Marie Silfvan (1802—-1865)
and Erik Lindstrom (born 1906). More recently
the innovative director Vivica Bandler ran the
Swedish-speaking theater Lilla Teatern (Little The-
ater). Jack Witikka and Rolf Langbacka are excep-
tional recent directors.

In the 1980s and 1890s, the rise of the collec-
tive theater movement has been a major force in
the continued development of Finnish Theater.

See also Latin Humanistic Comedy

References: Bandler, V. “The Cry From an Island in
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Hanna-Leena and Irmeli Niemi. “Finland.” In
Nordic Theatre Studies: Yearbook for Theatre Research in
Scandinavia, 41—45. Copenhagen: Munksgaard,
1989; Lacy, Suzanne. “Finland: The Road of
Poems and Borders.” Journal of Dramatic Theory and
Criticism 5, 1 (Fall 1990): 211-222; Langbacka,
Ralf. “Brecht in Finland.” The Brecht Yearbook 20
(1995): 128—-133; Marker, Frederick. A History of
Scandinavian Theatre. Cambridge: Cambridge Uni-
versity Press, 1996; Meserve, Mollie Ann, and
Walter J. Meserve. A Chronological Outline of World
Theatre. New York: Feedback Theatre & Prospero
Press, 1992; Robinson, Horace. “A Brief Visit to
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176-177.

Foot Binding

China

Tradition of binding feet of young Chinese
women to demonstrate refinement and increase
sexual appeal. Perhaps the custom of foot binding
was developed during the Tang dynasty in the
sixth century by court dancing girls who did a
sort of tap dance in a small space. Although the
exact date of this custom’s inception is unknown,
the custom of foot binding was well in place by
the ninth century. Women with bound feet have a
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Disfigured feet of a Chinese woman whose feet had been bound. (Bettmann/ Corbis)

teetering step that causes them to sway from side
to side with a hip movement regarded as highly
erotic. Male actors of female roles in Peking
Opera, called Tan, have perfected this gait. They
use a special device bound to their own feet to aid
them in this manner of walking. This device is a
small wooden block to which the actor’s foot is
securely bound. The wooden block is shaped to
resemble the hoof-like form of a woman’s bound
foot. The actor would characteristically have one
hand on his hip and hold a handkerchief coquet-
tishly. Even though reasons a woman could not
appear on stage were moral ones, it’s also the case
that a woman’s portrayal of the female character
would have been inferior to a man’s because of
her physical disability, namely her deformed feet.
Male actors were able to develop techniques for
imitating women that were theatrically more
powerful and visually more exciting than would
have been possible for real women with bound

feet, who were unable to walk very far or for a
very long time. The Manchus, nomadic Mon-
goloid people of Manchuria, who conquered
China in the seventeenth century, outlawed foot
binding, but they were unable to enforce such a
law and eventually withdrew it. Since the Chinese
Cultural Revolution, 1966—1976, the technique
of impersonating women with bound feet has
been banished from the stage because it repre-
sents the feudalistic values rejected by Commu-
nist thinking.

References: Scott, A. C. The Theatre in Asia. New York:

Macmillan, 1972.

Forman, Richard (1937-)

United States

Theater director, designer, writer, and producer
of avant-garde works; founder, in 1968, of The
Ontological Hysterical Theater. His work re-



112 France

belled against traditional theatrical conventions;
instead, it mapped the very act of imagining,
progressing along one thought and then chang-
ing gears without a logical reason to do so. His
first production, Angelface, in 1968, included dis-
cordant speech and actions, performed mostly
by inexperienced actors. Much of his work
prior to 1975 was primarily concerned with
putting an object or actor on stage for observa-
tion. Total Recall, 1970, involved actors who were
directed to show no emotion and to speak dia-
logue that seemed random. The higher aim of
these performances was to force the audience
into another manner of thinking and processing
information.

Other performances include Pandering to the
Masses, 1975, Penguin Touquet, 1981, and Film Is Evil:
Radio Is Good, 1987. Forman became director of the
upstairs theater at St. Mark’s Church in New York
in 1991, where he has produced many of his own
works and the work of others.

References: Bigsby, C. W. E. A Criticdl Introduction to

Twventieth-Century American Drama. New York: Cam-
bridge University Press, 1985.

France

The history of theater in France is one led pre-
dominantly by actors, who often acted as play-
wrights, directors, and managers. Outstanding ac-
tors took a lead role in setting standards of
excellence, advancing their medium to match the
advancement of human thought, and experi-
menting with theatrical conventions. Many lead-
ing French theater artists of the twentieth century
also contributed to French cinema.

Although traveling performers no doubt enter-
tained throughout medieval France, the first
recorded French performance is in 1283, with
the folk play Le Piéce de Thédtre de Robin et Marion (The
Play of Robin and Marion). The first secular
drama, recorded as occurring in the late thir-
teenth century, is Adam de la Halle (Adam of the
Market). Farce is a genre of comedy that devel-
oped from the interlude in the French mystery
play of the Middle Ages (1470). Among many
other troupes, one amateur troupe of performers,
the Confrérie de la Passion (Brotherhood of the
Passion), performed religious dramas in Paris
from the fourteenth through the sixteenth cen-

turies and controlled the French theater scene in
the seventeenth century.

French theater reached its first high point in
the seventeenth century, elevated by the outstand-
ing tragedies of Pierre Corneille (1606—1684)
and Jean Baptiste Racine (1639-1699) and the
comedies of Jean-Baptiste Poquelin Moliére
(1622—-1673). Moliere did more to inspire excel-
lence in the art of acting, playwriting, staging,
and intelligent satire than any other French the-
ater artist before or since. He thrilled audiences,
both royal and common, with his natural style of
comic acting.

The Comédie Frangaise, founded in 1680, is
still a cooperative society of actors making up the
French national theater, which, since its incep-
tion, has attracted and “made” many of France’s
star actors. The centuries in French theater history
are marked by outstanding and highly influential
actors such as Marie Desmares Champmeslé,
Adrienne Lecouvreur, Lekain (Henri Louis Cain,
1728-1778), Frangois Talma, and Sarah Bern-
hardt. After the French Revolution, the Romantic
movement inspired many great writers for the
theater, especially Alexandre Dumas (1803—
1870) and Victor Hugo (1802-1885), the suc-
cess of whose plays was enhanced by the fame of
well-known actors. During the nineteenth cen-
tury new theaters opened to end the monopoly of
the Comédie-Francaise, such as the Odéon, an-
other government theater. The shift to naturalism
prompted by authors like Henrik Ibsen and
Emile Zola (1840—-1902) made obsolete the styl-
ized acting of the most prominent actors. André
Antoine developed hugely influential new natu-
ralistic acting styles, which included the use of
low voices, occasional backs to the audience, col-
loquial ways of speaking, and complete absorp-
tion in the character. This new movement de-
manded that actors focus less on their style of
declamation and vocal abilities and more on the
content of the play, serving the play with natural
vocal expression and realistic acting.

The beginning of the twentieth century saw an
enormous sweep of energetic reformers, actor-di-
rectors such as Lugné-Poe, Jacques Copeau, and
Charles Dullin, who worked to do away with all
that was considered false in French theater. Jean
Cocteau, primarily a playwright and filmmaker,
was a leader of an artistic movement known as



surrealism which sought to present a reality
above or within the surface reality.

Perhaps one of the most influential theater
theorists in the twentieth century, Antonin Ar-
taud still stands as a prophetic spokesman for
pure and essential theater. In the 1930s Artaud
published a series of essays promoting a “Theater
of Cruelty,” in which the audience is assaulted out
of its apathy and metaphorically raped by a per-
formance. He strove for a primitive vision of the-
ater that communicated beyond language. His vi-
sion, though never fully realized, has been a
guiding point for many theater artists.

Absurdism and existentialism are two
post—World War II movements that asserted that
the world is inherently irrational and created dra-
mas in which characters strive to construct mean-
ing from the rubble of human existence.

Many French theater artists attempted to break
out of the typical mold of theater centered in
Paris serving an elite audience. Jean Vilar pre-
sented classics to a popular audience in Paris. The
government began subsidizing the decentraliza-
tion of theater in the late 1940s, supporting the
work of Roger Planchon in the provinces for ex-
ample. More recently, Ariane Mnouchkine cre-
ated a theater commune, the Théitre du Soleil
(Theater of the Sun), that produces innovative
theater in nontraditional spaces.

France was home to a revival of the ancient per-
formance form Mime with the work of Etienne
Decroux, who developed a language of gestures.
Marcel Marceau, regarded as the greatest mime
performer of his time, continued this tradition.
Jean-Louis Barrault integrated his expertise in
mime into many innovative theater performances.

Fernando Arrabal (b. 1932), the most notable
French playwright of the 1960s, wrote absurdist
plays such as Pique-nique en Campagne (Picnic on the
Battlefield) (1959), and more ceremonial, “free
theater” plays such as LArchitecte et I'Empereur
d’Assyrie (The Architect and the Emperor of As-
syria) (1967). During the 1960s in France, dis-
satisfaction with the conservative Comédie-
Francaise and the partial breakdown of the Odéon
and TNP (Théatre National Populaire) caused the-
ater groups to perform in nontraditional spaces
such as cafes, the streets, and artistic centers, a
tradition which has continued to enliven the
French theater scene on a grassroots level.
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Other recent popular theater groups include
the Théatre de la Salamandre and Théatre National
de Strasbourg. Both created innovative theater
works through the 1970s and 1980s. In 1983 the
production of Michel Vinaver’s L'Ordinaire, a play
about cannibalism, at the Comédie-Frangaise
demonstrated that the Old Guard of the Comédie
is making attempts to take in the new talent that
is emerging. Alternative theater continues to
thrive in France. Cirque d’Hiver (Circus of the
Winter) is an innovative circus that performed for
several months in Paris in 2001. Musical street
theater groups, such as Cirque de la Mer starring
Luc Zalay, are finding great success in France tour-
ing the country and performing music, short
comical skits, and jokes, mostly at outdoor festi-
vals. In puppet theater, the play La Bataille de Stalin-
grad (The Battle of Stalingrad) was presented at the
Thblisi Theatre in Paris in 2000. This World War II
piece of puppet theater is described as an inti-
mately scaled piece.
See also Diderot, Denis; Romanticism; Well-Made
Play
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Free Southern Theater

United States

Theater founded in 1963 by John O’Neal and
Gilbert Moses (1942—-1995) (both African Ameri-
can actors and directors) and Richard Schechner;
a product of the civil rights movement. Based in
New Orleans, the theater traveled to small black
communities, many of which had never seen the-
ater before. Their first performance was the
thought-provoking In White America, and then they
did a comedy, PutlieVictorious, by an African Ameri-
can writer, Ossie Davis. This was at a time when
segregated seating at movies and theaters was still
enforced or when African Americans were not al-
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lowed in theaters at all. Thus, FST was the only
theater available to many African American com-
munities. In the beginning they took up dona-
tions at their performances and existed on a mea-
ger budget, while still maintaining high artistic
standards; later they received large grants.
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French Cinema

The history of cinema is generally acknowledged
as beginning in 1895, when two French brothers,
Louis and Auguste Lumiere, projected their films,
usually scenes of real life, for a paying audience.
This established the prominence and influence of
French cinema throughout film history. The first
female film director was a French woman, Alice
Guy (1873-1968), once the secretary of Léon
Gaumont, who by 1900 was head of the world’s
largest studio, Gaumont Studios. Another early pi-
oneer of French film and rival to Gaumont was
Charles Pathé, who in 1908 contributed finan-
cially to a film company named Film d’Art (Art of
Film) that produced films of stage productions
starring famous stage actors who performed at
the Comédie Frangaise, including even the fa-
mous Sarah Bernhardt.

After World War I, French film began to ex-
hibit the sophisticated artistic qualities it has since
continued to develop. Two of the early proponents
of avant-garde art films were Louis and Germaine
Dulac, who directed a number of experimental
silent films. Two of the primary creators of French
film in the 1920s and 1930s were René Clair
(1898-1981), and Jean Renoir (1894-1979),
who acted in his own film La Grande Hlusion (Grand
Mlusion), 1937. Renoir filmed Toni, 1935, on lo-
cation in the village of Les Martiques and utilized
nonprofessional actors.

The actor Jean Gabin (1904—1978) best exem-
plified the poetic realism that dominated the
French cinema in the late 1930s. Prior to the out-
break of World War II, France was at the forefront
of quality film production, but that lead was
badly jarred by German occupation from 1940 to
1944. Many actors were recruited for service in
the war, and many of France’s leading filmmakers
emigrated to Hollywood. A major talent in the

late 1940s was Jean Cocteau, who created an
eclectic array of visually stunning films. Jacques
Tati emerged as a wildly talented comic actor and
director in the 1940s and 1950s.

France’s next influential movement was called
La Nouvelle Vague, or the New Wave. Talented young
filmmakers rebelled against what they perceived
to be the stagnation of the old guard. Luis
Bufuel, a Spanish-born filmmaker, created some
masterly films in France in the 1960s including
Belle de Jour, 1967, starring the leading French ac-
tress Catherine Deneuve.

Competition from Hollywood plagued French
cinema throughout the 1970s and afterwards.
However, the creation of films of high artistic
quality continues, with such talented filmmakers
as Diane Kurys, who directed Entre Nous (Between
Us), 1983, and Luc Besson, who directed La Femme
Nikita 1990. French actors of great range and tal-
ent such as Gérard Depardieu and Juliette
Binoche are famous throughout the world and
appear in the films of many nations.

See also Italian Neorealism
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Fu Lien Ch’eng

China

Most famous actor training school for Peking
Opera during the late nineteenth and early twen-
tieth centuries. The school was privately owned
by a businessman with a love for theater and
music. Only male students between the age of
seven and twelve were admitted to the school,
and only with consent of the owner. Students had
to be physically suited for performing, strong,
agile and physically attractive. Once accepted, the



boys were separated from their parents, who
signed a contract permitting the school to have
complete control over their sons for the next
seven years. Students were not allowed to quit.
Most students were from professional acting fam-
ilies, so they had no choice but to pursue acting.
There was no real way out of their social caste.
After five years a student was reassessed, and it
was determined whether the child had a chance
of making it as a performer. If not, he was trained
in makeup or costumes, or as a musician. Actors
had an austere lifestyle, with strictly controlled
diet and activities. There was no general education
in the history or aesthetics of Peking Opera, just
performance practice and training. Teachers led
the students through unrelenting drills with their
voices and through rigorous physical training in
movement and acrobatics. After graduating from
the school, almost all of the students would con-
tinue training with a private teacher. Mei Lan
Fang (1894-1961), the most famous actor of
Peking Opera, graduated from this school and left
a detailed description of its aims and organization
in his memoirs.

References: Kalvodova, Sis, and Vanis Kalvodova.
Chinese Theatre. Trans. Iris Urwin. London: Spring
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Fu Tai Hsi

China

Hand puppets from southern China. It is believed
that hand puppets first appeared in the sixteenth
century in Fujian, southern China. The approxi-
mately 16-inch-long puppets are constructed
around a cotton glove shell into which the pup-
peteer’s hand is inserted to control the puppet.
The legs are stuffed cotton with carved wooden
feet attached at the bottom. The puppeteer’s fore-
finger reaches into the hollow head to control it.
The hands for the puppet are also carved from
wood and can sometimes hold little properties.
The master puppeteer, Tou, performs all the major
roles and does most of the speaking and singing.
The assistant, Er, usually an apprentice to the mas-
ter, performs minor roles. The backstage area
must be painstakingly organized for quick transi-
tions of puppets to maintain the flow of a per-
formance. A puppeteer controls one puppet on
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each hand, perfectly coordinating jabs, spins, and
jumps. Fujian puppeteers are famous for their
lifelike portrayal of animals. A tiger puppet may
leap ferociously and then stop to scratch its fleas.
The stage for performances is elaborately carved
from wood with two levels. It is 6 feet wide and 7
feet high with windows, panels, and doors. Inside
it has space for two puppeteers. In the 1950s
larger, more open stages replaced traditional
types, allowing ten or more puppeteers to per-
form together. Taped music and theatrical lighting
were also added for special effects. The costume
and makeup on the puppets is the same as the
Peking Opera. Puppeteers must begin training
young before the tendons in the hand become in-
flexible. This is necessary because the thumb con-
trols one arm and the last two fingers the other
arm. To make the shoulders appear even on the
puppet, the hand must be very flexible. Students
train with a master puppeteer to learn to move
the head of the puppet subtly, so that the move-
ments are not jerky or overdone.

References: Stalberg, Roberta Helmer. China’s Puppets.
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Fugard, Athol (1932-)

South Africa

Internationally known South African playwright,
whose work exposes the harsh social realities for
all South Africans, blacks and whites. He partici-
pated as an actor and director in many of his own
early productions, so that the dialogue was often
developed during rehearsals. Though he is white
himself, two of his first plays, No Good Friday, 1958,
and Nongogo, 1959, had all-black casts. He also cre-
ated plays in sympathy with poor whites in South
Africa, and his play People Are Living There, 1963, had
an all-white cast.

In 1961 he produced Blood Knot at the Dorkay
House in Johannesburg, performing one of the
lead roles himself. He collaborated with black ac-
tors in New Brighton in 1963 and formed a the-
ater group, the Serpent Players. The actors who
created Sizwe Bansi Is Dead in 1972 with Fugard met
with extraordinary international success. Their ef-
forts inspired many groups to experiment with
improvisational methods for creating dramas and
discovering their own voice, rather than follow-
ing the set European and American models of the-
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ater. His work Master Harald and the Boys premiered at
the Yale Repertory Theater in New Haven in 1982.
In the 1990s his work became more actively
engaged with the political situation, with plays
such as My Children, My Africa, 1989, and Playland,
1992. His plays are still widely performed by uni-
versities and theaters around the world. The film
Boesman and Lena, 2000, starring Danny Glover and
Angela Bassett, is based on the play by Fugard.
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Futurism

France, Italy

Artistic movement created by Filippo Tommaso
Marinetti (1876—1944) when he published his
futurist manifesto in Paris in 1909. Impressed
with industrialization, artists in this movement
sought to embody the energy and speed of ma-
chines in artistic forms. Futurists were a band of
young people who sought a complete break with
the past. They valued aggressiveness to such an
extent that they idealized war. During the 1920s
its theories became identified with Fascism.

In theater futurists denounced contemporary
practices and advocated change, in hopes of cap-
turing the dynamism of modern life. They pro-
posed a synthetic form of drama characterized by
being very brief and having a rapid succession of

disparate attractions. Playwrights wrote Sintesi,
short scripts intended to capture the essence of a
mood, emotion, condition, or situation. The ac-
tors in these plays performed disconnected tasks
or actions, often simultaneously, and used non-
verbal sounds. Psychological characterization was
minimized and nearly obliterated.

The postwar futurist, Enrico Prampolini, went
so far as to call for a theater with no human ac-
tors. He proposed that colored gas and luminous
forms should take the place of humans, claiming
that light and gas are better at evoking the myste-
rious spiritual forces with which theater should
concern itself.

The futurist movement brought about an ex-
amination of some fundamental aspects of theater,
such as the use of the arena (the circus ring espe-
cially), barriers between audience and performers,
and the use of modern multimedia technology.
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Gamelan

Indonesia, Malaysia

A traditional Southeast Asian orchestra, made up
of gongs, cymbals, drums, and sometimes a
melodic reed instrument, used to accompany tra-
ditional dance and drama.

Ganesha

India

Elephant-headed Hindu god, known as the re-

mover of obstacles, son of the Hindu god Shiva

and his female consort, Parvati. He is most often

shown with four arms, each hand holding one of

his attributes, and accompanied by a mouse, who

removes obstacles too large for Ganesha. Many In-

dian theatrical performances begin with invoca-

tions to Ganesha.
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Garrick, David (1717-1779)

England

English actor, writer, theater manager, and play-
wright. Garrick began as a wealthy wine mer-
chant who enjoyed performing in amateur plays.

17

His first large role was the lead in Shakespeare’s
Richard ITT, which made him an immediate success.
In 1742 he was invited to Drury Lane, oldest and
most famous of London’s theaters, where he
played many leading roles, including the title
roles in Hamlet and King Lear. Garrick was a friend
to Charles Macklin and in love with the talented
actress Peg Woffington (1714—1760).

As an actor he was versatile and had a natural
grace in his stage movements. He was a naturalis-
tic actor in a time of stilted declamation and styl-
ized stage movement. He drew his inspiration
from life and nature and observed the world
around him for insight into his characters. In
1747 he became director of Drury Lane, where
he played many of the great roles to high acclaim
until 1776, when he retired. He is also responsi-
ble for removing spectators from the stage, where
previously the rich had sat to observe perform-
ances and to be seen.

References: Matthews, Brander. Actors and Actresses of
Great Britain and the United States from the Days of David
Garrick to the Present Time. New York: Cassell, 1886;
Oman, Carola. David Garrick. London: Hodder and
Stoughton, 1958.

Gaucho

Argentina, Uruguay

The cowboy of South America, a character that
developed in Argentina and Uruguay, first
through poetry in the early nineteenth century,



118 Gaulan Kala

then novels, and finally on the stage in a popular
genre known as Teatro Gaucho. The gaucho always
operates alone in his demand for justice. He is
proud and most often silent. He became a symbol
of Argentine and Uruguayan independence as the
rural individual and rebel who stands in solitary
opposition to such forces as colonization and a
controlling
would regulate his life.

institutionalized government that

References: Versényi, Adam. Theatre in Latin America:
Religion, Politics, and Culture from Cortés to the 1980s.
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Gaulan Kala

India

Oldest and most popular form of drama about
Krishna, the eighth and most important incar-
nation of the Hindu god Vishnu, in the Go-
mantaka region in south India. Both male and
female children enact the various sports of Kr-
ishna as a young boy. The Sutradhara, the narra-
tor, opens the show with a song explaining the
glory of Krishna and the value of worshipping
him. Then there is a play based on the naughty
pranks of Krishna as a child, such as his getting
caught stealing butter or his flirtations with the
Gopis, or milkmaids. Two Gopis act as jesters.
Their interplay creates much humor. The child
performers generally sing in verse with mini-
mal dialogue. There is none of the eroticism in
Gaulan Kala that is usual in other dance-dramas

focusing on Krishna.
References: Varadpande, Manohar Laxman. Krishna
Theatre in India. New Delhi: Abhinav, 1982.

Gelede

Benin, Nigeria

Masked dance drama, in which male and female
Gelede characters portray the physical characteris-
tics distinctive to each gender. The Gelede is said to
belong to women, though both male and female
characters are performed only by men. It is dedi-
cated primarily to the great-grandmothers of the
community. Though Gelede could be viewed pri-
marily as a dance, there is dramatic imperson-
ation occurring, namely the portrayal of social

roles for men and women and the attributes of
each gender.

A performance commences with young boys,
Gelede-to-be, who are so small they must hold the
mask with both hands while they dance. The au-
dience enthusiastically receives these performers-
in-training. After the children perform, the older
and more accomplished performers take turns
performing, progressing from teenaged dancers
to, finally, the master dancers. Each dancer enters
from one side of the oval-shaped clearing used as
the performance space and progresses toward the
drummers at the opposite side. Through the cho-
reography the crowd witnesses how the male ag-
gressively consumes the space with his dance and
movements, flaunting his unrestrained power. He
exhibits a great variety of stamping movements
while maintaining a wide stance. In his exuber-
ant performance he whirls and jumps full turns
in the air. The female character maintains a nar-
row stance. Her controlled and channeled move-
ments have purpose and move her more directly
toward the drums. She performs with great
strength and speed. At times two identical char-
acters emerge and mirror each other’s move-
ments. Each performer is portraying the Ase, or
life force, of each gender, which communicates
the differences between the two, his Ase strong
and obvious, hers, mysterious, hidden, and
covertly powerful.

Beginning at noon, performances occur in the
center of the main market. An oval-shaped per-
formance area is maintained by “crowd con-
trollers,” men armed with large sticks or palm
branches, needed because the audience crowds
toward the performers as the excitement mounts.
The masks are carved from wood and balanced on
the head. The male Gelede character wears a pan-
eled garment that spins outward when he turns
with great speed, whereas the female Gelede char-
acter has her torso tightly wrapped in fabric. All
performers hold horsetail whisks in each hand to
emphasize the reach of the arm.

The drums do more than accompany perform-
ances. They have a dialogue through rhythm with
the performers, each responding to the other and
following each other’s lead. The drums are tuned
to evoke the sounds of the human voice. The basis
for Gelede choreography is the Eka, which is a
drum phrase that imitates the vocal patterns of



the Yoruba language, thus communicating social
commentary, the beauty of the language, and
even humor.
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Gendai-geki
Japan
A type of Japanese film based on modern life.
There many subgenres: Shomin-geki (middle-class
comedy), Mother Picture (focused on a mother-
children relationship), Wife Picture (depicting
the hardships of marriage for a woman), Non-
sense Picture (farcical comedy), and Youth Picture
(depicting the wild antics of youth, like American
beach movies of the 1950s and 1960s).

See also Ozu, Yasujiro; Kurosawa, Akira
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Género Chico

Cuba, Dominican Republic

A dramatic form that originated in Spain as an ab-
breviated version of the light opera called Zarzuela;
based on a contemporary theme with the same
kind of alternation of dialogue and music as an
operetta. Género Chico developed in Cuba in the
early nineteenth century and even earlier in the
Dominican Republic. The name comes from the
Spanish generic term for a short one-act play. This
form was naturalized to Cuban tastes by Francisco
Covarrubias (1755-1850) in the early nineteenth
century. The plots were based on Cuban customs
and situations of the period. These performances
attracted a popular audience from the lower and
middle class and became the basis for Bufo theater,
which emerged later in the century.

See also Cuba
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Genet, Jean
See Absurdism

George II, Duke of Saxe-Meiningen
(1826-1914)

Germany

German director and scenic designer, considered
to be the first modern director to have worked to-
ward ensemble acting. In 1874 the duke estab-
lished an acting troupe in the minor principality
of Saxe-Meiningen that was to have a major influ-
ence on the development of Western theater. He
proved that having one director, for whom he
used the French term régisseur, who could give a
unified interpretation of a play, was superior to
having all of the action of a play revolve around a
few star performers, which was the norm in his
day. Succeeding in getting the star actor out of the
spotlight and integrating him or her into the ac-
tion of the drama, he and his first-rate troupe of
actors worked toward true ensemble playing. They
sought to find a vital connection between all of
the actor’s movements in connection with the
stage design. The rehearsal process was extensive,
and the director attended to the smallest details of
stage action, including crowd scenes, which were
carefully choreographed. The Duke’s wife, Ellen
Franz, was responsible for coaching the actors on
the interpretation of their lines. Excellent disci-
pline was demanded of the entire company. Cos-
tumes were historically accurate.

The Meiningen Company toured throughout
most of Europe and inspired both Konstantin
Stanislavsky and André Antoine.
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Georgia

An independent nation that was a part of the So-
viet Union from 1922 until the USSR dissolved
in 1991. Georgia has a long rich theater history,
with close ties with Russian theater, beginning in
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the nineteenth century. Many leading actors and
directors of Georgia trained in Russia. The Soviet
Union encouraged theater. The thirteen theater
companies in Georgia in 1913 had expanded to
forty-eight theater companies by 1938. In 1921
the Rustavelli Theater was established in Thilisi in
a climate of artistic flourishing and rapid growth
in the arts. One of the great theater artists and
teachers of the time was K. A. Mardzhanishvilli.
One of the founders of modern Georgian theater
was the richly expressive actress Vera Iulianovna
Andzhaparidze (born in 1900). In addition to
being an accomplished actress of both comic and
tragic roles, she directed the Mardzhanishvilli
Theater in Thilisi from 1957 to 1959. By 1960
there were twenty operating theaters in Georgia,
most of which performed in Georgian. The Geor-
gian acting style has been greatly influenced by
Russian trends, particularly Stanislavsky. Great
agility and expressiveness in many actor’s move-
ments is due to the ballet training made available
to them. Georgian folk dancing and their ancient
musical traditions are a great pride for Georgians
and are still performed today to celebrate their
past and present culture.

See also Soviet Cinema
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German Cinema

Film in Germany has varied greatly since its in-
ception, experiencing a 1920s golden age, com-
plete government domination during the Nazi
regime, and another artistic flowering in the late
1960s. The early years of silent films in Germany
produced unexceptional works, which often lost
out in popularity with German audiences to im-
ports from the United States, France, and Italy.
The famed stage director Max Reinhardt lent the
medium of film some credibility when he di-
rected a few early silent films. In 1914, when
World War I broke out, film production in many
other European countries decreased. German film
companies were no longer plagued by competi-
tion from imports, which gave a boost to their in-
dustry. Film actors to emerge during this time in-

clude Emil Jannings (1884—1950) and Pola Negri
(1894-1987).

When the war ended in 1918, a decade of
quality filmmaking began. Primary influences on
the films of this era were the artistic movement
known as expressionism and the theater of Max
Reinhardt. Robert Wiene’s The Cabinet of Dr. Caligari,
1919, was one of the first highly expressionistic
Germany films, characterized by a nightmarish
excursion into the twisted mind of its protago-
nist. Another classic German expressionistic film
is Nosferatu, 1924, directed by F. W. Murnau. Rein-
hardt influenced German film through his use of
light and shadow, his impressive ability to create
convincing crowd scenes, and his creation of the
kind of intimate drama known as the Kammerspiel,
or the chamber play. At the end of the 1920s the
advent of sound brought on a decline in the
artistic quality of German films. Early talkies
were predominantly romantic dramas or light
musicals. One exceptional early movie of the
sound era was The Blue Angel, 1930, directed by an
American in Germany, Josef von Sternberg, star-
ring Marlene Dietrich (1901-1992) in one of
her first film performances.

When the Nazis took control of Germany in
1933 they likewise began controlling the film in-
dustry and were quick to use it to promote their
ideology. All Jews were banned from the industry,
and liberals were strongly discouraged from con-
tinuing their work. Censorship preceded the
complete takeover of the film industry by the
Nazis in 1942. Lavish amounts of funding were
poured into the making of propagandistic films,
including the documentary Triumph of the Will,
1935, by Leni Riefenstahl. Another film of hers,
Olympia, 1938, was a more covertly propagandistic
film, as it idealized and beautifully presented the
body of the Arian athlete.

In 1945, at the end of World War II, directors
who had been prominent under Nazi rule were
blacklisted. In response to the devastation of war,
Germany produced many films—known as “rub-
ble films”—dramatizing the deterioration of
cities and social conditions. East and West Ger-
many officially separated in 1949, and their re-
spective film industries grew in separate direc-
tions. In East Germany many films dealt with
issues of hardship for the lower, working class,
such as Our Daily Bread, 1949, written and directed



by King Vidor. West Germany produced mostly
films of low artistic merit that were meant for
light entertainment. Many film actors gained
fame, some even international, during this post-
war time including Horst Buchholz, Romy
Schneider, Maria Schell, and Maximilian Schell.

The Junger Deutscher Film, or Young German
Cinema, did not emerge as a powerful artistic
force until the late 1960s. An enthusiastic group
of young filmmakers protested to the government
for support, but did not receive this until 1968,
when a government-sponsored film institute was
established in Berlin. These filmmakers, such as
Werner Fassbinder, Werner Herzog, and Wim
Wenders, were united in their ideological stance,
opposing the affluent bourgeois way of life of
West Germany while searching for a more com-
munal idealistic way of living.

Since the 1960s, production of German films

has lagged behind that of other European coun-
tries, and competition from Hollywood films still
plagues the German industry. Still, quality films
were produced in the 1980s and 1990s by Ag-
nieszka Holland, Doris Dorrie, Vadim Glowna,
and Michael Klier. The 1990 unification of East
and West Germany led to increased production of
films and the enrichment of the artistic quality of
these films, thanks to pooled resources and ex-
citement over unification.
Brauerhoch, Annette. “VIPER: The
Twelfth International Film and Video Conven-
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Germany

Germany is a central European nation, originally
composed of numerous states with a common
language and traditions; it was not united into a
country until 1871. At the end of World War II
(1939-1945), Germany was split into two coun-
tries, the Federal Republic of Germany (or West
Germany) and the German Democratic Republic
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(or East Germany), and it remained divided until
1990. Germany has been a powerful theoretical
and creative force in the development of Western
theater.

One of the first known forms of secular theater
in Germanic areas was the Fastnachtspiel, a kind of
farce that was a mix of religious drama and native
Germanic elements from pagan rituals. Farces of
this kind were often performed at carnivals tradi-
tionally preceding Lent, or by youths in villages,
in which case in-jokes played a large part in the
humor. It is believed that there was very little sep-
aration of audience and performers and that both
joined in a final round dance at the conclusion of
the show.

Some of the first actors in Germany moved
from performing religious plays in the church to
form guilds by the fourteenth century. Guilds
were professional organizations of tradespeople
such as cobblers or carpenters who sometimes
sponsored and themselves participated in theater
productions. One of the best-known guilds in
Germany was that of the Mastersingers. Their
chief dramatist, Hans Sachs (1494—1576), wrote
hundreds of folk comedies, and Sachs himself
trained the actors, who were tradesmen perform-
ing in their spare time. Thus, these actors were
able to maintain their good standing as re-
spectable citizens.

By 1550 Jesuit schools began performing in-
structive teachings that included some dramatic
spectacle. As the Jesuits continued performing
these plays, often dramatizing the lives of saints,
they increasingly made concessions in their moral
rigidity to appeal to popular taste and eventually
included even scenes of violence. One perform-
ance in 1640 featured a dummy figure of Jezebel
being torn to pieces by dogs.

Germany was late to develop a national theater
with professional actors, mainly because of the
devastation caused by the Thirty Year War
(1618-1648), which left a divided Germany that
still performed medieval religious plays and secu-
lar farces. By the seventeenth century, many tour-
ing groups from Italy, England, and France en-
couraged local groups to form and improve their
skill. The comic character Hanswurst appeared in
many farces.

In the eighteenth century, Friedrike Caroline
Neuber raised the standard of “good taste” on
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the German stage, ridding the theater of its for-
mer vulgarity (though not without a struggle
with popular audiences), and providing instead
more elevated dramas, mostly adapted from
French plays. Johann Wolfgang von Goethe was
the most celebrated intellectual of his time in
Germany, and indeed in all Europe. Together with
the playwright Friedrich von Schiller he created
a kind of theater at the Duchy of Weimar that em-
phasized beauty and harmony on the stage. The
great actor Konrad Ekhof performed for a brief
time at their theater.

At the beginning of the nineteenth century, the
Burgtheater, founded half a century earlier, be-
came one of the finest theaters in Europe under
the management of Joseph  Schreyvogel
(1768-1832). He attracted the best German-
speaking actors of the time. By the mid-nine-
teenth century, the trend toward realistic acting
was beginning, with fidelity to real life as its goal.
A true director’s theater began near the end of the
nineteenth century with the work of the Duke of
Saxe-Meiningen, who stressed ensemble acting
and did away with the idea that all aspects of a
performance should be subservient to one star
actor, as was the case before. This movement to-
ward theatrical unity was advanced farther by
Richard Wagner. Freie Buehne (The Free Stage)
was a naturalistic group of actors, including
Emanuel Reicher (1849-1924), which was mod-
eled after André Antoine’s Théatre Libre, formed
in 1889, a highly influential group in promoting
realistic acting even though it only lasted three
seasons.

Max Reinhardt gained international recogni-
tion for the high quality of his many eclectic pro-
ductions. Once in the United States he married
the actress Helene Thimig. Another important in-
novator of modern German theater of the early
twentieth century was Gustav Grundgens. The
artistic movement known as expressionism
began in Germany in the early part of the twenti-
eth century and greatly influenced German the-
ater and German cinema. Erwin Piscator and
Bertolt Brecht were inspired by social ideas that
radically changed the way they presented theater.
They wanted an epic theater, one that did not
allow the audience to be swept away by senti-
mental emotions, but instead kept them alert and
examining the social situations of the characters.

Brecht used a style of acting aimed at producing
what was known as the alienation effect to
achieve this desired end. Brecht’s wife, Helene
Weigel, is said to have best exemplified this style
of acting. Piscator developed documentary the-
ater, which was carried on by Peter Weiss.

The rise of the Nazi party in 1933 and the
coming of World War IT (1939-1945) had a dev-
astating effect on German theater. Most of Ger-
many’s top theater practitioners, many of whom
were Jewish, fled the country. The Nazis did,
however, permit a specifically Jewish theater,
which continued up until the climax of the per-
secution of the Jews began in 1941; After World
War II actors in West Germany gathered back
together at the Zurich Playhouse, which lasted
into the 1950s. In 1947 the Ruhr Festival was
started to encourage the coal miners of the area
to interact with their own culture. In the 1960s
the notion of a Volkstheater, or a theater for the
people, became popular. Many theaters tried to
democratize the way in which theater was cre-
ated by allowing actors and designers to have
input into artistic decisions in a sort of collective.
Perhaps the most influential theater in the 1970s
and 1980s was in Berlin, the Playhouse on the
Hallenschen Ufer, begun in 1962 by Peter Stein,
who gathered a talented and dedicated group of
actors around himself.

After World War II theater in East Germany
began as early as 1945, with returning actors
such as Ernst Busch (1900-1980) and Gustav von
Wangenheim (1895-1975). Bertolt Brecht, He-
lene Weigel, and Erich Engel (1891-1966)
founded the Berliner Ensemble in 1949, upon the
request of the East German government, in order
to use theater to promote ideals of social justice,
peace, and democratic renewal. In the 1950s Stal-
inist cultural policies began to dictate following
the tenets of socialist realism, against the wishes
of many theater artists who wanted to develop
their own style of theater. In the 1960s, at the
Deutsches Theatre (German Theater) in Berlin,
Benno Besson contributed to the development of
a Russian realistic style of acting, inspired by
Stanislavsky. In the 1970s, as governmental con-
trol over artistic output increased, many top ac-
tors and artists left East Germany. For those who
stayed, the theater became a powerful tool for
protest and demonstration against oppression.



The reunification of East and West Germany
in 1990 has brought about a new enthusiasm
for collaborative works. Theater artists in former
East Germany have struggled to discover their
role in this new governmental setting, since they
have lost their vital role as spokespersons for the
oppressed.
See also Nazi Germany’s Jewish Theater; Reiniger,
Lotte
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Ghana
The traditional theatrical roots in Ghana richly
feed the modern flowering of new theatrical cre-
ations. One older traditional form is the Bedu, a
masked dance-drama performed by the Nafana
people during one lunar month out of the year
known as the “dance moon.” Another traditional
source of theater comes from storytelling, such as
the Anansesem, or spider stories. Ceremonies and
festivals with theatrical elements also lend to the
current richness of Ghanaian theater. The Abodkyer,
a deer-hunting festival in Winneba, is a festival of
misrule, which provides an occasion for licensed
mischief, many dramatic skits, and much parody-
ing of important figures in the community.
Ghana’s most exciting theatrical creation of
this century is the Trios, or concert parties. These
are professional touring theater groups that im-
provise comic plays based on themes pertinent to
the lives of the general populace.
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Gielgud, John (1904-2000)

England

English actor, whose grandmother, Kate Terry, and
aunt, Ellen Terry, were great actresses. Gielgud
began acting at seventeen and by twenty-five was
the leading male performer at the Old Vic Com-
pany, a famous London Theater, where he per-
formed the lead role in many works by Shake-
speare and others. Gielgud performed the title
role in Hamlet over 500 times during his life. In
1935-1936 Gielgud performed in Romeo and Juliet
over 180 times; he and Laurence Olivier traded
off the roles of Mercutio and Romeo. In 1945 he
began directing and was particularly successful
with his production of The Lady’s Not for Burning
(1949) by the popular playwright Christopher
Fry. His theatrical performances are far too nu-
merous to mention all of them. In 1958 he cre-
ated a solo work featuring many Shakespearean
characters, Ages of Man, which he toured interna-
tionally to great acclaim.

As an actor he was known for his intelligence
and awareness. Not as physical as some of his
other male contemporaries, he projected a more
refined style. Vocal expressiveness and remarkable
range were most prominent in his work. He per-
formed in numerous films, including Julius Caesar,
as Cassius in 1953 and later in the title role in
1970, The Shoes of the Fisherman, 1968, Murder on the
Orient Express, 1974, Chariots of Fire, 1981, Gandhi,
1982, and The Power of One, 1992. Gielgud won an
Oscar in the comedy Arthur, 1980, as Dudley
Moore’s butler. He played Prospero in a richly or-
nate film based on Shakespeare’s Tempest, Prospero’s
Books, 1988, directed by Peter Greenaway.

On his ninetieth birthday in 1994, the Globe
Theatre in London became the Gielgud to honor
his contribution to English theater.
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Gilbert and Sullivan

England

Famous librettist and composer duo who created
light operas together from 1871 to 1896. William
Gilbert (1836—1911) wrote the lyrics and Arthur
Sullivan (1842-1900) was the composer in their
collaborations, which began with Thespis, 1871.
Another early work was Tridl by Jury, 1875. They
gained fame with HMS Pinafore, 1878 and The Pirates
of Penzance, 1879. Other works include Princess Ida,
1884, and The Mikado, 1885, set in Japan. Their op-
eras were known for their outstanding musical
quality and topsy-turvy plots. The film Topsy Turvy,
2000, directed by Mike Leigh, focused on the
separate lives of Gilbert and Sullivan their rela-
tionship, and the staging of The Mikado. It also
gives insight into the acting life of the late nine-
teenth century in England.

Giri
Japan

Code of honor for a samurai warrior.

Gish, Lillian (1896-1993)
United States
American actress of the stage and silent films,
often considered the best actress of her era. Both
Gish and her sister, Dorothy Gish (1898-1968),
began acting as children in melodramas on the
stage. She toured as a child with companies,
sometimes with her mother and sister and some-
times alone, to supplement their meager family
income. Their big break came when the two sis-
ters and their mother were cast in D. W, Griffith’s
An Unseen Enemy, 1912. Lillian became Griffith’s fa-
vorite heroine, and her physical frailty, combined
with spiritual strength and tenacity, came to typ-
ify the Victorian female of his sentimental films.
These implausible melodramatic films, such as
Orphans of the Storm, 1922, were elevated through
the richly creative acting talent of Gish. Since
these were silent films, she relied heavily upon
her physical expression of emotions and her
communicative facial expressions. She performed
many of her own stunts, even riding an ice block
down a frozen river.

Lillian directed her sister Dorothy in the film
Remodeling Her Husband, 1920, and Dorothy married

Winnie Melville and Derek Oldham during the first act of a 1929
London production of Gilbert and Sullivan’s Mikado at the Savoy
Theater. (Hulton-Deutsch Collection/ Corbis)

James Rennie, her co-star of that film, in 1920.
Lillian went on to perform in the films La Bohéme
and The Scarlet Letter, both in 1926. By the 1930s
she returned to the Broadway stage and per-
formed Ophelia opposite John Gielgud in the
title role of Hamlet. Gish never married and kept
her private life away from the public eye.
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Gita Govinda

India

Operatic dance-drama, mostly in southern India,
in Orissa, and also in Kerala, where this form is
known as Ashtapadi Attam. A chorus of singers per-
form narration and songs enacted on stage by
dancers. The dramatic action of each performance



revolves around Krishna, the eighth and most
important incarnation of the Hindu god Vishnu,
and Radha, Krishna's favored milkmaid, coming
together. Sexual union is seen as a metaphor for
blissful union with God.

A performance opens with a song invoking the
gods, after which a beautiful dancer enters and
scatters flowers on the stage. She then interprets a
song through dance, exits, and the drama begins.
Jayadeva (born early twelfth century) wrote the
poetic dramas most popular in Gita Govinda. His
lyrical style of writing is a near perfect vehicle for
song, dance, and language.

References: Varadpande, Manohar Laxman. Krishna
Theatre in India. New Delhi: Abhinav, 1982.

Goethe, Johann Wolfgang von

(1749-1832)

Germany

German playwright, poet, intellectual, and theorist,
who established a vogue for an idealized form of
acting for the classical stage to lend grace and dig-
nity to the theater. His best-known plays are Faust
(Part 1), 1808, and Faust (Part 2), 1830. In 1775
Goethe was invited to the Duchy of Weimar and
became extremely active with the duke’s amateur
theater group. From 1791 to 1817 he was director
for the Weimar Court Theater, during which time
he attempted to infuse dignity into the art of the-
ater and the occupation of acting. Goethe collabo-
rated with Friedrich von Schiller from 1794 until
1805, when Schiller died. Together they created a
style of acting for the classical movement based on
simplicity, harmony, and dignity.

Goethe wanted to create an idealized artificial
beauty on the stage. Because the actors he had at
his disposal were lacking in talent and creativity,
he devised “Rules for Actors” spelling out how to
speak, move, and gesture. Strict rules of conduct
were enforced for his actors off the stage too. In
fact these rules even extended to the conduct of
the audience, which would be reprimanded by
Goethe himself during a performance if they
transgressed the rules. Goethe’s rules for acting
were carried on for generations, the popularity of
them fueled by the fame of Goethe himself. The-
ater artists in later times had to argue long and
hard to deconstruct this artificial and external ap-
proach to acting.
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Gogol, Nikolay (1809-1852)

Russia

Playwright, theorist. When in school as a young
man, Gogol was active in theater. In 1828, when
he moved to Saint Petersburg, he hoped to become
an actor but failed. He wrote many comedies, but
the only one to reach success (and cause great con-
troversy) was The Inspector General, 1836, a comedy of
errors about a small corrupt town that mistakes an
opportunistic traveler for the inspector general. The
only thing that saved this play from the censors was
the fact that the emperor liked it. This play is one of
the first realistic comedies from Russia. Gogol also
wrote The Marriage in 1833. His writing coincided
with a time when acting styles in Russia were be-
coming more realistic. Gogol believed that a direc-
tor should be actively involved in the process of the
actors, drawing out the inner life of the play and
balancing all the parts. He also called for truthful-
ness in theatrical representation.

See also Russia
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Goldberg, Whoopi (1949-)

United States

American film actress capable of hilarious com-
edy and touching drama. Originally named Caryn
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Actress Whoopi Goldberg in the starring role of Sarafina! (1982)
(Courtesy of Hollywood Pictures)

Johnson, Goldberg began performing as a child
and attended the High School for the Performing
Arts in New York. Her big break came with her
one-woman show Spook Show, in which she imper-
sonates a wide variety of characters, from a
young African American girl wishing for long soft
hair, to an urban black man visiting the Anne
Frank museum in Germany. She weaves them all
together into a heartfelt and humorous considera-
tion of race and humanity. Her first screen ap-
pearance was in The Color Purple, 1985, for which
she received acclaim. As a supporting actress in
Ghost, 1990, she won an Academy Award. In a
pure comedic role, she made Sister Act, 1991, and
the sequel, Sister Act II, 1993. She performed in the
movie Sarafina!, 1992, about South Africa. With
her wild hair and round spectacles, her exuber-
ance and keen sense of timing have made her one
of the great comedians of the twentieth and
twenty-first centuries.
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Gopal Kala

India

A form of drama about Krishna, the eighth and
most important incarnation of the Hindu god
Vishnu, in the Gomantaka region, south India;
usually performed in the morning after an

evening performance of Dashavatar Kala, a form of
drama about the ten incarnations of Vishnu-Kr-
ishna, the Hindu god. The story dramatized tells
of a demon disguised as a cowherd boy who was
sent to kill Krishna. The demon mixes with the
Gopis, milkmaids, and plays games with them.The
demon is killed by Balarama, another incarnation
of Vishnu-Krishna, before he can do Krishna any
harm.

A performance begins as the Sutradhara, the nar-
rator, invokes Lord Ganesha, an elephant-headed
Hindu god. Then the chorus sings about the
games being played by the Gopis. Performers in
two groups, one led by Krishna, the other by the
demon, challenge each other with riddles pre-
sented in song for two hours. This sung duel cul-
minates as the demon lifts Balarama onto his
shoulders and starts running away. Balarama hits
him on the head with a fatal blow of the fist. The
Sutradhara and his chorus then sing a song of Kr-
ishna. The final act is that a pot of milk and curd is
broken and the contents shared with the audience.

Only performers playing Krishna, Balarama,
and Pralambha wear makeup and costumes. All
others perform in simple street clothing.

References: Varadpande, Manohar Laxman. Krishna
Theatre in India. New Delhi: Abhinav, 1982.

Gopis

India

Young milkmaids. In stories about the life of
Krishna, the eighth and most important incarna-
tion of the Hindu god Vishnu, the Gopis often
gather around him, unable to overcome their ex-
treme attraction to him. They are present in Ras
Lila, a Krishna dance-drama, and in most other
forms that dramatize Krishna tales.
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Gray, Spalding (1941-)

United States

Actor, playwright; most known for his humorous
autobiographical one-man shows, which he tours
with extensively. Gray began as an actor at the
Alley Theater in Houston. In 1969 he joined
Richard Schechner’s Performance Group. He
later broke from the group and began working



with Elizabeth LeCompte and the Wooster Group
on the Rhode Island Plays, such as Sakonnet Point,
1975, Rumstick Road, 1977, and Nayatt School, 1978,
all based largely on autobiographical material. He
went on to begin performing solo works, such as
Sex and Death at the Age 14, Swimming to Cambodia, and
Monster in the Box, which he tours extensively to
popular crowds in large venues. When perform-
ing these he utilizes minimal setting, usually an
oversized chair and table upon which he places
his script, which he refers to while performing.
His performance style is conversational and unaf-
fected, more like storytelling or solo comedy than
acting. In 1988 he successfully performed the role
of the Stage Manager in Our Town at the Lincoln
Center.
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Greece

From the sixth to the third centuries B.C. one of
the greatest civilizations of the ancient world
evolved, above all in Athens, to lead the world in
art, politics, philosophy, and science. Greek civi-
lization, including ancient Greek theater, was
spread throughout much of the Middle East and
western Asia by Alexander the Great, king of
Macedonia, and, after his death in 323 B.C., by the
Hellenistic kings who ruled over the different
parts of his empire. Greece was absorbed into the
Roman Empire between the second and first cen-
turies B.C. and remained part of the Byzantine Em-
pire after the split of the Roman Empire in the
fourth century A.D. The country was taken over by
the Ottoman Turks in 1460 and was under control
of the Ottoman Empire for 350 years. During this
time the shadow puppet theater of Turkey, Karagoz,
was adapted by Greek theater practitioners to be-
come Karagiozis. Greece won its independence
from the Turks in 1827. Various Western powers
sponsored leaders for Greece, none of which were
well accepted by the people. Political instability
characterized the Greek political situation until the
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1950s, when Greece adopted a new constitution
designed to create a stable government.

During Byzantine and Turkish rule, Greece did
not have a national theater. Following Greece’s in-
dependence from the Ottoman Empire, the The-
atron Scontzopulos was opened in 1835, but it
was dominated by traveling French and Italian
companies. Many Greek theater ensembles and
opera companies found a home in 1930 when a
national theater was founded. A romanticized
ideal of their classical past and perhaps a desire to
reclaim some pride after the debilitating effect of
World War II led Greece to a revitalization of clas-
sical theaters such as Epidaurus in the 1970s. In
these preserved structures many contemporary
directors revive the classic works of ancient Greek
tragedy and Greek comedy.

References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Ley, Graham. A Short Introduction to the Ancient Greek

Theater. Chicago: University of Chicago Press,
1991.

Greek Chorus

A group of men who sang and danced choral
odes, especially those that divided the acts of an
ancient Greek drama; these odes may be de-
scended from the dithyramb, a kind of hymn
honoring Dionysus. The chorus originally had
approximately fifty men, but the playwright
Aeschylus reduced the number. Members of the
chorus remained in the orchestra, a large circular
area between the audience and the stage,
throughout the entire play. Functioning as an
ethical and social framework for a drama, the
chorus often represented members of the com-
munity. For example, in Oedipus Rex, by Sophocles,
the chorus is a group of concerned citizens, and
in Medea, by Euripides, the chorus is a group of
important women of Corinth. Choruses were an
important element of many community events in
ancient Greece, contributing a richness to any
ceremony at which they performed. Thus, it was
quite natural and effective to have a chorus play
such an integral role in dramatic performances.
There were choruses for tragedies, comedies, and
satyr plays.
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The structure of Greek tragedy included a
prologue, the episodes (or agons), and the exodos.
Between each structural element, the chorus per-
formed different songs: parodos was the general
name given to songs sung while moving onto the
stage, and the stasimon was sung between episodes
while standing still. In some plays, the chorus
sang a choral ode set in a pair of stanzas called the
strophe and the antistrophe; the former was sung
as the chorus moved from right to left, the latter
as they moved back to the right. The chorus
would also sing or chant a dialogue with the cho-
rus leader. Almost nothing is known about the
music, other than that the lyrics were sung by the
entire chorus in unison, probably with one note
to each syllable.

During a production the chorus remained still
when not performing: That is, they did not act
like a crowd scene to provide a naturalistic back-
ground for the drama. The coryphaeus, the leader of
the chorus, who was probably distinguished by
costume, occasionally spoke dialogue with the
actors on the stage. The function of the chorus
was to give advice to the characters, express
opinions, and ask questions. The chorus was the
ideal spectator and set the overall mood of the
performance. Not only adding movement and
spectacle, their songs and dances also served an
important rhythmic function. The choral dancing
was done in formation of either a rectangle or a
circle. Believed to be predominantly solemn, the
style of dance was dignified, but at times could
have become wild and nearly ecstatic. Emmeleia is
the name given to a solemn choral dance per-
formed during a tragedy. The chorus’s move-
ments were expressive and mimed the moods,
emotions, and content of the accompanying
songs through use of the hands, arms, body posi-
tion, and feet movements.

Choruses practiced for months before a pro-
duction. A choregos was a wealthy citizen who paid
for all expenses of a performance, including pay-
ment to chorus members. He also paid the chorodi-
daskalos, the teacher of the chorus.

See also Greek Comedy

References: Bieber, Margarete. The History of the Greek

and Roman Theater. Princeton, NJ: Princeton Uni-
versity Press, 1961; Taplin, Oliver. Greek Tragedy in
Action. Berkeley: University of California Press,
1978; Webster, Thomas Bertram Lonsdale. Greek
Theatre Production. London: Methuen, 1970.

Greek Comedy

Ancient Greek comedy most likely evolved from
the Komos, dancing and antics of gay revelers in
honor of the Greek god Dionysus. From the fifth
century onward comedy in Greece developed
through three distinct periods: Old, Middle, and
New Comedy. It was at the Lenaia, one of the reli-
gious festivals dedicated to Dionysus, that comedy
was first improvised and then, in the first half of
the fifth century B.C., given literary form. Com-
edy was allowed into the grandest religious festi-
val, the City Dionysia, in 487.

Lasting from 486 to 400 B.C., Old Comedy fo-
cused on farce and physical humor. Embodying
some far-fetched idea, these plays commented on
contemporary society in clever ways, sometimes
by ridiculing famous individuals or by exposing
the absurdity of government policies. The visual
humor largely depended upon physical pranks,
such as erect phalluses emerging from the cos-
tumes of male characters. The only surviving
works of Old Comedy are by the great comic
playwright Aristophanes.

Middle Comedy, from which there are only
pieces of scripts, lasted from 400 until 330 B.C.
and was never considered even in times of antiq-
uity to be more than a feeble reflection of Old
Comedy. Much less political than its predecessor,
Middle Comedy tended to focus on themes from
daily life. Individual resemblances to public fig-
ures were avoided, and humor was instead drawn
from physical imperfections, shameless behavior,
bawdy flirtations, and old age.

The New Comedy of the playwrights Menan-
der, Philemon, and others replaced Middle Com-
edy in about 330 B.C., during the early years of
the Hellenistic Age, if that period is thought of as
beginning when Alexander the Great came into
power in 336. Since Athens was no longer an in-
dependent democracy, there was not the same
freedom of speech as Aristophanes had enjoyed.
Thus, plays from this era focused on the middle
class and their shortcomings in social manners. In
a polished and refined style of humor, social vices
such as vanity were attacked rather than individu-
als. A popular theme was children outwitting
their parents to marry by choice, usually with the
help of a quick-witted servant or slave.

Comedy was first performed voluntarily by
nonprofessional actors, who were always male.



Thus, the number of actors in a drama was not
limited. An independent contest for best comic
actor was introduced at the Lenaia in about 442
B.C., and not until 325 B.C. at the City Dionysia.
After this time, the number of actors performing
comedies was limited to three, since the state
would pay the salaries for only that many. Actors
had to play several roles, using masks and cos-
tumes to distinguish the various characters.

Costuming in Old and Middle Comedy was
designed to make the actor appear comical.
Padded bodysuits, which probably evolved from
those used by the padded dancers who reveled
for Dionysus in the sixth century, were worn
under costumes to make the actors appear short
and fat. Since a limited number of actors per-
formed a play, there would not have been time to
change much more than a mask when an actor
had to change character. Thus, both male and fe-
male characters wore the padding. Male charac-
ters wore short tunics and cloaks that didn’t ex-
tend much below the waist. To great comic effect,
a large leather phallus was strapped to the waist
and protruded out of the short male costume.
Sometimes it was strapped up to try to hide it,
and it was let loose when jokes were made about
it. The phallus was a symbol of fertility associated
with the worship of the Greek god Dionysus.
Masks worn by actors featured exaggerated facial
expressions, with big mouths, and sometimes hu-
morously mimicked important citizens.

New Comedy abandoned these greatly exag-
gerated costumes, discarding the indecent phallus
and stuffed bodysuits. The grotesque masks were
preserved only for some of the lower-class char-
acters, such as soldiers and slaves.

Musical accompaniment for comedies was
performed on flutes, clappers, and a guitar-like
instrument called a cithara. The licentious and
wild Kordax, complete with whirling jumps and
clashing buttocks, was the style of dance typical
of Old and Middle Comedy performances.

References: Bieber, Margarete. “The Statuette of an
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Rule in Menander.” Classical Philology 5 (1910):
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Rome. New York: Norton, 1977; Taylor, David. Act-
ing and the Stage. Boston: George Allen & Unwin,
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Greek Tragedy

The first Greek tragedy was created in the middle
of the sixth century B.C. by Thespis, when he dis-
tinguished himself from the chorus as a character
and entered into dialogue with the chorus during
the performance of an ode in honor of Dionysus,
thus creating dramatic confrontation. In the fifth
century B.C., which was the golden age for Greek
tragedy, great works by the poets Aeschylus,
Sophocles, and Euripides were written, and
some of them survive today, providing a measure
by which all Western dramas are judged. As the
quality of dramatic literature decreased in the
fourth century B.C., the quality of Greek classical
tragic acting reached its peak.

Once actors distinguished themselves from
the chorus, a structure of Greek tragedies
evolved into an elaborate series of alternations
between dialogue performed by actors and
choral odes (lyric poems sung by the chorus),
each part developing the dramatic action or re-
sponding to it. The recurring structural features
include the following: The prologue introduces
the conflict by telling of the action that occurred
prior to the opening of the play. Not all tragedies
have a prologue, but the next feature is present
in all tragedies; the parodos opens the drama
proper with the entrance of the chorus. Of the
extant plays, this portion varies in length from
20 to 200 lines; the chorus introduces itself,
provides exposition, and sets the proper mood.
A series of three to six episodes, or agons, fol-
lows, during which the main action is devel-
oped. The episodes consist of dialogue between
actors, and between actors and the chorus. Be-
tween the episodes, the chorus performs choral
songs known as Stasima. The final feature, the exo-
dos, reveals the conclusion of the drama, after
which all characters and the chorus depart from
the performance area.

There are many other recurring stylistic fea-
tures of Greek tragedies. The dramas commence
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just prior to the climax, and only the final part is
dramatized, a device known as a late point of at-
tack. Physical violence in the dramas is almost al-
ways committed off stage and only after its com-
pletion are the results revealed to the audience,
usually on what is called the ekkyklema, a platform
on wheels. Most often there is a unity of time,
place, and action, meaning that the drama occurs
in real time, with no breaks and no change of lo-
cation. Greek myths and history form the subject
matter for Greek tragedies. Playwrights were free
to alter these stories as they wished and could in-
vent motivations for the characters.

Three male actors performed all character
roles and often had to play more than one role in
a play, ranging in type from royal to coarse and
from masculine to feminine. Because the state
paid the expenses for only three actors to perform
in each drama, physical and vocal versatility was a
must for actors. There is no evidence besides the
remaining scripts for what happened in the ac-
tion of the play, and there are almost no stage di-
rections in the scripts, since the playwright him-
self was usually the director.

Since tragedy descended from Dionysian ritu-
als, costumes worn for tragedy retained three es-
sential elements for such rituals, to symbolize
continued devotion to Dionysus: the sleeved robe,
the cothurnus,a flat calf-length boot, and the mask.
The floor-length robes with long sleeves are be-
lieved to have been lavish, made of fabric de-
signed in colorful swirls, stars, and circles. Special
character types had other accoutrements to iden-
tify them; warriors wore armor, and people in
mourning wore black. The heel of the cothurnus
was flat originally; it became a platform shoe later
in the history of Greek theater, in order to make
the actor appear larger.

A masterfully crafted mask covered the entire
head of the tragic actor. These masks were usually
made of linen, but sometimes cork or wood was
used. Lifelike hair billowed from the top of the
mask, surrounding the solemn expression of the
face. There were openings for the eyes, so that the
actor could see, and for the mouth, which not
only allowed the actor’s voice to be heard, but
amplified it. The facial expression of the mask
could not change, but, due to the size of the audi-
ence, subtle expressions of the face would not
have been visible. This suited Greek dramas, since

they were not trying to communicate the psycho-
logical nuances of characters so much as the ethos
of their heroic characters, which a visually static
mask could consistently assert.

Musical accompaniment was performed by a
flute that sounded like an oboe or clarinet in
tone, a lyre, a trumpet, and various forms of per-
cussion. Only rarely was music used apart from
words sung by the chorus. The choral dance that
accompanied their singing was expressive rhyth-
mical movement.

Greek tragedies focused on the protagonist,
who was always a person of noble birth. This per-
son was at the mercy of his or her moirq, or fate, of
which he or she did not have a complete under-
standing. The anagnorisis, the moment of recogni-
tion of destiny, was most often the climax of the
play. Aristotle, in his theoretical work on theater,
the Poetics, wrote that it was most satisfying for the
audience if this recognition occurred at the same
instant that the tragic hero’s fortune reversed,
known as peripeteia. The most perfect example of
this conjunction of peripeteia and anagnorisis
was, according to Aristotle, to be found in Oedipus
Rex, by Sophocles.
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Routledge, 1992; Shister, Famic Lorine. “The
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Grotowski, Jerzy (1933-1999)

Poland

Theater innovator and director who was influ-
enced by his training in Cracow, Moscow, and
China. Brought up in the Stanislavsky tradition,
Grotowski had great respect for Stanislavsky and
worked to continue his research on the physical
action involved in acting. He became the cham-
pion of the idea of a “poor theater,” in which the
actors and the theater are freed from financial re-



strictions because of a vow of poverty. Poverty
gave the luxury to work on a performance for as
long as a year and to perform it to very small au-
diences. Poverty also demanded minimal stage
trickery, and so allowed for a direct and profound
connection between the audience and the per-
former. His theater was a laboratory, and his pro-
ductions were investigations into the relationship
between the actors and the audience.

In 1959 Grotowski became manager of The-
ater Laboratory, which moved to Wroclaw in
1965. He began his work believing in the pri-
macy of the director but later shifted his focus to
the actor. His was a psychotherapeutic morality
theater rather than a theater for entertainment.
Through extreme and arduous physical exer-
cises, his actors gained mastery over their ex-
pressive capacity. All this was done to remove the
blocks between the actor and his or her pure ex-
pression. This process demands that the actor
surrender to a role, as a sort of sacrificial offer-
ing to the audience. Grotowski articulates his
theories and experiences in his 1968 book, To-
wards a Poor Theatre.

He toured to the United States and Europe
with his famous works Akropolis and The Constant
Prince. In 1976 Grotowski disbanded the Labora-
tory Theatre but continued practical research on
actors. In 1986 the workshop of Jerzy Grotowski
was founded in Pontedera, Italy. In 1996 Gro-
towski changed the name to Workcenter of Jerzy
Richards. In 1987
Richards created the “opus” (as it is referred to)
Downstairs Action (1987) and the “opus” Action
(1994), both experimental, mostly non-narrative
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pieces. Grotowski’s influence on the development
of modern theater has been outstanding.
References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting. New York: Crown, 1970; Richards,
Thomas. At Work with Grotowski on Physical Actions.
New York: Routledge, 1995; Wolford, Lisa. Gro-
towski’s Objective Drama Research. Jackson: University
Press of Mississippi, 1996.

Group Theater

United States

Collective theater in New York from 1931 to
1941, started by Harold Clurman (1901-1980),
Cheryl Crawford (1902—-1986), and Lee Strasberg
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(1901-1982), that stressed ensemble acting and
sought to present plays with social significance.
These three former members of the Theater Guild
wanted to establish a group of dedicated actors
who would train according to the Method, based
on the teachings of Stanislavsky of the Moscow
Art Theater. The unifying goal of this theater was
the belief that a point of view was necessary for
the actors, directors, and designers of a show, and
that the actors should all train in their craft in the
same way to realize this vision in true ensemble
acting.

first learned the
Method from two Stanislavsky students, Richard

Young American actors

Boleslavsky and Maria Ouspenskaya, who worked
at the American Laboratory Theater. At the Group
Theater, Strasberg was the primary acting teacher.
He is known for having developed his own inter-
pretation of the Russian Stanislavsky System and
turned it into the distinctively American Method.
He utilized many improvisational exercises to get
actors to portray true emotions. He relied heavily
upon emotional recall and the actor’s own life ex-
perience to inform insight into the character. This
training forced the actors to go deeply into them-
selves. When Stella Adler returned from studying
with Stanislavsky overseas, she said that the Group
was relying too heavily on these elements intro-
duced by Strasberg, which caused a rift among
the Group. Strasberg left in 1937 and continued
working and teaching with the Actors Studio.

Committed to social realism, the Group chose

as their primary playwright Clifford Odets
(1906—-1963), who wrote Awake and Sing and Wait-
ing for Lefty, both produced in 1935. One impor-
tant actor with the Group from the beginning
was Morris Carnovsky (1897-1992), who ap-
peared in The House of Connelly, 1931, among many
other productions. As an actor he was known for
speaking in a rich voice and exuding a sense of
ease.

References: Demastes, William. Beyond Naturalism: A
New Realism in American Theatre. New York: Green-
wood, 1988; Gassner, John. “The Group The-
atre, In Its Tenth Year: A Critical Estimate.” The-
atre Arts 24 (1940): 729; McBride, Murdoch.
“For Actors Studio’s 50th Year, A Group Theatre
Retrospective.” Back Stage 39, 17 (24 April
1998-30 April 1998): 3, 49; Mordden, Ethan.
The American Theatre. New York: Oxford Univer-
sity Press, 1981.
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Grummelot
Italy
A term, originally from the French, referring to
the creation of a flow of sounds to suggest a con-
tinuation of speech even though simply one is
only babbling; used by players of commedia
dell’arte, improvised sixteenth- and seventeenth-
century Italian comedy. The onomatopoeic con-
tinuation of sounds that resemble speech, when
combined with gestures, gives the onlooker the
impression of having witnessed a polished and
well-rounded speech. The ability to create this il-
lusion was the basis of improvisational perform-
ing in commedia dell’arte.

References: Rudlin, John. Commedia Dell’Arte: An Actor’s

Handbook. London and New York: Routledge,
1994.

Grundgens, Gustav (1899-1963)
Germany
Actor, director, and a prominent innovator in
modern German theater. Beginning as an actor,
Grundgens got his first notable roles with Ziegel’s
Company in 1923, where he performed the lead
role in Danton’s Death in 1928. He joined the Berlin
National Theater in 1932 where he both acted
and directed. At the Deutsches Schauspielhaus
(German Theater) in Hamburg, he directed many
innovative modern works. He was, perhaps, most
famous for his portrayal of Mephistopheles in the
play Faust by Goethe. As an actor, he was
renowned for his wit, grace, and elegance, which
won him many sophisticated roles that com-
manded the attention of all who witnessed him.
References: Chinoy, Helen Krich, and Toby Cole. Ac-
tors on Acting. New York: Crown, 1970; Patterson,
Michael. German Theatre Today: Post-War Theatre in West

and East Germany, Austria and Northern Switzerland. New
York: Pitman, 1976.

Guomundsdottir, Stefania (1876-1926)
Iceland

Actress of the Icelandic stage, credited with ush-
ering in a new age of artistic growth and excel-
lence in Iceland. Known as Fra Stefania, she was
not the first actress to perform on the stage in Ice-
land, since women are reported to have per-
formed in Iceland since 1839, except in grammar

schools where it was not allowed. She had her
debut at the age of sixteen and impressed the
crowds with her vivacity and charm. She started
as an actress of light comedies but developed into
a dramatic actress capable of expressing the com-
plex emotions found in the European classics. Her
career lasted thirty years, during which time she
performed many of the great roles from plays by
Henrik Ibsen and other playwrights.

She is noted for her extraordinary flexibility of
expression. Reviews of her performances often
mentioned her charm and radiance. After 1923
she managed the Reykjavik Theater Company.
When she visited Copenhagen to perform, re-
views compared her favorably with the best Eu-
rope had to offer. She is credited as the first great
actor of either gender to emerge from the Ice-
landic settlement.

References: Einarsson, Sveinne. “Frt Stefania: The
First Icelandic Actress.” In Nordic Theatre Studies:Year-
book for Theatre Research in Scandinavia, ed. Kela Kvam,
41-48. Denmark: Institute for Theatre Research,
University of Copenhagen, 1988.

Gustav III (1746-1792)

Sweden

King of Sweden from 1771 to 1792 and enlight-
ened patron of the arts, theater being his primary
passion. Other Scandinavian monarchs had influ-
enced and supported theater but never to the level
of Gustav, who participated in selecting the plays
to be presented, casting, writing, and often act-
ing. He was a champion for Swedish theater in its
native tongue, a theater no longer dominated by
French imports. He was highly interested in his-
torical and nationalistic drama and wrote many
such plays himself or with a collaborator. The
Royal Opera was formed under his direction in
1773, performing the ambitious tragedy Orpheus
and Eurydice by C. W. Gluck in the same year. In this
theater a highly emotional French-inspired acting
style with graphic physical language was em-
ployed. Costumes became more evocative of the
character being played, rather than replicas of the
popular court dress of the time.

As an actor, Gustav enjoyed performing some
of the great heroic roles, such as the title role in
Voltaire’s Genghis Khan, until counselors persuaded
him for political reasons to desist from such pub-
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lic exploits. Hundreds of actors, singers, musi-  tav. His death marked the end of royal involve-
cians, and dancers in residency presented operas, = ment in Swedish theater.

spoken dramas, and ballets at his court theater in See also Royalty and World Leaders as Actors
Drottningholm, while outside beautiful spectacles References: Marker, Frederick, A History of Scandina-
were performed as pageants. From all over Europe vian Theatre, Cambridge: Cambridge University

Press, 1996; Mattsson, Inger, ed. Gustavian Opera:
An Interdisciplinary Reader in Swedish Opera, Dance, and
Theatre 1771-1809. Stockholm: Royal Swedish
Academy, 1991; van Boer, Bertil, ed. Gustav III
an abrupt halt in 1792 at a masked ball at the and the Swedish Stage. Lewiston, NY: E. Mellen,

Royal Opera when an assassin’s bullet killed Gus- 1993.

he acquired the greatest talent in scenic design,
acting, and architecture.
This momentum of theatrical growth came to






Haiti

Originally inhabited by the Arawak, the island
now known as Haiti was first visited by Westerners
in 1492 when Christopher Columbus stepped
onto its shores. In the next century, Western en-
slavement and foreign diseases killed the entire
population of the Arawak. A predominantly
African slave-based agricultural society followed,
until slavery was abolished in 1794. France had
colonized Haiti until a general uprising of slaves in
1791, which led to the country’s independence in
1804. Extreme political instability during the last
two centuries has made for much hardship for the
95 percent black population of Haiti.

Though more than 80 percent of Haiti is
Christian, the majority also practice Voodoo, there
called Vodun. Dance, which often includes the-
atrical elements, is the most vibrant expression of
the Vodun religion in Haiti. Many aspects of Hait-
ian dance-drama were brought from Africa with
the slave trade. The Meringue is a Haitian dance
form that recollects a folk story about a famous
Haitian general injured in war who found the
strength to limp off the battle field once he heard
the Vodun drums. In this couples dance perform-
ers imitate his limp.

Another dance form with strong dramatic fea-
tures is the Ghedé, an overtly sexual dance per-
formed by a dancer possessed by the personifica-
tion of death, known as Gheédé, and his devotees.
Death as a character is a jokester, one who deranges
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things and takes situations lightly. He dresses in a
black tailcoat and skirt, a stovepipe hat, and sun-
glasses. The performer possessed by Ghedé speaks
the language of the dead and of old Africa in a
nasal voice to his dancing devotees and audience.
The dance is brisk and gay with much hip swaying.
A dancer possessed by the Vodun deity Asaka,
the deity of the mountains and the fields, per-
forms the Asaka. Thus, the dance is performed in
the garb of a mountain peasant—smock, hat, and
knapsack—and in his dance he imitates planting
and sowing the ground. He moves awkwardly
and crudely to evoke the mountain people.
See also Caribbean Theater; Dunham, Katherine
References: Dunham, Katherine. Dances of Haiti. Los
Angeles: Center for Afro-American Studies,
1983; Lekis, Lisa. “The Dance As an Expression of
Caribbean Folklore.” In Caribbean: Its Culture, ed. A.
Curtis Wilgus, 43—73. Gainesville: University of
Florida Press, 1955; Metraux, Alfred. Black Peasants
and Voodoo. New York: Universe, 1960; Murphy,
Joseph M. Working the Spirit: Ceremonies of the African
Diaspora. Boston: Beacon, 1994; Nunley, John, and
Judith Bettelheim, eds. Caribbean Festival Arts. Seat-
tle: University of Washington Press, 1988.

Haka

New Zealand

All-male dance performed by the Maori of New
Zealand, which celebrates the Maori ideal of mas-
culinity. The purpose may be to perform a war
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AVodun (Voodoo) ceremony performed in Port-au-Prince, Haiti, 1969. (Raymond Buckley/Fortean Picture Library)

dance, in which case all the performers carry a
weapon with apparent deadly intent, or the dance
may be used to welcome guests who are visiting
the island.

The dancing consists of synchronized foot
stamping with the arms extended and the fingers
quivering while the dancer’s tongue hangs out
and his eyes roll. A huge chorus of men accompa-
nies the dancing with its thunderously loud
rhythmic singing; an amazing sight and sound to
behold. No wonder Europeans have long been
fascinated by this dance form.

References: Barlow, Cleve. Tikanga Whakaaro: Key Con-
cepts in Maori Culture. New York: Oxford University
Press, 1991; Dansey, Harry. The Maori in Colour.
London: Reed, 1973.

Hakawati

Iran, Turkey

A dramatic one-man storytelling tradition per-
formed in Arabic; very similar to the Turkish Med-
dah. Performers enliven their impassioned tales
with gestures and amusing imitations of behavior
and speech. When the performer impersonates
different characters, only headdresses are changed,

since there is no time to change clothes. A hand-
kerchief and a club are used to aid performer’s
mimicry and sound effects. Hakawati is still per-
formed in the early twenty-first century, though
much less frequently than in previous centuries.

References: Landau, Jacob. Studies in the Arab Theater and
Cinema. Philadelphia: University of Pennsylvania
Press, 1958; Moreh, S. “The Arabic Theatre in
Egypt in the Eighteenth and Nineteenth Cen-
turies.” Etudes Arabes et Islamiques 3 (1975): 109-113.

Hanamichi

Japan

Runway platform going between the audience
and the stage in Kabuki, popular dramatic form
of the seventeenth century.

See also Hashigaakari

References: Ernst, Earle. The Kabuki Theatre. New York:
Oxford University Press, 1956. Reprint, Hon-
olulu: University Press of Hawaii, 1974.

Hanswurst

Austria, Germany

Comic character in German-speaking theater;
considered to have been created by an Austrian,



Josef Anton Stranitzky. Many improvised comic
interludes in farces were centered around Han-
swurst. The character was as outrageously popu-
lar with the people as he was shunned by the
aristocracy. Wearing a red jacket, a ruffled collar,
yellow trousers, and a pointy green hat, this
character was imitated by many subsequent co-
medians. Hanswurst scenes were popularly used
as a comic counterpart to the serious action of a
play. The development of the character was influ-
enced by the Italian Arlecchino character in
commedia dell’arte and by the English clown
Pickelherring.

Hanswurst was considered a vulgar element in
German theater by the eighteenth-century re-
formers such as Friedrike Caroline Neuber. She
expelled him from the German stage, even hold-
ing a ceremony at Leipzig in 1737 during which
she symbolically burned him to death.

References: Prudhoe, John. The Theatre of Goethe and

Schiller. Totowa, NJ: Rowman and Littlefield,
1973; Scheit, Gerhard. Hanswurst Und Der Staat.
Wein: Deuticke, 1995; Van Abbe, Derek Maurice.
Drama in Rendissance Germany and Switzerland. Parkville:
Melbourne University Press, 1961.
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Hanuman

South Asia

The great white monkey, a beloved character from
the Hindu epic tale, the Ramayana. Hanuman is
beloved by all audiences that witness perform-
ances including his adventures and amazing feats.
A favorite among all ages, he has special powers,
such as amazing strength, the ability to fly, and a
keen strategic sense. He is depicted in the Wayang
Kulit, traditional Southeast Asian shadow puppet
theater, in Ketjak, Balinese monkey dance, in
Kathakali, Indian dance-drama, and in many other
Hindu-inspired performance form.

Hapa Haole
Polynesia
Form of hula, Hawaiian dance that interprets
lyrics through gestures, that has been greatly in-
fluenced by Christian ideas and Western culture
and literally means “half-white Hula.” This form is
generally performed only by hip-swaying women
for tourists visiting Hawaii.

References: Brandon, James. The Cambridge Guide to

Asian Theatre. New York: Cambridge University

An Indonesian dancer portraying Hanuman, the great white monkey, in a scene from the Ramayana. (Lindsay Hebberd /Corbis)
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Press, 1993; Dean, Beth. South Pacific Dance. Syd-
ney: Pacific Publications, 1978.

Happening

United States

A performance event, often improvised, which
contains elements of everyday life arranged artis-
tically; often void of character, plot, or conflict;
begun as a movement in the 1960s. Often outra-
geous and confrontational, these events are meant
to raise questions on art and society. The name
“happening” was taken originally from a piece by
Allan Kaprow called 18 Happenings in 6 Parts, 1959.
These happenings often occur in nontraditional
performance spaces such as streets or museums
and are closely related to the visual arts. Most
often untrained performers are used, as they are
sometimes better than trained actors at perform-
ing mundane tasks without emoting. Happenings
often require the performer to join in as almost a
sculptural element rather than a psychologically
complex individual or character. Though happen-
ings still occur, the term is dated.

References: Bigsby, C. W. E. A Critical Introduction to Twen-
tieth-Century American Drama. New York: Cambridge
University Press, 1985; Johnson, Ellen, ed. Ameri-
can Artists on Art from 1940 to 1980. New York: Harper
& Row, 1982; Sandford, Mariellen, ed. Happenings
and Other Acts. New York: Routledge, 1995.

Hashigaakari

Japan

Bridgeway leading to the stage in Noh, masked
dance-drama of medieval Japan. The Hashigaakari is
used only for entrances and exits. It has three pine
saplings along the length of the bridgeway, which
serve as visual markers for the actors, who have
limited sight because of the masks they wear.

See also Hanamichi

References: Ernst, Earle. The Kabuki Theatre. New York:
Oxford University Press, 1956. Reprint, Hon-
olulu: University Press of Hawaii, 1974; Scott,
A. C. TheTheatre in Asia. New York: Macmillan, 1972.

Hat Boi
Vietnam
Classical opera. Hat Boi was inspired by contact
with the Chinese as early as the thirteenth cen-

tury. Troupes flourished under court sponsorship
as a favorite type of court entertainment until the
time of Emperor Tu Duc (1847-1883). Also
small troupes would travel from one village to
the next with their costumes and equipment in
tow, performing wherever they could draw an
audience. The plays, music, costumes, and
makeup were changed slightly from the conven-
tions for the Peking Opera in order to reflect
Vietnamese tastes. Movement style and acting
conventions are still very much like the Peking
Opera. Only a few chairs and sometimes a table
are used to evoke any setting needed for a per-
formance. The ornate costumes and dramatic
makeup identify for the audience the character
type and sometimes even the specific character.
Stories are taken from famous Chinese stories
that teach Confucianism. In this century the pop-
ularity of Hat Boi is declining rapidly. The Viet-
namese people see it as inaccessible and esoteric.
There still are a few historical live performances
in the north or shown on television.

See also Tiong Tao

References: Brandon, James R. Brandon’s Guide to Theatre

in Asia. Honolulu: University Press of Hawaii,
1976.

Hat Cheo
See Hat Boi

Hawaii
See Hula; Mele; Polynesia

Heiberg, Johanne Luise (1813-?)

Denmark

Née Hanne Patges, the leading comic actress in
Denmark for over forty years. Her husband, P A.
Heiberg (1758-1841), was a playwright and the-
atrical innovator who championed the comic re-
vival in 1825. Many considered her to be the
finest actress in all of Europe. She was credited
with idealizing nature in her performances, syn-
thesizing the real with the beautiful.

In 1826 at the age of thirteen she began her ca-
reer in a vaudevillian comedy written by her hus-
band-to-be. He continued to write roles tailored
for her. Her comic partner was the much older



man, Rosenkilde. She was extraordinarily expres-
sive facially, physically, and vocally. In her roles she
was both flirtatious and self-assured. She is said to
have been fiercely independent in the rehearsal
process, during which she focused on the inner
truth of the character to lead her to the appropri-
ate outward expression. After retiring from acting
in 1864 she went on to become the resident stage
director at the Danish Royal Theater beginning in
1867, a position she held for seven years.
References: Johanne Luise Heiberg. Et Liv Gjenoplevet I
Erindringen. 5th ed. 4 vols. Copenhagen: Niels
Birger Warmberg, 1973—4; Marker, Frederick. A
History of Scandinavian Theatre. Cambridge: Cam-
bridge University Press, 1996.

Hellenistic Theater
Greece
Hellenistic theater can be thought of as beginning
with the reign of Alexander the Great, who came
to power in 336 B.C. Alexander conquered the
Persian Empire and extended his reign to India
and Egypt, building cities and promoting Greek
culture wherever he went. The favorite type of
drama for Hellenistic audiences was New Com-
edy, and not tragedy as it was for Athenian audi-
ences the century before. The playwrights became
less important in the theater, and the spotlight
was shone on the actors instead, since the quality
of writing had gone down, while the quality of
acting had steadily increased. Thus, architectural
changes occurred during this time to create a
highly distinguished and visible acting space for
these prized actors. The most dramatic change in
setting was that the stage was raised to a height of
8—13 feet. Other innovations include the Proske-
nion, the facade of the lower story of the scene
building, and the Episkenion, the facade of the sec-
ond story of the scene building. The renovations
made on the theater at Epidaurus in Southern
Greece are an excellent example of Hellenistic ar-
chitecture.
See also Greek Comedy
References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Ley, Graham. A Short Introduction to the Ancient Greek

Theater. Chicago: University of Chicago Press,
1991; Sifakis, G. M. Studies in the History of Hellenistic
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Drama. London: Athlone, 1967; Tomlinson,
Richard Allan. Epidauros. Austin: University of
Texas Press, 1983.

Henson, Jim (1936-1990)

United States

Puppeteer who created and performed many of the
lovable and zany characters of Sesame Street, The Muppet
Show, and the many Muppet movies. Henson began
performing puppet shorts for a television show
called Afternoon, where he first collaborated with Jane
Nebel, whom he later married. In 1955 he created a
television show called Sam and Friends, which ran suc-
cessfully until 1961 and featured his creatures, basic
hand and rod puppets that he called Muppets,
known for their bizarre and slightly dangerous
comedy. Frank Oz joined Henson’s company in
New York in 1963. In 1969 they created a radical
new concept for children’s programming with
Sesame Street, an educational television show featuring
such characters as Big Bird, Ernie, Bert, Oscar the
Grouch, Cookie Monster, and Grover.

Due to his irreverent humor and anarchistic
performance style, Henson’s puppets appealed to
adults. In 1975 Henson’s Muppets began appear-
ing in the groundbreaking television show Satur-
day Night Live. The Muppet Show began on television in
1976 and offered a style of puppetry that suited
an adult audience, with new characters such as
the Swedish Chef, Dr. Teeth, and many more. Hen-
son began making Muppet movies in 1979. Frank
Oz was the sole performer of Miss Piggy, and
Henson was of Kermit. Together they made movie
history in their many adventures as unlikely
lovers. Henson died in 1990, but his contribution
to contemporary American puppetry lives on in
Muppet movies still being made and in the Inter-
national Festival of Puppet Theater held at the
Joseph Papp Public Theater in New York which
began in 1992.

References: Finch, Christopher. Jim Henson, The Art, The

Magic, The Imagination. New York: Random House,
1993.

Hijazi, Salama (1855-1917)

Egypt

First great Muslim actor to be associated with
modern Arab theater. The greatest impact Hijazi
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had on Arab theater was that, because he was more
a singer than an actor, he made the musical ele-
ment the center of attention. He also started the
practice of touring to other Arabic-speaking lands.
As a young man, Hijazi was praised for his
ability to recite the Koran and for his popular
songs. He was influenced by European theatrical
touring troupes he witnessed. He performed in
the troupe of Iskandar Farah (1898-1958) for
eighteen years, where he excelled in musical dra-
mas and gained the admiration of the public. In
1905 in Cairo, he started his own troupe, called
The Arab Theater (Dar al-tamthil al-arabi), in
which he performed until his death.
References: Landau, Jacob. Studies in the Arab Theater and
Cinema. Philadelphia: University of Pennsylvania
Press, 1958; Moreh, S. “The Arabic Theatre in
Egypt in the Eighteenth and Nineteenth Cen-
turies.” Etudes Arabes et Islamiques 3 (1975): 109—-113.

Hilarotragoedia

Italy

Hilarious tragedy, a parody of tragedy given liter-
ary form in 300 B.C. in Syracuse. Actors in this
popular genre of farce were called Phlyakes, or
gossips. Mythological subject matter was paro-
died by these plays, using a mix of serious and
gay elements. There probably was some use of
stock characters as well as mythological charac-
ters. Heracles (or Hercules) was a favorite hero of
this genre and was featured in many of the plays
of which we have knowledge. Only fragments of
scripts exist. Much of what is known about this
form has been derived from vase paintings of
scenes from these plays.

References: Arnott, Peter D. The Ancient Greek and Roman
Theatre. New York: Random House, 1971; Bieber,
Margarete. The History of the Greek and Roman Theater.
Princeton, NJ: Princeton University Press, 1961;
Simon, Erika. Antike Theater (The Ancient Theatre).
Trans. C. E. Vafopoulou. New York: Methuen, 1982.

Hindi Movies

India

Popular Indian movie style; romances, fantasies,
or adventures, acted in a melodramatic and exag-
gerated style with lively songs and dances. Hindi
movies are named after Hindi, the language spo-
ken in them. These films cater to almost all of

India, since the majority of the population under-
stands Hindi, except in the south of India.
Throughout the world, wherever there are sizable
pockets of Indian people, there usually are Hindi
movies at the local cinemas and on the television
stations. The birth of Indian films dates back to
the early 1900s. The first Hindi talkie was pro-
duced in 1931. Since the 1980s, India has been
the world leader in the number of films produced
each year, with at least 800 per year.

The plot for a Hindi movie is formulaic, and
actors portray almost stock characters. The movies
are always a war between good and evil charac-
ters, with the good group triumphant in the end
and the evil group humiliated in defeat. In each
cast there is the handsome male lead, the beauti-
ful female lead (sometimes an expert in Martial
Arts), the evil male or female antagonist, and the
overweight clownish character. There are few con-
cessions made to realism. Between scenes dance
numbers erupt, with the leads gyrating their hips
suggestively in the middle of a field. The dancing
is acrobatic, enticing, and impressively vigorous,
considering the numbers are shot outdoors in the
hot midday sun. Catchy songs accompany these
dances, which usually last five or ten minutes.
Sometimes the heroine changes saris in different
shots of a single song sequence, just to show how
wealthy she is and how free her spirit is to ex-
press itself. The films themselves range from
being one and a half to two and a half hours long.

The Hindi film industry is centered in Bombay.
The movie stars, almost idolized, are popular
throughout the entire nation. The major audience
for a standard Hindi film is drawn from the mid-
dle- to lower-middle-income groups. However,
even those below the poverty line will do all they
can to save enough money to see the first show-
ing of a new release.

See also Theologicals

References: Barnouw, Erik, and S. Krishnaswamy.
Indian Film. New York: Columbia University Press,
1963; Chakravarty, Sumita. National Identity in In-
dian Popular Cinema. Austin: University of Texas
Press, 1993.

Hinduism

India

Predominant religion of India, based on the
Vedas, literature which developed from 1400—



400 B.C. By the beginning of the Christian era the
actual worship of the Vedic gods was superseded
by worship of the Hindu trinity, made up of
Brahma, the creator, Vishnu, the preserver, and
Shiva, the destroyer. Nevertheless, the Vedas are
still revered as the most sacred of scriptures, given
by revelation. This trinity predominates over a
pantheon of Hindu gods numbering in the thou-
sands who have mixed powers, good and bad,
creative and destructive.

Hindu beliefs include a deep respect for all liv-
ing things and belief in reincarnation. After a
human dies, Hindus believe that the soul is re-
born in a higher life form if the human has lived
well, and in a lower life form if the human has
been evil.

Hindu society is fragmented by belief in the
caste system; the caste one belongs to is held to de-
pend on one’s relationship with the divine. The
highest caste, the Brahmans, are considered to be
the most favored by the divine. Kshatriyas, powerful
merchants and landowners, make the second caste,
and Vaisyas, artisans and farmers, make the third
caste. Separate from them are the Sudras and the
untouchables, who are generally serfs and laborers.

Hinduism has long been a rich inspiration for
a myriad of theatrical expressions. Due to mis-
sionary zeal, Hinduism also exists throughout
much of Asia (see entries on Indonesia, Malaysia,
Nepal, and India) and has inspired the cultures.

References: Aherne, Consuelo Maria, Paul Kevin
Meagher, and Thomas C. O’Brien, eds. Encyclopedic
Dictionary of Religion. 3 vols. Washington, DC: Cor-
pus Publishers, 1979; Brandon, James R. Brandon’s
Guide to Theatre in Asia. Honolulu: University Press
of Hawaii, 1976; Eliade, Mircea, ed., The Encyclo-
pedia of Religion. 16 vols. New York: Macmillan,
1987.

Hira-Gasy

Madagascar

A kind of improvised dramatic sketch, which in-
cludes song and dance; in which the community
focuses on specific social problems and attempts
to find a solution through the performance
event. A Hira-Gasy performance involves about
twenty peasant actors, known as Mphihira-Malagasy.
In the eighteenth century Queen Ranavalona
called Hira-Gasy performers to her court to enter-
tain her and her European guests. Some of these
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Europeans, soldiers and missionaries, got so car-
ried away at these spirited displays, they joined
in the dancing. Parodying foreigners’ movements
has been an integral part of Hira-Gasy perform-
ances ever since. Hira-Gasy served the French gov-
ernment when they replaced the monarchy in
1896. Following political turmoil in the early
1970s, Hira-Gasy returned to the villages where it
is still performed.

References: Banham, Martin. African Theatre Today.
London: Pitman, 1976; Cornevin, Robert. Le The-
atre en Afrique Noire et @ Madagascar. Paris: Le Livre
Africain, 1970; Kent, Raymond. From Madagascar to
the Malagasy Republic. New York: Praeger, 1962.

Hitchcock, Alfred (1899-1980)

England, United States

Film director in England and the United States;
master of the suspense thriller. In 1920 Hitchcock
entered the film business, doing odd jobs, and he
worked his way up to assistant director and then,
in 1925, to director. One of his first films, The
Lodger, 1926, was a suspense drama, the genre for
which he became famous. Hitchcock appeared as
an extra in this film out of necessity, but he con-
tinued to appear in his own films as an extra as a
practical joke. Hitchcock’s wife, Alma Reville, col-
laborated with him on many of the screenplays he
directed. His next big success and England’s first
synchronous sound movie was Blackmail, 1929.

Hitchcock became an international figure in
1934 with his thriller, The Man Who Knew Too Much.
His last great film made in England was The Lady
Vanishes, 1938, after which he moved to Holly-
wood. His first movie in the United States, Rebecca,
1940, a psychological suspense drama, was a
huge success, winning the Academy Award for
best picture. His next picture Suspicion, 1941,
starred Joan Fontaine and Cary Grant (1904—
1986)