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CHAPTER I

SAMUEL HUME'S EXFERIENCE LEADS TO A
NEW AFPROACH TO SCENE DESIGN

I, THE PROBLEM IN HISTORICAL CONTEXT

There have been many efforts throughout theatre
history to build functional and practical stage scenery
which i3 also sesthetically pleesing. From the era of the
ancient Greeks to modern times, scene designers have faced
limitations of facilities, finances, and other practical
considerations when designing scenery for plays. In the
first two decades of the twentleth century a faction in the
American theatre was battling against the entrenched natu-
relistic form of drama and scene design, One reason for

this revolt is indicated by Mordicail Gorelik in New Theatres

for 01d:

The fact was that the post-war, World Wer I American
audience, egsentially middle and upper class, were
inclined to agree with Maeterlinck, Only the conflicts
of the inmer 1ife seemed really worthy to be portrayed
on the stage, The crass lssues of the naturalistic
drama were outmoded, even in Belasco's romanticlzed
form., The theater must look for eternal values in these
more lofty regions where serenity merges with art, The
object of production was no longer primarily to bring
"life itself" to the stage but to create style, atmos-
phere, pace, dramatic intensity. The main objective of



the ma jority of the new directors was the froation of
dramatic mood and atmosphere on the stage,

Samuel J, Hume, whose ideasz and designs are the
sub ject of this thesis, helped to realize the new movement's
ob jectives. Ronald Kenney's study of Hume's contributions
to the American thestre emphaslzed Hume's place in these
formative times. According to Kenney, Hume's more note=
worthy contributions were his theories and prectices in
community end educational theatre, and the art of scene
design.2 Although this study examined the art of scene
design as envisloned by Hume, his contributions in the other

areas can scarcely be ignored.

Hume as influential innovator, Sam Hume's
contributions to the theatre are numerous. As an example he
organized and promoted the First Exhibition of Continental
Stagecraft in America in 191, At the Arts and Crafts
Theatre in Detroit from 1916 to 1918, he proved to be the
first successful practitioner of the new stage craft in this
country, Sheldon Cheney and Hume together were instrumental
in drafting and forming Theatre Arts Magazine, which firat
appeared in November 1916, The first Drams Teachers

lyordical Gorelik, New Theatres for 0ld (New York:
Samuel French, 1941), pp. 207=-209. -

2Ronald L, Kenney, "A Study of Samuel Hume's Contri-
butions to Americaen Theater" (umpublished M, A, Thesis,
University of Nebraska, Lincoln, Nebraska, 1961), p. 82,



Agsociation of California was founded by Hume in 1920, In
1932, at the age of L7, he published one of the first books,
Theatre and Schoel, for teachers in high school educational
theatre. As a well-traveled pioneer in the field of art
theatre, he was one of the first to develop 2 summer work-
shop in theatre, In collaboration with William R, Fuerst,
Hume published a treatise of stage decor, XXth Century Stage
Docorntion.3 As Mr, Kenney observed in hls thesis,
He ﬁuna is a glant in the annals of American theater,
Devoted, energetic, prophetic, he gave twenty of hils
most productive years to changing an art that, in the
United Sﬁatos, was super-sweet, sentimental and
shallow,
Kenneth Macgowan further remarks on the importance of Hume
in the book, Footlights Across America: "Sam Hume branched
« +» ¢ into work that has left his mark on the whole amateur

and educational th.ator.”s

Hume's three-fold solution, Many handbooks on the
current market propound to answer guestions about scene
design which are raised by workers in educational and commu-
nity theatre., These handbooks often attempt to solve a
three=-fold problem: scenery design which will effectively

BMQ| Pe all-o
h1bia,

SKenneth Macgowan, F°°tli§§t5 Aeross America (New
York: Harcourt, Brace and Co,, s Pe .



b
convey the atmosphere of a particular play; usefulness on a

physically smaller stage; and economy in the face of budget
limitations. Sam Hume applied his design theories at the
Arts and Crafts Theatre from 1916 to 1918 under such circum-
stances, His solutions are therefore of special value to
directors and scene designers in community and educational

theatre today,
II. SCOPE OF THE STUDY

Samuel J, Hume's accomplishments in the American
theatre have been conspicuously neglected by theatre histo-
rians, Merely superficial attempts have been made by these
higtorians to analyze Hume's method of design and determine
the effectiveness of his finlshed works. A close examina-
tion of Hume's techniques reveals Hume's solutions to some
of the problems facing contemporary scene designers who are

handicapped by limited budgets,

The problem, The study relates Samuel James Hume's
staging theories with his theatrical practices at the Arts
and Crafts Theatre in Detroit, Michigan, from 1916 to 1918,
The term staging theory should be understood to mean the
principle- 1deas of the purpose of scenery, Theatrical prac-
tices 1s limited in meaning to the physical design,

structure, and arrangement of stage scenery.
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The hypothesis. Samuel James Hume's staging theories
proved practical for the physicel stage; its success was
demonstrated in the mctual theatrical practices which he
employed st the Arts and Crafts Theatre in Detrolt,
Michigen, from 1916 to 1918,



CHAPTER II

HUME'S TRAINING IN A CHANGING DECADE LEADS
HIM TO ART THEATRE PRINCIFLES

I. COMMERCIALISM IN THEE 1910 THEATRE

A survey of the American Theatre of 1910, discloses a
commercial theatre, organized as an all-embracing inter-
locking system with 1ts first object, the making of profits.
Cheney, writing in his bock, The Art Theatre, gives insight
into the conditions which prevalled in the theatre. Ie
observed:

It was the crass commercialism of the American theatre
and 1ts desire for large profits that was pulling down
its standards, + « + It would be 1dle to sey that it
has nothing to do with art, since that is in one sense
the sole commodity in which it deals; but its art is the
art of commerce, the art that will please the greatest
number of average people, the art that seeks its appeal
in sentiments and pettiness and sexusl emotion and
gsituations begetting uncontrolled laughter. . « « In so
far as it touches within the boundaries of the art that
is both true to life and spiritual, it does so by chance
inspiration and accidental co-ordination, . . + The art
that goes beyond the obvious is discouraged, and the, art
that reaches down to deeper truth goes unrocognizod.6

The theatre was monopolized by & handful of business men
interested in profits and not artistic endeavors, Such a
system stifled creative effort, discouraged originslity and

6sheldon Cheney, The Art Theatre (New York: Alfred A,
Knopf, 1917), lst ed., pp. 15-17.
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drove the true artist from the theatre. According to Cheney

the effects were:
e o « loas of freedom of the artist; destruction of the
training grounds in which both actor and playwright has
gained experience; and control by yew York over the
important theatreas in the country.

Cheney also blames the audience for allowing, or demanding,

such a theatre in the United Stntea.B The theatre in

America was ready for reform,
II. HUME'S EARLY TRAINING

In the middle of such a theatre atmoaphere Sam Hume
began his theatrical career, He received his formal educa-
tion at the University of Celifornia in Berkeley. While
there, he began to develop deep interest for the theatre and
the new movement in art theatre in particular, but after
three years at the University of Californie his adventure-
some spirit led him fortune hunting in Alaska, where he

T1b14a,, p. 23,

8ibid., p. 28. Cheney continues: "The people of
this country have lost all respect for the theatre. They
visualize it as a business, like insurance, or selling
groceries., 7To be implicated in theatre work even involves
more or less risk on one's reputation and standing in the
community. In Europe the theatre 1s considered with a cer-
tain amount of reverence, It is one of the arts. Each
leading playhouse is aa important to its town as the art
museum or the cathedral. In America the gas works and the
dogartﬁznt store are much more likely to be pointed out with
pride.



worked for a year, His enthusliasm for theatre, however--
particularly in the new art of scene design--was not so
easily extinguished, and he left for London to study the new
movement in design from its very roots., While in London he
met one of England's more famous actresses, Fllen Terry,
whose son, Gordon Cralig, was one of the foremost leaders of
this new movement in the theatre, The relationship between
Miss Terry and Hume eventually led to a meeting between
Craig and Hume, and Hume was invited to study with Cralg in
Florence, Italy.9 This meeting was to have lasting
influence on Hume.

Samuel Hume was studying with Craig when Craig's
theories of screen devices were used in the Moscow Art
Theatre's production of Hamlet in 1911, In fact, Hume
sctually constructed the model and helped in the drawing of
the work plans for this now=-famous production by
Stanislaveky.l® The Moscow Art Theatre production was the
first application of Craig's theory of design since it was
first introduced a few years esrlier in an exhibition at the
Leicester Galleries in England., Huntley Carter described
the Lelcester demonstration of the screen devices for scene

design:

9&“". Op-. _0_1-_209 P 8.

10guntley Carter, The Theater of Max Rinhardt (New
York: Mitchell Kenmerley, 191L), pp. 300-301,



This new device consisted of a gray portable jointed
screen to be used together with some cylinders, cubes,
squares, rostrums, and white and colored limelights,
Mr, Cralg demonstrated in seven 1little scenes how their
"bricks" are put together to form backgrounds, This
plain wooden screen is adaptable to any stage., It 1s
made to reach above the proscenium, and thus not only
serves to represent the scene, but to mask in anything
that the audience 1s not required to see. . « Beyond
this 1t can be folded to form interior and exterior
settings, suggesting battlements, ramparts, pillars,
walls, and so on, according to the need of the drama, 11

As Gorelik observes, however, Craig's attempt to put
his theories into practice was not entirely successful:
"Apparently Cralg, ready enough with brush and pen, proved
unequal to the mechanical side of his work,"2 Gorelik also
points out the dissatisfaction of Stanislavsky with Craig's

gcreens!

Cralg's ideas of Hamlet displayed themselves in a
monumentality, in a largeness of measure, in a gener-
ality and simplicity of decorative production, Having
told all his dreams and plans for the production, Craig
left for Italy, and left us to begin to fulfill the
ideas of the chief director and initiastor of the preoduc-
tion, Craig. This moment saw the beginning of our
tortures , « « the great screens would not stand up well
and would fall., If a single screen fell, the others
followed it.

At the final rehearsal, Jjust as the audience was
entering the theatre, the screens fell, breaking frames
and tearing canvas all over the stage, The curtain,
which Craig had intended to keep unused throughout the
performance, had to be lowered and gsad 8ll through the
performance to cover scene shifts,.t

1l1p14,., p. 302.
12(}01'&111{, oD, eit., p. 291.
131p14,
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Stanislavsky was argulng that no matter how pleasing the
screens were aesthetically, they were highly impractical,
Hume's reletionship with Crailg, as well as the Moscow
Art Theatre's production of Hamlet, were to have a great
influence on him. An early lssue of Theatre Arts Magazine
published the following: "Sam Hume would be the first to
give Gordon Cralg credit both for inspiration toward a new
art of the theatre, and for the principle of interchangesable
stage matting."l’4 In a recent letter to Ronald Kenney, Hume
declared that this experience was apparently valuable:
The screens for the Moscow production of Hamlet were a
fiasco., The screens were impractical, They did not
lend themselves to easy movement, due to the large size
:ﬁn:%;u;§:gtgg and the way in which they were
Cheney observed Craig's influence in Hume's scene design at
the Arts and Crafts Theatre: "He [Hume] gained inspiration
from Craig, and sdopted Cralg's principle of interchangeable
scene, and had a fuller knowledge of the mechanical features

nl6

of the earlier invention, Cheney describes Hume's

European studies:
Travel in Europe helped to convince him of the cheapness

of standards existing on the English-gpeaking stage, bdbut
it was not until he talked with Gordon Craig that the

1lisheldon Cheney, "Sam Hume's Adaptable Setting,"
Theatre Arts Magazine, Vol, I (May 1917), p. 118.

15K.nn.!’ OP. cits; Pe uBo
160honey, The Art Theatre, op. e¢it.,, p. 104,
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vision of a new art of the theatre spread before him,
In the months during which he worked side by side with
Craig he learned much;, not only about ideas, but about

the methods which the groati;t of the progressives hoped
to revolutionize stage art.

III. HUME'S HARVARD EXPERIENCE, 1913191l

Hume's nearly three years of association with Craig
were cut short by the weakening condition of his mother,
which forced him to return to the United States. In 1913,
less than a year after his return to the United States, Hume
enrolled in the now-famous l7 Workshop at Harvard, a project
which included such theatre practitioners as Eugene 0'Neill,
Sheldon Cheney, Irving FPichel, Sidney Coe Howard, Edward
Sheldon, Frederic Ballard and Lewis Bench.ls

In a review of the 47 Workshop's early days
Wisner Payne Kinne describes Samuel Hume's activities there:

Samuel J, Hume , . « was perhaps the dominant

personeality of the first Workshop play. He was quite
free to dominate the group as actor, designer, and

171p1d., p. 88.

18nge rge Plerce Baker tried to give hisg English L7
7 Workshop| full experience with the realitles of the
atre for which they were writing, He encouraged his
English students to devise their own scenery and lighting
for each play in terms of the playwright's purpose; but he
falso tried to open the eyes of his writers to new ideas of
mass, color, light, and shadow which he lmew to be a&s sub~-
stantial stuff as plot," Wisner Payne Einne, George FPlerce

aﬁfgg d & ican Theater (Cambridge: Harva
vuri%?b’ggian. )s Pe. 179,
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director during George F, Baker's absence, Hume was
dissppointed to find his new teacher essentially =a
eritic of the written play with little feeling for the
pictorial or decorative reveolution in the theatre., . « .«
It is noteworthy to mention that ss G, Fs BEs asaumed the
direction of the second Workshop production he did not
have Hume disoet the setting and lighting of the Worke
shop plays.

Toward the end of October, 1913, Hume designed the setting
for a wordless fantasy, The Romence of the Rose, which he
had written for English L7, It was the markedly decorative
use of the stage that prompted H, T, FParker, drama critic of
the Boston Evening Transeript, to write in his column the
following week this question:
With all allowance for youth in these university
Playwrights, are they not more concerned, as far as
thelr work disclosed them, with effects in the theater
and making use of them than with the observation of

life, study 26 character, the play of the imagination
over action?

After this production George Fierce Baker took that
stand which characterized his later teaching, "that the the=
ater must advance as a whole, design along with other
elements of production, but this advance must be balanced
and ultimately subordinate to the playwright."2l Several
months later in the spring of 191k, Hume withdrew from the

Workshop to practlice this new art of stage design elsewhers,

191p1a., p. 180,

2°Boaton Evening Transcript, November L, 1913,
Quoted by Kimme, op. eit., p. 180,

2l1pia,., p. 182,
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In the autumn of 1914 in Cambridge, Massachusetts,
Hume exhibited s comprehensive collectionas of photographs,
original designs, and models of stage scenery that had been
created by the foremost artists who were practicing what was
to become lmown a&s the new stagocrart.az This exhibition
attracted 80 much attention that Hume was invited to show it
in New York, Chiecago, and finally in Detroit through the
efforts of the Arts and Crafts Soclety.

IV, HUME'S EARLY ACTIVITIES IN DETROIT

The Arts and Crafts Society, whose membership
included many prominent Detroit citizens, was at the same
time becoming interested in the "little theatre" movement
that was crossing the United States., The excitement gener-
ated by such theatres as the Washington Square Flayers, the
Fortmanteau Theatre, Chicago Little Theatre, and the Nelgh-
borhood Ilayhouse started the members talking of bullding a

playhouse which would enable them to bring this new concept

227ne First American Exhibition of Stegecraft, as
Hume called it, showed works by noted theatre designers,
such as the Russians--Badst, Golovine, and Anisfleld, whose
work was kmown through the Russian Ballet; Austriansg--
Loeffler and Urban, the latter known in this country through
productions of the Boston Opera Company. The Germans--Ernst
Stern, Adolph Appia, Fritz Erler, and Adolph Linnebach; the
English--Sime, Wilkinson, and Rotensteinj and the
Americang~--Livingston, Pratt, Robert Edomon Jones, and Hume
himgelf, Hume gave lectures and demonstrations of the
exhibition's towr,
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of theatre to Detroit, A wealthy Detroiter, George Booth,
stepped forward with a plan to turn this theatre dream into
reality., At Cranbrock, an estate near Detrolt, Booth was
buillding & theatre inspired by the Greek theatre at Syracuse
in Sicily. He invited Sam Hume to come to Detroit to pro-
duce an outdoor spectacle for the dedicetion of hls new
Greek theatre, with the proceeds to be used to equip the
Arts and Crafts Theatre. Hume accepted, and suggested that
a young friend, wheo was attending FProfegsor Baker's L7 Work-
shop at Harvard, be given the opportunity to write the
script, Booth agreed and left all production matters to
Hume, who in turn, sent for Sidney Coe Howard ,23

Sidney Howsrd was commissioned to write the masque,
which became known as the "Cranbrook Masque™ later re-named,
Romance, as Hume begen to coordinate and direct the entire
production,

A reviewer, Frank Tompking, gave much credit for the
succesaful use of Booth's new Greek theatre to Hume:

That the production was adequate to the setting was due
to the understanding of the problem which the producer
Sam Hume brought to his task, to the background of

knowledge and nrti-tryzﬁroad enough and fine enough to
meet all requirements,

2370y Hanksnson Colby, Art and A City (Detroit: Wayne
State University Press, 19563, PP. 39-40,

2“Frnnk Tompkins, Theatre Arts Magazine, Vol, I
(November 1916), p. 3.
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A contemporary newspaper report noted of Hume's staging:

In staging the play he has kept steadily in mind the
setting with which he is working and its adaptability to
the different period and manners of play the masque
treats of, « « ¢« Though most of the company were ama-
teurs, they assumed their various roles with a beautiful
naturalness and apparent joy in doing what charmed every
witness. Their manner betrayed the infinite care and
patience of thelr training by Mr, Hume, who instructed
and rehearsed them with an art that prevented them from
sinking into the semblance aﬁsnoro puppets Jerked about
by strings of stern control,

Frank Tompkins, in an early Theatre Arts Magazine,
pointed to Sam Hume's ability in the direction of the masgue
and hig use of lighting:

Mr, Hume played upon the theatre a tune in lights, a
marvelous tune that kept the audience in a state of rapt
expectation, but a tune that was designed only to make
harmony of the place and time and the story; in fact,
lights, place, story were all one, ., « » 2£nays seeming
as & force remarkably combined from many.

The Society netted $1,600 from the masque to furnish
the theatre that was being bullt on Wetson Street, the loca-
tion of The Arts and Crafts Soclety, Hume, who had
performed brilliantly at Cranbrook, was the obvious choice
for artigt-director., A committee composed of Socliety mem-
bers was appointed to retain direct control of policy and
general conduct of the theatre., The artistic direction was

lef't entirely to Hume,

2522; Detroit News, Jume 28, 1916 (No page available).
zéTanpkinn, loe. eit.
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In an Interview with the Boston Evening Transecript
Hume described his initiel attitude: "If several hundred

people in Detroit were interested in dramatic production of
merit to support such a movement, then I would undertake the

management of such an operation,"27
V. HUME STARTS AS ARTIST-DIRECTOR

Hume found the people of the Arts and Crafts Soclety
more than willing to follow and support an art theatre. He
began by working with the architects of the Arts and Crafts
building, and affecting meodifications of the stage plans.
These changes, according to Cheney, "resulted in the crea-
tion of one of the best 1ittle theatre stages in America."28
Hume also designed the lighting equipment and supervised its
installation, Finally, he designed his permanent adaptable
lotting,29 which is one of the main subjects of this paper.

2TBoston Evening Transeript, November 17, 1917.
28cheney, The Art Theatre, op. g¢it., p. 90.

o 29 ume clarifies the use of the phrease, permanent
setting, in his book, XXth Century Stage Decoration, He
wrote: "It is necessary from the out set to distinguish
between those systems in which the architectural permanent
elements form a part of the conatruction of the stage, and
are definitely incorporated in it, and the permanent setting
with its moveable elements offering considerable suppleness
and fairly extenslive possibilities for variation., . . + In
the second case, to which we give the name 'permanent
sotting' the architectural elements are moveable, and not so



17

By the time Hume arrived in Detrolt to manage the new
Arts and Crafts Theatre, he had acquired a combination of
qualificationa for the undertaking. First, through hils
broad education he was able to distinguish the better drama
from the type found in the commercial theatre. Second, he
had enough practical knowledge of the traditional stage to
be able to choose those existing mechanical devices and
technical alds that would be useful in a theatre constructed
according to new ideas, And third, as Cheney expressed it,
"he had become thoroughly imbued with the new spirit, and
had studied every department of theatre production--
playwriting, acting, lighting, setting and stage manage-
ment."30 Hume found the opportunity to test and prove his
power as artist and director combined when he was called to

Detroit to take charge of the Arts and Crafts Theatre,

fixed that only a plck and wrecker could alter or remove
them," William Fuerst and Samuel Hume, XXth Century Stage
Decoration (New York: Alfred A, Knopf, 1924), Vol, I,

PP =30

30cheney, The Art Theatre, op. eit., p. 89.



CHAFTER III

HUME DEVISES A THEORY OF "SPATIAL RHYTHMS"
TO ENHANCE MOOD

I. A FRESH CONCEPT OF STAGE AREAS

Hume's theoretlcal views of scene design are a
composite of his experiences, and they show the strong
influence of his association with Gordon Cralg., Hume's ver-
gion of the new stagecraft developed along lines similar to
the rest of the movement: suggestion, Imaginative inven-
tion, and atmospheric besuty were subordinate to the
creation of the mood of the drama,3l Creation of mood and
appropriate atmosphere was the concern of the scene
designer, rather than the creation of realistic scenes which
were faithful to real life.

As Hume sald in the book, XXth Century Stage
Decorstion, "we have tried to show [fhat] the setting must
not illustrate: 1t must be, in & way, the drama itself,"32
Hume bellieved that the freer the scene designer, the less he
would be concerned with any attempt to express the higher
truth of the drama by the re-creation of the entire

3l1psd., p. 144,

32Puerst and Hume, XXth Century Stage Decoration,
OPe citey Po 69.
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environment, The more the designers evolves toward
suggestion, and at the same time toward the creation of the
mood, the more he tends te eliminate direct reality and thus
focus the attention on what Hume called "the inner truth of
the dramatic spectacle,"33

The process of suggestion and creation of the mood of

a play was brought about through the organization of the
space about the actor, Hume belleved that one of the pri-
mary functions of scenery was to surround the actor with "an
appropriate space, because the actor detached from space 1s
isolated in an intolerable solitude."3} Seenic expression
then 1s determined by the hermony or contrast of two basie
rhythmg-=-first, the rhythm of movement of the actor, and
second, the rhythm of the space surrounding the actor, If
the scene designer sccepts these rhythms as means to rein-
force scenic expression, he must not allow it to end in an
abstract symbolizetion, Hume points out the importance of
this principle:

¢« ¢+ « for to attempt to utilize the symbol detached

from its substratum and so reduced to an abstract play

of lines and colours, in a misconception in the

theatre, « » « Besides, the stage itself refuses to

admit such a dematerialization of the setting by

opposing to it an element which always remains o~
dimensional, real and plastic, namely the actor,

331p1a., p. 68.
M1pid., p. 5l. 351bid., p. 3h.
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Hume also believed that achievement of a mood must
not be at the expense of the actor. To Hume the organiza-
tion of this space about the actor was essential to the l1life
of the drama, He states later in XXth Century Stage Decora-

tion, "it should be clear that the stage is never presented
to us as & picture, but as an organization of space sur-
rounding the actor,"36

The scene designer presents the charscteristics of =&
certain environment, according to Hume, by two devices:
first 1s proportion, which is the organization of the
occupled and unoccuplied spaces that surround the actor, and
second is color: "It is proportion which determines the
spatial rhythm, and to which paychological expression
corrospondl.37 As an example of this, Hume shows that by
the mere differences in height, by the dimensions of the
stage--narrow or wide, deep or shallow--and by the bareness
of a wall--these are all means to reflect the paychology of
the drame, namely the creation of the mood, "The acted
drama, " according to Hume, "is detached from its world the
moment it 1a detached from spneo."33 It is slso by propor-
tion that the scene designer can express the sombre or gay,

freedom or constraint, in the moods of the play.

361pida., p. 75.
371b14., p. 68. 381bsd., p. 52.
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Color permits the scene designer to modify and change
the expression of the spatial rhythm, The mood of the scene
can be changed by the introduction into the same setting of
& new color element, Hume points out, "By the change of a
curtain, a sall, the addition of some banners . . . the
designer can modify the character of the setting,"39 The
character of the setting can also be modified by changing
the coler of the lighting on the setting. Through exper-
lence the mcene designer learns which colors are best sulted
to express the cheracter of a play. According to Hume, the
scene designere-

e « ¢« must learn to choose a gamut of colours which in
general sccord with the plece, and then repeat . . .
them with all their nuances in both the costumes and
stage decoration. This palette must be chose with
sufficient range to permit variations, for we must be
able to realize not only harmony but contrast as

well, . . « In fact, all the means inherent in color
are pe aliblo, provided that scenic expression
results.

To Hume, color should be used to create the mood of
the play and the variations of that mood within a certain
scene, He does not give the reader any ides of his choice
of colors for use in specific scenes. Instead, he leaves
the cholce to the designer, asking only that scenie expres-

sion be the desirable result,

3%1pid., p. T1.
UO1pid., p. 72.
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In summary, Hume belleved that scenery should suggest

and create a mood for the actor through the organizstion of
the space surrounding the actor, The creation of this mood

and atmosrhere is achieved through masnagement of proportion,
of the cccupled and unoccupied spaces, and of color, Hume

supports the idea that "the art of the theatre, like all the

arts, is the searching for character and oxprolaion-'ul

Llipid,, p. 67.



CHAPTER IV

HUME'S THEATRICAL PRACTICES AT THE ARTS
AND CRAFTS THEATRE, 1916 TO 1918

I. FRACTICAL CONSIDERATIONS OF DESIGN

Before Hume could put his theories into practice at
the Arts and Crafts Theatre, it was necessary for him to
manufscture scenic components that would take into consid-
eration: 1) economy; 2) interchangeability; 3) mobility;
and, lj) convenient storage., As Hume commented in a letter
to Ronald Kenney, "the scenery had to be practical for use
in the Arts and Crafts Theatre., By practical 1 mean that it
had to be easily moved, inexpensive to build and main-
tein, "2 Actually, Hume's zeal for economy was inherent in
his demand for interchangeability.

The expense of the setting was one of the foremost
considerations of Hume's scene design, One method Hume
employed to cut cost was to have scenery bullt at the Arts
and Crafts Theatre., The settings were, for the most part,
constructed in the theatre plant, and cost considerably less
than those which could have been purchased from a scenery

hzmonnoy, ope. cit., p. 62.
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ltudio.h3 An important factor in the savings by Hume was

the use of volunteer labor, which could be used both in the
painting and construction of the scenery, Although some of
the labor on the settings was contributed by pald profes-
sional carpenters, it is important to note that the majority
of the labor was volunteer,

It was paramount for the permanent set components to
remain gimple in their construction, so new pieces could be
added inexpensively. This requirement demanded close
co-ordination of each new plece with existing structures,
"There must be a rigid standardization of the original ele=-
ments end of each sdded unit,"l} Through developing set
pPleces in standardized units thet could be used for more
then one pley Hume minimized the need for entirely new sets
of scenery for the different plays, again cutting cost dras-
tically, The financial sevings of having interchangeable
and adaptable units to meet the needs of the varied plays
produced 1s best summed up by Cheney in an erticle in a

Theatre Arts Magezine.

Although the original equipment ., . . cost more,
perhaps, than the average little theatre setting, it was

h31rving Fichel indicates the measure of this
economy: "Its initiasl cost 1s lower, far lower than that of
several sets out of the scene painter's catalogue."” Irving
Pichel, Modern Theaters (New York: Harcourt Brace, 1935),

Pe 3-2-
bicheney, The Art Theatre, op. cit., p. 172.
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far less expensive than the usual commercially designed
gset, OUnce ingtalled, changes and additions could be
made, at a very slight cost, to serve to create effects
which would have called for an outlay of several hundred
dollars for each scene under the usual system. In ten
varlations used at the Arts end Crefts Thestre in its
first seagson the total cost of adding pioﬁgn averaged
less than fifteen dollaras for each scene,

Hume placed other limitations on the Arts and Crafts
Theatre scenery: 1t must possess ease of handling and move-
ment during the many scene changes and be easlly stored when
not in use, A wide and varled program of plays was ususlly
offered at the theatre in accordance with the poliey of
offering something of interest to a wide range of audience
tastes, On the average there were three or four pleys,
depending upon the length of the plays, in an evening's per-
formance, Such a program demanded complete scene changes
during the brief fifteen-minute intermissions, FEase of
handling of the various pieces therefore became a necessity.

Hume worked in close collaboration with the
architects of the new theatre to affect working space and
storage areas in the theatre architecture. At his insist-
ence & stage 2lmost as large &8s the 350-seat auditorium was
constructed, Apparently this design sllowed sufficient
gpace for the construction and storage of acenery because

the msa jority of the set components were constructed solidly

h5chenay, "Seam Hume's Adaptable Setting," op. eit,,
P. 120,
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enough to stand without support; they were not hinged to
£01a,46 It 1s interesting to note however that Hume in his,
Theatre and School, presents detalled instructions for
bullding collapsible set units for eamay storage.

Hume's clever use of draperies, bhoth to frame his
settings and within the settings themselves, was a versatile
method of solving the problem of scenery storage. The dra-
peries could be removed and folded more conveniently and
compactly than the econventional scenery flats for storage

and they consumed very little space when stored,
II., HUME'S PERMANENT SETTING

Hume incorporated the practical considerations of
economy, interchangeability, mobility, and convenient stor-
age Into the construction of the permsnent components which
would be adaptable to many settings, Theae components
included the following parts:

e« o« » Tour pylons, constructed of canvas on wooden

frames, each of the three covered faces measuring two
and one~half by eighteen feet; two canvas flats, each

Léan obscure item in the architect's construction,
cited by Irving Fichel, created a difficulty that was not
anticipated by Hume and could have been the reason for his
constructing the units to stand unsupported: "The architect
s « « in his desire to use only the best of building mate-
risals, specified a stage floor of maple., As & consequence,
it was almost impossible to support scenery by the use of
stage braces, screwed intoc the floor with a stage screw or
peg." Fichel, op. cit., p. 32.
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three by eighteen feet; two sections of stalrs three
feet [wide), and one section eight feet [Widé], of uni-

form eighteen-inch [fhree step] height; three platforms
of the same height, respectively six, eight, and twelve

feet long; dark green hangings as long as the pylons;
two folding screens for masking, covered with the same

:i;ﬁ:ﬂ:gtfhEprlann; and two irregular tree forms in
.

The pylons, flats and stalrs, and the added pieces
were painted in a system of broken color, called stippling,
after the system introduced into the theatre by Joseph
Urban.he This procedure eliminated the need and expense of
painting each new setting., For example, Hume painted the
set pleces a neutral tone and then asprayed them with the
three primery colors--red, yellow, and blus, By changing
the color of gelatin in the flexible light fixtures, the
basic color of the set components could be varled, A demon-
stration of this effect is seen if straw-colored light would
be projected onto such a painted setting, the yellow dots of
the apray paint would reflect the yellow light, resulting in
a warm golden glow, A cool blue light on the set would

cause the blue dots to reflect the light, causing a cool

L7cheney, The Art Theatre, op. eit., pp. 166-168,

uaThil system, called pointillage in the art world,
was originated as an art effect by the French painter George
Seurat, His method of painting was to place dots of coler
on canvas and from these dots an image developed, It had
been demonstrated that by painting dark blue dots beside
white dota, a light blue is the result, but the depth and
texture were more definite than those of a2 mixed light blue.
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somber effect., Claude Wise, in his book, Dramatics for
School and Community, described Hume's total effect of
stippling the permanent setting,

» » « the combinations possible are endless under this

type of painting. Flain sets apparently of one color

may suddenly be transformed into enother color in a way

almost magiecal, simply by flooding them with a different

colored 1light,

Thus with a bsslec complement of scenic units, =

painting scheme of manifold design and an imaginative use of
colored light, Eume could realize an infinite number of

gscenic effectn,
III. AN EXAMINATION OF SEVEN FLOOR PLANS>O

Through the examinetion of several settings from the
available floor plans and pietures, one can see the flexi-
bility of Hume's permenent setting, Its first application
took place on November 17 and 18, 1916, when Lord Dunseny's
The Tents of the Arabs and Kenneth Goodman's The Wonder Hat
were presented at the Arts end Crafts Theatre. (Two addi=-
tional plays were on the program, but they did not utilize

h901¢ude Merton Wise, D tic for School and
Community (Cineinnati: Stewar 23], Pe L2,

5°mhelo seven floor plans have been selected by the
writer from among the thirty-six Hume productions during two
Years at the Arts and Crafts Theatre. These seven plays
gseem to be representative of Hume's total concept of the
permanent setting., Further examination of other plays would
prove to be repetitious of the seven mentioned in this
chapter,
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the permanent setting.) The scene changes were affected, as
will be demonstrated in the seven examples, by the
rearrangement of the set components and an occasional addi-

tion of newly constructed units,

First two examples compared. In Figure 1, appears
the floor plan for The Tents of the Arabs. The setting con-

sisted of the eight-foot sectlion of stairs, placed in the
center of the stage, with an arch, the firast new component
added to the permenent setting, above the stalrs and
between the two pylons, The the two three-by-elighteen-foot
flats separated the other set of pylons to form a wall, The
center stalrs and arch formed the Gates of Thalanne, men-
tioned in the play. Behind the flats, stairs, and pylons
were the three sets of platforms, eighteen inches high, and
slx, eight, and twelve feet long, respectively. The over-
hang of the platforms was caused by the fact that the
platforms totaled twenty-six feet in length, and the setting
occupied only twenty-four feet., This overhang was covered
by dark green hangings that were as long as the pylons. The
screens, covered with similar green materials were used to
frame the picture at the sides of the stage., The two irreg-
ular tree -forms were silhouetted against the sky-dome
background,

The simple rearrangement of the parts achlieved an

entirely new setting for The Wonder lat as seen in Figure 2,
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The center arch which had been added to the permanent

setting, was removed, The three-foot flats between the
pylons in The Tents of the Arabs earller in the evening,
were now removed and placed on their sides to form & bslus=-
trade at the back of the platforms, which remained in the
same location as The Tents of the Arabs. The three-foot
sections of stairs, which were net used in the earlier
production, were placed between the pylons in the place
where the flats had previously stood. The eight-foot stair
section, pylons, hangings, screens, and tree forms were the
same for both plays, The only major changes were the
removal of the arch plece and the rearrangement of the flats
to a sideways position with the stair units placed in theilr
former position, The setting for The Wonder Hat was made up

only of parts from the original setting design by Hume.

Third example. The third produstion of the 1916-17
geason included four one-sct plays, the first of which was
Helena's Husband by Fhilip Moeller. Figure 3 shows that
where was nothing on the stage that had not already appeared
in the scenes of The Wonder Hat and The Tents of the Arabs,
but two decorated curtains, not evident in the floor plan,
were added, Two pylons, two sections of stairs, the plat-
forms, and the balustrade appeared exactly as seen in The
Wonder Hat, Only one pylon was used--on the left side~-=
glving the balcony a wider opening, The pylon which was
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removed from the left side was moved downstage, right, to
suggest a corridor entrance. The arch that had been built
for The Tents of the Arabs was used on the left side of the
stage to form a wall and entrance leading to the exterior,
With the addition of two decoratlve curtains and a few set
pleces (& wall decoration, a lounge chalr, and two rectan-
gular boxes which had been used as plant holders in Wonder
Hat) the entire setting was merely a rearrangement of the

elements already constructed for the previous productions,

Fourth example. The fourth production of the 1916-17
peason illustrates the use of the permanent setting as the
interior of a room in an o0ld chateau for Maeterlinck's The
Intruder, Figure |} indicates that two important pleces were
added to the setting for this production, One plece was &
door flat, and the other was a Gothie window which had been
bullt for an earllier production of Abraham and Isasg¢c, an old
English play made up largely of choruses. At stage left was
the familiar arch, which combined with the pylon and curtain
to form the left wall, The back wall of the set was built
from the Gothic window (with a practical working casements
added) snd the new door-piece, flanked by curtains. The
stair units and the platforms of the permanent setting were
utilized in front of the window and under the arch, A new
small two-stalr unit was added, leading to the newly dbullt

door flat, Only two new pleces were added for The Intruder
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(execluding the Gothie window, which had been built for a

previous play), the door flat and the two-step stalr unit,

Fifth example, In the fifth and finel production of
the first season Hume's own play, The Romance of the Rose,
which he had written while enrolled in the Harvard 47 Work-
shop, weas presented., Through an examinstion of Figure 5 one
can see that two new pleces were added to the permanent
setting, The two new pleces were a flat which formed the
front of the balcony and a long flat with a niche to hold a
Madonna statue, Temporary platforms alsc had to be con=-
structed for the balcony floor. The pylons and hangings
were used down stage to create the illusion of dark street
shadows on either side, Two original flats, the erch, and
the Gothic window formed the walls at the slde of the bal-
cony., This set proved to be the most expensive of the
eleven variations of the permanent getting for the firast
season, The expense was caused by the addition of two new
flats and the temporary platforms for the balcony. Expend-

iture was held, however, to & mere twenty-five dollars,

Sixth example. The second season, 1917-18, saw the
production of Lord Dunsany's The Golden Doom, This time the
pornnnont~:otting formed an Astec temple as seen in Figure 6,
The pylons were set lightly upstage from the green hangings
which framed the stage on the left and right., A unique
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structure was buillt by using two palirs of pylons and two
flats. Variety was added to the arrangement by lashing the
flat to the upstage edge of one pylon and the down stage
edge of another, Two such pylon-flate-pylon structures were
agssembled and placed upstage right and left, Between them
the six-foot platform was placed, and on top of it was
mounted the arch flat, set back about a foot from the front
edge of the platform, Two new doors, designed to fit the
center a&rch, were introduced into the permanent setting.
Steps, conslsting of the eight- and three-foot sections,
were added to the setting in front of the platform, The
stairs were buttressed at the ends by square boxes which had
been added to the permanent setting for a previous play.
Faper mache idols stood on top of these buttresses,

Seventh example., The fifth production of the second
season at the Arts and Crafts Theatre included A, A, Milne's
Wurzel-Flumery (in its first American production). The
soetting is pictured in Figure 7, The more or less modern
interior was a difficult test for the permanent setting.
Most of the plays that had used the permanent setting suc~
cessfully had been of a poetiec nature, but this play
demanded that the permanent setting represent a smart modern
home interior., The pylons were again used in s straight
line similar to the arrangement for The Tents of the Arabs.
The front face of the pylon was obscured by the hanging of
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the dark green drapes. The three-foot by eighteen~foot
flats were lashed to the upstage side of the pylons, and the
arch flat was placed in the center between the pylons, A
flat from a previous play was used for a mask behind the
arch, The modern home interlor was achieved largely through
Hume's addition of panels which had been painted with deco-
rative figures of the period, These painted panels were
used in two siltuations--tacked to the flats between the
Pylons and placed within the curve of the arech flat to
square off the doorway, (Hume appears to have thought that
the arched doorway was not appropriate to modern decor.) A
decorated draw-drape fllled the squared doorway. An ornate
fireplace (which does not appear on the floor plan) domi=-
nated the right downstage area, The setting was dressed
with modern furniture and set pleces, Now new set pleces
were bullt for this production,

Hume's staging of Wurzel-Flumery, with 1ts use of the
painted panels tacked to the flats, demongstrates hls methed
of varying the appearance of the set pleces without
repainting them for various productions. The total effect
of the permanent setting varlations indicates great flexi-

bility and esass of movement,
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IV. THE EFFECTIVENESS OF THE PERMANENT SETTING

Hume's re-use of the set pieces was a way to cut
costs drastically., As previously mentlioned, the aversage
cost of adding pleces during the first season was only fif-

teen dollars per production, The single exception was the

preparation for The Romance of the Rose, which cost twenty=-
five dollars.5l

The cost of the setting had to be one of the foremost
considerations for Hume, It is important to question
whether his economics sacrificed too much in the creation of
mood and other aesthetic factors of staging. Several con=-
temporary critics were favorably impressed.

Sheldon Cheney, appralsing the setting for The
Intruder, stated: "This arrangement afforded exactly that
suggestion of spaciousness and mystery for which the play
calls."52 Referring to the production of Helena's Husband,
Cheney remarked, "This remarkable atmospheric scene was
envolved merely by re-arranging elements already on hand,"53

A local reviewser in a Detroit newspaper was favorably

impressed by The Intruder at the time of its presentation:

5lCheney, The Art Theatre, op. eit., p. 171.

521h1d,, p. 169.
531b1d.
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e « » though not & small share of the credit must go to
Sam Hume, the director, for this superb setting. The
Play is a play of atmosphere., It attempts to suggest,
through the conversation of those on stage, another per-
son present, one of the dead, It [fhe setting] attempts
to subtly impose the mood on the sudience, to make 1t

belleve uhnghit cannot believe, to make it see what it
cannot see.,

Another newspaper clipping reflects the local reviewer's
opinion of The Intruder:
Sam Hume has lived up to the best work he has ever shown
us in the art of stage direction, and in the matter og
settings and lighting effects he has outdone himself, 5
Referring to the settings for The Tents of the Arabs
and The Wonder Hat, which appeared on the same program,
Cheney commented:

While the physical changes were few, the atmosphere of
the setting was so entirely different that probably not
& half dozen people in the audience realized ggat any of
the same elements appeared in the two scenes.

A reviewer for The Detrolt News praised the permanent
setting as it appeared in the production of The Intruder and
Suppressed Desires, both of which were on the same program:

e« s« o the smart modern interlor was feshioned from the

permanent setting designed by Sam Hume (see photograph
in appendix]. Certainly the permsnent setting has

5hﬂoulpapor elipping in Arts end Crafts Soclety
scrapbook, Detrolt, Michigan (No other information aveil-
able ).

551bia.
Sbchnnoy, The Art Theatre, op. cit., P« 169.
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domnnstrg?od every claim of flexibility and besuty . . .
tonight,

It would seem that Hume's permenent getting was the
answer to all the problems of design for a stage setting.
It did not, however, meet the needs of the more realistic
plays. The permanent setting seemed to lend itself readily
to those productions where atmospheric background was
needed, rather than definite locality. Hume did occasion-
ally experiment with the permsnent setting for a modern
realistic interior, but he made no attempt to extend its
funetion to the staging of more realistic plays. Instead,
special settings were bullt for these plays.53'

Hume had no difficulty in adapting his permanent
setting to the newer poetic plays of the new art theatre
movement, The permanent setting could create the important
dramatic mood and atmosphere on the stage that the modern
art theatre plays demanded,

57The Detroit News, April 1li, 1917, P. L.
58Cheney, The Art Theatre, op. cit., Pp. 172-73.



CHAFTER V

A COMPARISON OF SAMUEL HUME'S THEORIES
AND HIS ACTUAL FRACTICE AT THE
ARTS AND CRAFTS THEATRE

I, CRITICAL COMMENT OF EFFECTIVENESS

To preface the actual comparison of the theories and
practices employed at the Arts and Crafts Theatre, a note-
worthy comment by Sheldon Cheney, a man who became the voice
of the art theatre movement, gives an insight into the
effectiveness of the permanent setting.

e » « Nno other of the progressive theatres in America
has shown a serlies of scene so impressive and so well
harmonizing with the respective plays ae the variations
of the permanent set at the Arts and Crafts Theatre.
Putting aside consideration of realistic backgrounds at
the Detroit playhouse, eand remembering that several of
their permanent setting arrangements fell considerably
short of the ideal, it is still clear that this was the
fineat group of stage backgrounds yet devised for a
series of plays in American theatre, It is possible to
point to a single productions of Urban or Jones or
others as equalling or surpassing the average attained
by Hume at Detroit; but no consecutive series of plays
has been so well mounted, I lnow from direct comparison
that the Arts and Crafts group was far superior to the
series of settings for poetic plays of the Washington
Square Flayers and the Fortmantesu Flayers, . . . It 1is
well to remember, too, that the range . . . included
such widely different requirements as the interior of a
medieval chateau for The Intruder, the Gates of Thalanna

for The Tents of the Arabs, e wall of heaven for The

GlitEorggg Gate, and a Spartan palace for Helena's
Ebm "

59Ch°n.y’ The Art Th.‘tr.; 22. Ei_t_.’ Pe 165-660
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Cheney's comperison placed Hume's work in Detrolt far above
that found in other art theatres in America.

His high standard of excellence was due to Hume's
effective application of his theory that scenery should sur-
round the actor with the appropriate mood and atmosphere
created by the spatial rhythma. This spatial rhythm was
#chieved through the organization of the occupled and unoc=-
cupied spaces, called proportion, and finally by the use of
eclor, Anelysis of representative floor plans, available
prhotographs, and criticel commentaries revesls the effec-
tiveness of this theory., First, an examination of Hume's
use of proportion to affect gpatial rhythm,

One of the more successful effects achleved by Hume
was the treatment of organized space with hls permanent
setting., He placed elements of the permanent setting in
various relationships to creste predetermined illusions of
height, A demonstration of this illusion can be seen in the
productions of The Tents of the Arabs and The Golden Doom.

In these productions Hume lashed tall flats to the
upstage side of the pylons, The eighteen~foot high pylons
and flats, extended to a city wall of The Tents of the Arabs
and a temple wall of The Golden Doom the suggestion of mas-
siveness ‘nd tremendous helights, This was further
complimented by the placement of & large arch in center
stage., For these productions the flats and pylons were in



combination, however, in the performances of Helena's

Husband and The Wonder Hat the flats were removed and the

pPylons towered alone, Ageain due to their measurements, the
three dimensional pylons simulated the tall graceful columns
of a Greek palace in Helena's Husband and a balcony over-
looking a gerden in The Wonder Hat. The arrangement of the
Pylons far down stage in the production of, The Romance of
the Rose, also created the 1llusion of mysterious tall
Renaissance bulldings.

Another unit of the permanent getting, the dark green
hangings, also served to suggest height. Although ususlly
used for masking, Hume employed them alone t0 represent a
woodlend scene in The Doctor 1ln Spite of Himself., He
attempted to drape the elghteen«foot curtains so that their
soft folds would depict the trunks of towering trees.
According to Cheney, the illusion of height was achleved.
However, he believed the suggestion of trees was too
abltraot.6°

Thus fer organization of vertical occupled spaces has
been the topic of discussion. An examination of the perma-
nent setting arrangement reveals Hume's success in affecting
horizontal lines of the stage picture. Through a simple
roarrungoﬁant of the eighteen=foot flats, Hume intensified

601p1d,, p. 171.
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the horizontal lines of the occupled spaces., The Wonder

Hat, most readily demonstrates this practice. The long nar-
row flats were merely placed on their sides, end to end, on
eighteen~inch platforms, and various step units were
arranged down stage of the platforms. The total effect of
these units inhanced the horizontal lines. This effect can
be seen in a photograph of Helena's Husband found in the
appendix, Horizontal proportion also was exhibited through
Hume's skillful use of set decorations. 4n eye catching
dark raill in The Lost Silk Hat, a group of silhouetted rock
forms in The Glittering Gate, and the richly appointed altar

Plece in Abraham snd Isaac are but a few examplea.

Hume's permanent set pleces by virtue of their
measurements achieved the illusion of spaceous heights and
widths. These units created clean, sharp lines which could
be modified through the use of decorative drapes, arches and
gimilar devices, At this point a discussion of the dimen-
sions of height and width has occured, but equally important
was the dimension of depth.

The more significant elements used to achieve the
$llusion of depth were the plaster sky-dome, the flexible

lighting system, and the contrast of placement of the perma-

nent set units. An article found in The Detroit Free Eress
point out the effects achieved by the lighting of the sky-

dome, It resad:
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Mr, Hume has equipped the stage with his own lighting
effects, including a concrete [ﬁlnster cyclorama dome,
a permanent arrangement which when lighted by various
hues givoa distance or proximity6§hich cannot be
obtained with a painted curtain,
Rather than depend on painted perapective to pictorialize
fear-off horizons, Hume illuminated his sky-dome and arranged
the set pleces in a manner that suggested great depth and at
times infinity. The light on the sky-dome, when viewed
through scenically contrived aspertures, not only created a
dimension compatible with the three-dimensional actor, but
achieved a desired compliment to mood and atmosphere, A
demonstration of this effect can be 1llustrated in the pro-
duction, The Wonder Hat., Here much of the picture consisted
of the pylons and the sky-dome, The pale blue light from
the lighted sky-dome created the illusion of far horizons,
when seen through the open spaces between the pylons, Light
streaming through a large Gothic window in the production
The Intruder and the lighted open space behind the balcony

in The Romance of the Rose, again 1llustrates how the

lighting of the aky-dome produced the i1llusion of depth.
(See photographs in appendix,)

The suggestion of depth was also achleved through
contrast of placement of the permanent set pleces., An

arrangemoﬁt first seen in Helena's Husband demonstrates the

6lThe Detroit Free Press, November 15, 1916, p. 5.
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use of this device. A pylon moved down right stage to
represent a corridor entrance, created a feeling of depth by
virtue of its relationship to the upastage scenery units.
The procedure was followed in the later production of, The
Romence of the Rose. This time two pylons were placed far
down right and left stage, again providing contrast to the
upstage units and produeing the 1llusion of depth.

Hume belleved that scenic expression was determined
by the harmony or contrast of the rhythm of the actor and
the rhythm of the spaces surrounding him, Hume explalned it
in this manner:

All human contacts and relations which are forced to
appear before a plane incapable of being spatially con-
::ivnd 1;:- :?o::r:::::%:ty‘!nd the spectacle becomes

J & play Ba
It was Hume's opinion that a three-dimensional actor must
appear before three-dimensional settings, becsause when a
three-dimensional object appeara before incomprehensible
planes, the cobject loses contact with realism and clashes
with the familiar impression in the viewers mind, However,
Hume did not want this third-dimension to reach the realm of
abstraction. This in his opinion became highbrow and weas
equally difficult to comprehend,

62Purest and Hume, XXth Century Stage Decorationm,
op. eit., p. 52. "
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The point should be made that the permanent set
pleces never portrayed the exsct images, as was the tendency
in the naturalistic theatre of the time., Hume believed that
the actor should be surrounded by spaces which would provide
the appropriate environment and atmosphere for each drama--
readily identifiable by the audience and yet not realistic
in detail.

Hume's skillful organization of the permanent set
pPleces gave the feeling of spaclousness to the three dimen-
sions, namely height (including various acting levels),
width, and depth. These dimensions were created naturally
by the organization of the set pleces, rather than by
painted perspective. Through the difference in heights, the
dimensions of the stage, the bareness of the wall, an added
curtain or painted decoration, and the position and loeation
of the set pleces Hume reflected the psychology of the
drama, The verticalism of the pylons, the proportion
between the occupled and unoccupied spaces, and a silhouette
Placed in opposition to the plaster sky-dome, all became

factors in the expression of the atmosphere and meod.
II. USE OF COLOR

Ona“of the primary factors of color was to re-inforce
the mood created by the spatial rhythms, Hume maintained
that the function of color was to change the expression of
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the drama or modify the mood within the scene, without ma jor
change in the organization of the set pleces., Hume used the
flexible lighting system to achieve these modifications in
color, He said: "The means which best meets the exigencies
of each new scene and which is moat completely adapted to
express the psychologic event, is, after all, 1ight.“63 In
order to percelive how it was used, the reader must recall
the technique with which Hume painted the set pleces. IHe
sprayed the units lightly with the three basic colors. This
sllowed light to pick up a particular color and intensify
it. For example a straw light turned the set into a warm
glow; blue light strengthened the cool tones of the units;
red light on the green hangings turned them black; and end-
less other combinations of effects modified a given set and
produced numerous moods.

Today it 1s difficult to determine the effectiveness
of Hume's use of color due primarily to the lack of prace
tical ecolor photography in 1917. However, an examination of
the criticel reviews give insights into his use of color and
lighting, A general remark mede by a reviewer sent from
Boston to attend the opening night of the second season
shows that Hume knew how to attain the desired mood and

atmonpharé through lighting. The reviewer wrote: "Hias

631pid., p. T1.
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intimate knowledge of the stage equipment and all the tricks
of lighting enables him to give these permanent materials
the utmost variety of effect."0!t The Detroit News, when

reviewing the production of The Chinese Lantern, pointed to
Hume's abilities in lighting, It read: "His deserved repu-
tation as master of lighting and stage effects in color
« « « and scenery was increased tonight,"®5 Helena's
Husband was so successful in the use of color that it
prompted Cheney to write: "As seen on the stage, in colour
and under Hume's subtle lighting, the setting for Helena's
Husband was the most beautiful of the series,"®®

Hume also used the addition of color in the form of
set decorations, In The Romance of the Rose and Helena's
Hugband he made use of decorative curtains, while in The
Golden Doom, he used painted decoration on the two large
doors and a palr of colorful statues flanking the doors. It
was Hume's ingenious use of color in the set decoration that
gave variety to the permanent set pieces, and at the same
time intensifled the mood and atmosphere.

In summary a review by The Boston Evening Transecript
of a program of plays--including A Sunny Morning by

6lThe Boston Evening Transeript, November 17, 1917.
657he Detroit News, February 17, 1917, p. 8.

66cheney, The Art Theatre, op. eit., p. 169,
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S, Quintero, The Doorway by Harold Brighouse, The Drums of
Oude by Austin Strong, and Nettie by CGeorge Ade, testifles
to Hume's successful use of color in the creation of the
ell-important mood and atmosphere,

The stage settings were altogether extraordinary. The
conventional part of A Su %ﬁgg%gg blazed with warm
color of tropical sunlight, The Doorway, played in
semi~dariness, showed the mere out es of the door of
some large building, and proved amply realistic for a
plece in which all the interest centres [gi¢] on the
character, For the melodrams a suggestive setting, had
been arranged, sufficlently adorned with propertles to
conjure up the immage of a Hindoo interior. But the
scene for Nettie was nothing short of a triumph, The
corner of a paI% room in a large New York hotel was sug-
gested by a series of fantastically decorated screens,
Placed in front of the heavy dark-green curtains, which
are part of the permanent equipment of the stage. For
sheer beauty the scene 1s notable, . « « Without repre-
senting anything, the scene guggested all the easentials
-=the frivolous tone of the seript, the somewhat garish
grandeure of the hotel, the coziness of the cormer
table., In addition, it was of course, accurately
adapted to the demands of the action,

It is to be added that in all these four scenes the
structural materials were identical, With his pylons,
platforms, steps and background curtains, alded by spe~
eial properties for special purposes, Mr, Hume creates a
sunny park of a London street, a Hindoo palace, and an
American hotel., Under the lights, the stippled surface
took on a new color value, The green curtalns, now
brown, now a elusive mauve, now black, It was abundant
technical knowledge and artistic resource that makes his
Arts and Crafts stage distinguished ag?ng its kind, not
only for beauty but also for economy,

The success of the permanent setting in the creation
of the rhythm of spaces surrounding the actor i1s evident.

67The Boston Evening Transeript, loc. cit.
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Hume's organigzation of the occupled and unoccupled spaces to
create height, width, and depth surrounded the actor with
the mood and atmosphere intrinsic to the varlous dramas,
The use of color and lighting to modify the moods and atmos-
pheres of the set pleces was excitingly effective according
to the critica. Moreover with all the faveorable results,
Hume continually held the cost to a minimum and in most
instances prevented the artistic outcome from reaching

abstreaction,



CHAFPTER VI

CONCLUSION: HUME'S DESIGN EARNED A PERMANENT
FLACE IN AMERICAN THEATRE

I, HUME'S THEATRE AS A COMMUNITY INSTITUTION

At the time Samuel J, Hume launched his theatrical
career, advocates of the "new stagecraft" were contesting
the conditions and attitudes which existed in the Americen
theatre. They opposed the three established theatrical
treatments: Edlasco's romanticism, the most prevalent style;
the commercisal stage's honeycoated sentimentalism; and the
gaudiness of the glamor-girl show., The rebellion began in a
handful of gmall so-called art theatres and spread later to
the larger and more commerclisl theatres,

The artists and innovators in the new art, of whom
Hume was one, were not interested in the myriad of realistic
detalls demanded by the current naturalistic style; they
extended thelr efforts to conveying the inherent moods of
the new drama, Many of the advocates of the new movement,
however, were busy in the early twentleth century trying to
achieve these artist results without sufficient attention to
audience interest and theatre finances, Their art-for-
art's-sake ettitude was not sppealing to the average art
theatre patron, and one by one art theatres began to close

their doors because of financisl failure.
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Hume, an astute observer in practical matters,
attempted to remedy financilal conditions in the art theatre
with his personal motto, "Entertainment plus art,"68

Hume had a great and varied talent to offer to
educatiornal and community theatre., His educational and
theatrical background, from university studies in Celifornia
to his studies with Craig abroad and with Baker at Harvard
gave him a wealth of experience, Hume while at Detroit
became interested in using thls experience to make the
theatre a moving force in the community. However he
belleved that before change could be made in the theatre,
the gzeneral audlience=-=-people from all walks of life--must be
made aware of, and taught to appreclate, the better drama.
No amount of ascademic or social schemes designed to increase
an "eppreciation" of the drama would necessarily create an
audience to support the theatre. The sctusl presence of an
audience in the theatre was the first step in this general
education,

While at the Arts and Crafts Theatre Hume lectured,
demonatrated, and performed for achools of the Detroit area
in an effort to bring the theatre into the lives of the peo-

ple of the community., He worked with unusual energy to

687he Detroit News Tribune, May 20, 1918,
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practice and spread his belief that the theatre is 2 moving

force in a commmity,
I1, HUME'S THEORETICAL ADVANCES

Hume's successful application of the theory of rhythm
of spaces and the use of proportion and color to affect thias
rhythm was a huge step forward for the art theatre movement,
The Arts and Crafts Theatre experiment proved that Hume's
ideas were practicsl on stage as well es on paper, and that
his idesas did lend themselves to a smaller theatre which
lacked & fly area, He successfully created with the perma-
nent setting the impressions of spacious heights, wildth, and
depths=--effects which previous dirsctors had hoped their
scene painter could create with painted forced perspective,

The most unusual attribute of Hume's 1deass was that
they did not bankrupt the theatre., Hume was able to make
the simplest additions to his gettings--an arch, a door
flat, a Gothic window, decorastive drapes, painted scenes
tacked to previously painted flats and suggested ingenlous
new stage practices on a ridiculously low budget. Moreover,
hisg tight control of expenditures does not appear to have
sacrificed necessary mood and atmosphere of the productions.

Reviowors found Hume's varliations of the permanent
gsetting both colorful and exeiting., Hils careful planning
began to educate audiences to the higher types of drama and
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scenlc treatment without making his productions esoteric or
ostentatious, An inereasing number in the audience attest

to this success.
III. HUME'S PERSONAL DYNAMISM

The theatre historians should not lose sight of

Hume's own personal importance in the success of the art
theatre movement, The successful applications of his
settings depended upon a carefully trained artistry and
practical sense of color, space, texture, and proportion,
It 1is important to interject a comment made by Cheney ten
years after Hume's permanent setting had been used as the
exclusive system of scenery at the Arts and Crafts Theatre.
This statement points up Hume's dynamic ability. Cheney
stated:

His cﬁm'a adaptable setting . + . has been wildely and

not too intelligently taken as a model by many profes=-

sional acting groups, A system of this sort has

memiraared nnginatively dmd with serves o v 3OV -
It would seem that some directors did not possess the vivid
imagination when using the permanent setting as did its
designer.

Before a theatre can be successful, there must be

some guiding personality at the head of the organization who

69sheldon Cheney, Stege Decoration (New York: John
Day, 1928), p. 87.
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has a thorough knowledge of the many crafts of the theatre,;

a8 well as & keen sense of finance and management of people,
Hume tirelessly extended his personal efforts to make sure
that his staging techniques did succeed, both artistically
and financially. But financial success and artistic integ-
rity are the result of personal ebility. It can therefore
be said that Samuel J,., Hume made the permanent adaptable
setting work, By itself it was an ingenious solution to a
variety of problems. In the hands of a very skillful direc-
tor it was an extraordinary theatricel achievement,

It is interesting to speculate on the further
developments which Hume might have accomplished with the
permanent setting if World War I and Hume's own advancement
had not altered his plans. During his two years at the Arts
and Crafts Theatre, he was able to stage about twenty-five
different plays with his adaptable setting, Hume left the
Arts and Crafts Theatre in 1918 to assume the directorship
of the Greek Theatre at the University of California due to
the death of 1ts founder,

IV. DISADVANTAGES OF THE PERMANENT SETTING

A serious disadvantage of the adaptable petting was
1te need for artistic manipulation by the director, The
setting was not always successful in the art and community
theatrea of the naeation when Hume did not personally direct
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its use, THowever, a sensitive director whe is thoroughly
ecquainted with the possibilities of the edaptable setting
ought to be able to apply the principles of plastic and
atmospheric design which Hume demonstrated and develop a
similar system, Hume's method of palnting his scenes 1s
especlelly noteworthy and easily adeptable to other scenic
systems,

The additional drawback, the system's difficulty in
establishing a definite locale in realistic drama, was per-
haps not thoroughly investigated in Hume's two years at the
Arts and Crafts Theatre.

The dependence of the permsnent setting on a plaster
cyclorama and a flexible lighting system could be a limita-
tion of some theatre groups, FHowever, with some ingenuity,
the scene designer should be able to develop acceptable sub-
stitutions., Many modern scens design books will instruct
the beginner in the construction of cloth cyeclorama struc-
ture and a flexible lighting system,

The principles of Hume's permanent sdaptable setting
are valuable to the scene designer today, The limitations
under which Hume worked are still unavolidably present in the
amall educational and community theatres. Advantages such
es ease of construction, mobllity, ease of storage, and low
cost are as valuable in the theatre now as in 1916, The

rigid standardization of permanent setting unlts, the use of



:

drapes, multicolored stippled painting, and the close
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control of cost are still necessary lessons which the pres-
ent theatre groups must learn, Sam Hume's solution to these
limitations 1s therefore still worthy of serious study.

The original principles of such a type of scene
design may not have been invented by Hume,., His application
of these principles, however, was the first finencially and
artistically successful experiment in such a methed of
design, Mueh credit belongs to Samuel Hume for his skill
and courage in attempting such o dynamic experiment in the
theatre when i1t was most needed.

Hume's staging theorles proved successful as he
demonstrated them in approximately twenty-five productions
at the Arts and Crafts Theatre in Detrolt, between the years
1916 and 1918,

After & quiet retirement in Los Angeles, Samuel James
Hume died on September 1, 1962, All but forgotten during
the pessing years, he has been a longetime friend of the
nation's art and community theatres. Perhapa the perspec-
tive which the pasaing of time lends to events will prove
more clearly in coming decades that his contributions to the
art and community theatres were truly lasting and
particularly important.,
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