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the majorIt1 ot the new directors was the ireatioD ot 
dramatIc mood and atmosphere on the stage. 

ue1 J. Hume. whose ideas and desiP.Xl8 are the 

ubjeot ot this theals, helped to realize the new movement's 

obJectlves. Ronald Kenney's study ot Hume's contributions 

to the American theatre emphasized Hume's place 1n these 

formative times. Aocord~ to Kenney, Hume's more note­

worthy contributions were hi_ theories and 'Practioes in 

community and educational theatre, and the art of scene 

d.sign.2 Although this study examined the art of Icene 

desl aa envi8ioned by s, his oontributions in the other 

areas can scarcely be ignored. 

_...!. inri ll.!!l_nn~vator. Sam H 's 

contrIbutions to t the r re n 1"0 As an e le he• 
organized and pI" the First bition of Continental 

taRecraft in ts and Craft 

tre in Detroit t 1916 to I 

1914. A 

proved to b he 

flrst suec r of t st craft 1n thia 

country. Sheldon Ch H r re strumental 

in t d foJ,"IlU.D1'f; tre Art gazlne, which flrst 

appeared 1n November 1916. T tir8t Dr Teachers 

IMordlcal Gorell~, ........
§£ 

_ ......... tor 0 (New YorkS
 
-amuel French, 1941), pp. 

e1, "A st 
butlons to

ona1 
eater" 

lverslty of , Lincoln, 

Contri ­
(tml;)ub 



3Th1 d • , p. 84. 

Yo 

Ibid.-
( .....~ ........ "'.. 



4 
anvey the atmosphere of a particular play; usef~e.s on a 

1callY smaller sta~eJ and economy in the face of bud~et 

limitations. Sam Hume applied his design theories at the 

ts and Crafts Theatre from 1916 to 1918 under such eire 

stances. His solut1ons are therefore of special value to 

lrectors and scene de81~erl 1n community and educational 

theatre today. 

II. SCOPE OF THE STUDY 

d Crafts Theatre in Detrolw, chigan, from 1916 to 1918. 

'rna staging theory should be understood to an the 

principle- Id f the purpose or nery. Theatrical prac­

tlc.s 1s ted 1n meaning to the physical desi , 
structure, and nt of stage nery. 



S 

Samuel James Humete atag~ theories 

practIcal tor the phy'a1cal atageJ ita 8uoce... vas 

ted In the aotual theatrical praotice. which h 

Cratt. Theatre in Detroit, 

, .I..I.-"'~ .916 to 1918. 



CHAPl'ER II
 

BUME'S TRAINING III A CHANGING DECADE LEAD
 

THEATHE PRnCIPLES 

I. OOMMERCIALISM IB THE 1910 THEATRE 

A aurvey o~ the Am8rloaD Theatre or 1910, d1ac10.ea a 

cammerC1a~ ~nea~re, org~z.d a. an a11-embrac1Dg 1nter­

lockina sYste. with it. ~lrst object, the mak~ or profltae 

Chener, writing 1n hi. book, The Art Theatre. Qlves tn.l2nt 

into the oo11d1tiona which prevalled in thv ,,~v....-g • 

observed: 

at a 

toter•• ted in profits avora. Suoh a 

'flt .tlr1.d creat1ve erfort, our~.d origin.1it, 

6She1 
ot>r, 1917), 

(!lev YorAil hed A. 
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p. 23. 

p. 28. 
lost 

Cbene,. continue.: 
all re.pect tor the theatre. 

insurance, 

01' the 
its town 

drove the true art1at rr t. atre. Accord1 to Chener 

the errecte were: 

••• 10aa of freedam ot the artist; destruction ot the 
training grounde in which both actor and playwright haa 
ained experience; and control b1 Xew York over the 

important theatre. in the country. 

Chener a1lo b1 nce tor allowing, or demanding, 
8luch a theatre in the United tat • theatre 1n•
 

rioa vas read,. 1'0 refo
 • 

II. 'S G 

In dd1e ot aUI a theatre atmolphere Sam
 

gan hi. t trical career.
 • formal eduoa­

tion at the University of Ca1ifornla in rke1e,.. Ie 

there, he beg to velop p interest for the theatre and 

the new mov nt in art theatre in ticular, but after 

three year. at the Univereit, of California his adventure-

a spirit led ~ fortune hunt1ng A1ask.a, where he 

"Tbe people of 
The, 

or selling
ork even involves 

d standing in the 
conaidered with a cer­

art.. Each 
as the art 

gas work. and the 
to be pointed out with 



d tor a year. Hia enthualaam tor theatre, nowever-­

particularly in the new art ot 8cene dea!gn--waa not 210 

easl1,. extinguished, and he lett tor London to atud1 the new 

veman~ in design tram its verr roots. Wh11e 1D London he 

t one of ~andll more tamo~ actreases, Ellen T 

on, Goreon cralg, waa ane- or the foremoat leaders ot 

this new movement in the thea~re,. 'l'ne relatlonslUp 

as Terry ana tlum8 .ven~·uallJ led to a meetln2 between 

Cral~ and Huma, and Hume vas invlted to study with Orala in 

Florence. Italy.9 This meet1nJt vas to bave last 

-- • 

Samuel Hume vas studYina With Cr.i~ when Cr.i~'1 

ries ot screen devices were U8ed 10 the Moseow Art 

"trels Dl'oduction of Hamlet in 1911. In tact, H 

actual11 constructed the model and helped in the draw~ of 

the work plans tor this now-tamolU production by 

alavalq.1O The Moscow Art Theatre production waa t 

tirst aDplicatiQD or Cral~'a theorY or d••1~ since it va. 

tirst introduced a tev years earlIer 1n an exhibition at th 

Leieester Gallerie. tn ~land. Huntle1 Carter descrl 

tration of the screen devices tor seene 

de.Ign: 

'1ltezme y, .S!E. .ill., p. u • 

lununtle, Carter, The The.ter of !!! Rtnhardt (~ew 
York! Mitchell K.enmerle7,19l1i1. PP. 300-)01. 
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As Gorel1k observes, however, Craig'. attempt to put 

his theories into praotioe was not entirely aucoeasful: 

nftpparently C~aig, read, enough with bruah and pen, proved 

uneq~ to the mechanical side of his vork.n~, Gore~lk a180 

01nts out the dissatisfaotion ot Stanislavsk, with Craig's 

screens! 

t 

a 
ener­

.d up ",.11 
others 

llIbld., P. 302.-
l~orellkJ 22. ~., p. 291. 

l.3Ibld.-
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that no tter how plea.in~ the 

aoreena were aesthetically, they w h1ghlr impractioal. 

Rume's relationshlp with Craig, as well as the Moscow 

Art Theatre's production ot Hamlet, were to have a great 

inf'luence on him. An early issue of Theatre !!:l! Magazine 

pUblishe-d the, followlDP:: "Sam flume would be the first to 

give Gordon Craig oredit both for inspiration toward a new 

art ot the theatrg, d r t rinciple of interchangeable 

.ta~e ••tttng."14 In a recent letter to Ronald nney, Hume 

declared that this erience was apparently valuable: 

slavskJ 

size 

amlet were a 
L i 

The acreens for t 
1"iasco. 
lend themselves 
of the acreelll 
constructed.~~ 

Cheney 0 rved Craig'. 1ntluence in 'a acene deaign at 

the Arts and Crafts T tre, : [aumiJ ained insplration"
 
from Craig, and adopted Cralg's princlple ot interchangeable 

acene, and had & fuller lmow'le or the mechanical features 

or the earlier invention. n16 C ney describes Hume's 

uropean studies: 

Travel In Europe help 
ot standards existl 
it was not until h 

of the cheapness 
ing stage, but 

Cra11:t that the 

'a Adaptable Setting,"
1917), p. 118. 

15K.IUleY, .!Ia• .a!., B.• 
16Chene,.., !h! ~ Theatre, Ope clt., p. 104. 
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HARVARD EXPERIEBCE, )-19III. 

f_ ~••"'W +hw•• fears or association with Craig 

e out short bf the weakBD1ng condition of hi. ~wVUQ., 

which torced him to return to the United Stat.s. In 1913, 

less than a ,ear atter his return to the United statea, B 

enrolled 1n the nov-tamoua 47 Workshop at Harvard, a project 

d such theatre practitioners .a E~.n. 0'»ei11, 

,heldoD Chene" Irv1Dg Pichel, Sidney Coe Ho~ard, Edward 

eldon, Frederic Ballard and Lewis Beach.~8 

a rev1ew ot the h1 Workshop'. early 

Isner PaYne Kinne describes Samuel Humers activities there: 

I QU1t 

8. 
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.e 

was 

Toward t .d 0 th ttUlg 

tor a wordl '1', ..._...e. which he 

had wr1tten tor 118h 41. It w thCl rkedl1 decorat1ve 

• of the at t pr ted H. T. Parker, dr critic of 

t crlpt. to writ hia col the 

follow1 tlon: 

• 

.tl.J..UIla J 

191..,...",. ,-
r cr1pt, v r 4, 1913. 

Quoted laO. 

Ibid., p. 182.-
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In the aut of 1914 C rl , .sachu'sett., 

Bum.e e blted a prehenslvo collectlons of photographs, 

orla1nal desl~l, modell ot a scenery that had been 

created by the for t artl.t. who were practlclng what was 

to bee known al the new .t~eeratt.22 18 exhlbltlon 

attracted 10 much attentlon that H was lnvlted to show lt 

ln Wew York, Chic , and tinal1l ln Detrolt through the 

etfort. ot the ts a Crafts Soclety. 

U~.L·U;O I S EARLY ACTIVITIES IN DETROIT• 

he Arta and Craft. Soclety, whole membershlp 

1ncluded man1 promLnent Detrolt cltizena, vaa at the lame 

time becom'ng interested in the "little theatre" movement 

that was erosltnR the Unlted Statea. The excltement gener­

to br1n~ thia new concept 

ated by luch theatres aa the Washington Square Playerl, the 

1d the 

ot bUildlng atalkl 

bltlon ot Stagecratt, a 
oted theatre de.lgnerl,

stleld, whoae 
uatrlans-­

Portmanteau Theatre, Ohicago Llttle Theatre, 

oorhood Playhouse atarted the members 

pla1houa8 which would enable tb 
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ot theatre to Detr01t. A a1th,. Detroiter, orge Booth, 

atepped to I'd with a pl to turn this t tre dr into 

reallt7. At Cl'anbrook, tate n Detroit, Booth was 

build • theatre ina k theatre at B11'acuae 

in 81c117. He invited to c to Detroit to pro­

duce an outdoor speotac1e r the dedication or his n 

reek theatre, with the prooeeds to be d to equip th 

Art. and Crarts Theatre. accepted, and s eated that 

a fOung .friend, vh • attend! rofe••or kerf. 47 rk­

.bop at Harvard, be g1ven the opportun1t1 to writ. the 

script. oth ureed d left all pro ,etion matters to 

ard. 20:1Hume. who in turn, .ent tor S1dnef Coe ~ 

Sidne,. Howard vas c 8s1 d to write the Masque, 

Wh1ch became 1m • the "Cranbrook que" 1&terre -named, 

Romance. al H be2an to coordtnat d d1rect the entire 

roduction. 

reViewer, Frank Tompkins, gave Duch credit for th 

auccessful us. 01' Booth's new Greek theatre to Hume: 
. - - - .. . . - ­ us 

I' 
of 

Ine enow:h to 

23J07 Hankanaon Colby, !£! ~ A Citl (Detroit: WaY.ne 
state Universit,. Press, 1956), pp. 39-40. 

'rank Tompkins.

(Hovember 1916), p. 3.
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vaila.ble). 

..ta. a 
t. of rapt 

e 
tact, 

eem1ng 

stag1ng: 

16 (no p 

ot 

8 

t not'1 newspaper r 

~PK1nS, 10c., 01t • - -~ 

oo 

The Society netted 81,600 from the masaue to furniah 

the theatre that was being built on Watson street, the loca­

tion of The Arts and Crafts Society. B~,~ 

r1l1iantlY at Cranbrook, was the obvIous choice 

tor artist-director. A cammitteo composed ot Societ 

bel'S was appointed to retain direct control of policy and 

- ra~ conduct ot the theatr8.~ The artistic dlreot1on was 

lett entirely to ~~u. 

1'11 Theatre !£!!. .=0-----. 
pointed to Sam Hume's ability in the direotion ot the masque 

and hi. use ot lia.nt1n'u 



aettin 
wrote: 

ovember 17, 1917. 

Theatre. ~. ,ill.• , p. 90. 
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t 
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according 
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B1 t t arriv Detroit to a the new 
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b t1n~u18h the bett dr 
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18 to choose tho 1 de ndc 

tr onstructedd eful in 

to ide d third, it,• 
had beco thorol.1gn.LJ with t p1rlt, an 

f product1on-­

a 

d r 

htJ.IDt, • ttlng and stage managA -

Hume fo th apport ty to teat and prove h1 

rt1at d d1 tor oOmbined nn. oalled to 

t of ttl! t d Crafts Theatr~. 

cO~d alter 
Rume, XXth C...~w_ .. -"'-0'" 
opt, 192!i1', .. - ­

Ope cit., p. 89. 



c. I 

DEVISES A s IAL RHYTHMS" 

8• 

Hume'. theoretical views of are a 

composite or hi. experiences, how the Itrong 

luence or hi. aaaociati 

lion of the new .ta~ecratt d 

the reat of the mo nt: augge. 

tion, d • spheric ty 

cl'eation or the mood or th 

prlate at: p as t 

er. rather t t. creation or r a which 

were ~tbrul to real l~ • 

H ld 1n the book, ~ _'V.... w ..... el "".-'Q¥ 

pec.oratlon, Itw ve tr to U the aetti t 

not 111uatrate: It t bu, 7. 1tselt."32 

H' that t treer t Scene desIgner, the 1e•• he 

b Onc A1"nAd w1th to oxp IUgner 

truth or th t tion of th tlr 

)lIb ., p • .I,~.-
HlJJDI). ~ 0 .... el -..,.-o~ .- ...... """'...,.. ............ _... J
 

,2;2. c1 t •• 
32Pnr....+_ 
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nvironment • The more the designers evolves toward 

• ~estion. and at the same time toward the oreation ot the 

mood. the more he tend. to elim'nate direct reality and tnua 

toous the attention on what Hume called nthe inner truth or 

the dramatic s~ectacle."33 

The prooe•• or 8ua~e.tion and creation or the mood or 

a play was browdlt about tbrowdl the oraanization of t: 

apace about the actor. Hume believed that one of the pri­

r1 functions of scenery was to surround the actor with " 

appropriate apace. because the aotor detached trom Ipace i8 

ilolated in an intolerable aOlitude."34 Scenic expre.llon 

then i. determined by tb8 harmony or contrast ot two basic 

rh1thma--rlrst, the rhythm ot movement or the actor, and 

lecond. the rhythm of the apace sur-rounding the actor. It 

i~er accepts theae rhJthma as Means to rein­

torce acenic expre.sion, he mUlit not allow it to end in an 

abstract IY.mbolization. Hume points out the importance or 

this principle: 

e­

331bid., p. 6v.-
.34Ibid., P. Sl. 3SihM., p. 34.-
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alao believed that hievement or a mood MUS t 

Dot be at the exp • or the actor. To H the organlsa. 

tlon o£ this apace about t actor wal essentlal to the l1fe 

ot the dr He stat later in ~ CenturI ~ Decora­• 
tion, "1t shoul clear that t t ls never presented 

to us a plcture. but aa an or lzat10n or ce sur­

round the actor. 036 

The 8cene de81 presents the characteristics of a 

certain envlronment, accord1n~ to , by two vlees: 

tirst 18 proportlon, which la the or~anlzatlon or the 

occupled and unoccupied spaces that surround the actor, and 

second ia color: t is prop determines the 

apatial rhythm, and t which psychological expression 

corresponda. 37 Aa an ,ple of this, shoWI that b7 

thl re dlfferen t, bY t, dimenaione or the 

atage--narrow or w1de, p or snallow--and by the bareness 

ot a vall--theae are all s reflect the psychology or 

the drama, namely the creation or the mood. "The acted 

drama," according to Hume, ni, detached ~rom it, world the 

,oment 1 t 18 detached trom IIPaoe, ")8 It i. al,o by propor­

tion that the acene de81~er can express the sombre or ga1, 

freedam or constralnt, 1n the moods ot the play. 

36Ibld., p. 75.-
37!l:!!S., p. 68. .38Ibld., p. 52.-



the play and the variations 

scene. He 

of colora tor use 

the ohoice 

aion be 

be 

lor 

39_ ...

40IfJ."''' , 

o	 Hume, color should be uaed to create the mood of 

or that mood within a certain 

does not ~ive the reader any idea ot his ehoice 

in .pecifio acenes. Instead, he leavea 

to the deaigner, Raking on11 that scenic expr 

the de.irable result. 

_.... • 71.-
• 72.-
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In summary, Hums believed that scenery should 8ug~est 

reate a mood tor the aotor tbroURh the organization ot 

the apace 8urround1~ the aotor. The creation of this mood 

and atmosphere is achieved thro~h mana~ement ot proportion, 

or the oocuPled and unocoupied apaces; ~d of color. H 

pports the idea that nthe art of the theatre, 11ke all the 

te, ls the searching for character and expresalon."41 

-

41Ibld", p. 67.-



OHAPrER IV 

H ,~ T ICES AT THE ARTS 

AID TO 1918 

IG'lCAL CONSIDERATII. 

t	 hill theories into praotice at 

It .a8 necesaary t 

nat would take into conald­

blllt 7J 3) mobilit lJ 

commented in a let•
 
cenery had to be practical tor uae 

atru. 7 praot 1 I that it 

had to be eaai11 moved, inexpensive to build and main· 

tain. n42 Aotually, Hume'. zeal tor economy wall tnherent in 

hi. demand ror in 111ty. 

he expen.. ot th tt • one ot the foremoat 

conllderatlone or H thad H• 

ed to cut ooat vaa t til 

re, ror ~he moat part,and Crart. Theatre. Tb 

constructed in the t , aud cost conalderabll lesa 

than tho.e which could a 

'Mm::ley, t., Pi 6c..• 
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• 
e, 

t 

8tudI0.4.3 An important tactor 1 avi by e was 

U8e or volunteer labor, ch coul e used both in the 

painti and construction of t n Altho .e or• 
the labor on the tt11Ut8 

8lanal carpenters, it rtant te that t jorit,. 

or the labor w t • 

It -amount r t permanent 8et c onenta to• 
remain 81mp!e their c trl1Ction, ieces could b 

added in.x aively. T reauir t deman cl08 

co..ordinatiOD 0 ch pleee th t s'tiructur • 

"There must be a rigid 8 ization or t orig:inal e­

ta d or dded tm1 •"44 veloping t• 
piecel In St~l\l.r d ts that b d for more 

than one pl d for entirely new sets 

or Icener,. for 

n 

erent playa, again cutt eost dras­

ticall,._ The r oial. orSllY.l..IllZ8 

rl plays.d adaptable its t s of 

proClU i8 It s d up Chene1 in tic lna 

The.t :.:..:.:. 1·.Laf:S.~.u1.'='. 

_ coat more, 
tre 8ett~J it was 

econODl1: that or 
leveral Irv 
Pichel,	 1935>, 
p.	 32. 

44chene:r, !l!!. • -olt.• , p. 112. 
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d 

Hume placed other 1 tatlona on the ta and Cratt. 

CA 1"lA,.y! of Ll.IWu.L..uJg ve­1 

t t!u,..ina a811y at when1 c 

111 

the policy or 
or play 

tt 

• 
at t 

re 

,1 th 0p n r-

demanded ,plet o .stormance. 

tEaa81fUth 

t the v c • neceasity. 

4Sc n, , Rn. UT.l!l D1 Sett J II ~. ill., 
p. 120. 



B incorporated the praotical c lderation. of 

econOlD1. terchaDgeabll1ty, mobility, and c or-

to the CODlt tlon of the permanent t8 which 

uld adaptabl y setting.. Thea. :pO ta 

1n~luded the toll rt.: 

• 
tr 

d 
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,8 

two 
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floor pI 

t1re~y 

tr 

ular tree -:fo 

bao~roUD.d. 

t 

center stair 

tloned in 

1'e the 

lx, eight, 

platto 

oecupl 

by 

8creens, 

lsted of th 

ed 

between 

the permanent 

will be demonstrate 

tlon of ne'WIy 

rearrangement of 

r fe,oted, a8 

in th ,pI J '1 tb 

t 

tt .) c 

.d an 000 1 add1­

e 1I't1"'u~ted unltg. 

examples, compared. In Fig I. appear 

~ !h!. Arabs. Th tt con­

ot1on tai , 
--- --

1n tb 

of th :t'lr :ponent
 

to the permanent ttl J ,bove
 

J 1 

-toot110: Th• 

Thsepara of t 

:fo tb of Thalanna, ­
Behind the f'lats. .turs, d 

th1'e ot platto J Glght inch 

an, :feet 1 otlvel,-. over-

of the "Dlat:t' oa d bY t tact that tne 

totaled twenty-. t ln le~t......, d tt 

only twenty-tour teet. This _ covered 

en hangings that re as 1 the pylons. Th 

covered wltn 8 1. wer d to 

t pioture at tn, two lrr• 
r ilhouetted ag the .ky-d 

lple rearrang t ot the parts ac d 

n tting tor ~ __..._..- n 1 19ur • 



3
 

center ah n d to t permanent 

tt1ng, • ot flats between the 

pylon rlier in eveni , 
ere now r va .d l>laced their sides to form a balua­

trade at the back ot the platto , which r ined in the 

lama location as !e! Tent. ~ !a! _Ar~a_b._. The three-toot 

lections of staira, wblch were not used in the earlier 

production. were placed between the pylons in the place 

where the flats had previoualy stood. The eight-root atalr 

aection, pylons, h 8, Icreena, and tree forms were t 

a for both pia The onll or ges re th• 
removal of the arch Diece and the r8arrange~nt of the flats 

to a sidewala position with the stair units placed in their 

torm.e·r posltion. The setting for ~ Wonder Hat was made up 

only or parts trom the original setting design by HWWIlI. 

~ example. The third produotion ot the 1916-17 

leasOD 1ncluded tour one-act plays, the fir8t of which wa. 
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I '-'10 

,..---- ­
I .... , , 
I 

--- ---1 
-2, 

H.lena'~ Husband 

IGURE 3
 

The IntruC1er-

f 

4
 
Explanation: 

A, B, C, D Pylons 1, 82 3 ft. Sta1r Units 
Fl, F2 Original Flats 83 ft. Stair Unit 
F3 Added Fl 4 peeial Stair Unit
tMJ Hangi kiM Screens 
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....lIItnr·d rr the lert d downatage, right, to 

t h.ad been lt.~eat a corridor entr 

Tenta ot th... ~A __ V lett .1de or-- • 
• tue to 11 and entranc. .g to the erlar • 

lth t t tv c ive curta1Da .4 a tew eet 

leee. (a wall decoratlon, CD&.I.,F, two ctan­

ar eb. had been d •• plant holder. in .........."".... 

_t) the enti- v reJ.1 a arrangament ot the 

element. ....r8M.U'1 d r ~he previous product1 • 

T four p uctlon ot the 1916-17 

thi permanent settin B ton illustrate. th 

lnteriorof a r hateau tor terl1nck'a Th-
Intruder. cat t ortant piecell re 

t tor thia Oductl0u. e piec a 

door fiat, other va h been 

built tor 
" 

old 

li.h pla de r a. t at lett wa. 

the familiar arch, vhf d curtain 

to torm the lett 11. T aeK val.l or uilt 

from the Gothic window (wlth a practio t. 

added) d the new door-ple AoaJ:J..&ed b1 curtaina. The 

Italr un! d the platto ot th lermanent satt wer 

utili••d or the w and und th eh. A n 

t 8 add the new11 built 

lat. two leee. re added for !a!. .-In=.t,;;,::r::..;u...d;o;;e-.r 

llU.l.l 



--

34 

e 

the Gothio win, 

seaaon. 

production or Lord Dunaany 

COD,., 

eleven variatl 

flats 

( 

permanent aett 

ltur 

prevIous pla1), 

The P710na 

aetti: 

the first lea 

• trueted tor the baleoD,. flo 

1·.I&aww.a 

.nadow 

"JUoh he had 

.hop, 

can lee that 

In' , .~cu had b built for 

t oor rlat p staIr t. 

a1 product10n or 
n_____ of the RVDV, 

arvard 47 Wor·· 

waa pre • ezamtnation or Figure S one 

ded to permanent 

two new piece. were a flat which to d t• 

le d a 1 flat with a niche to hold a 

stat Tem:oor 

at 

tto ala d to be c• 
The pylons d hangings• 

to create the illuaion or dark street 

dID. o or! a1 flats, the ar , It! 

formed the walla at the aide 01' the bal­

a toT ost e,Xt>enal e 

t t permanent sett lrat 

e~ense vas caused by t diti w 

teml)orar:l1 plat leon,._ Expend-f 

twenty-tive dollars.• nel 

e n, 1917-18, .w the• 
t: 

to A :ure 6. 

ver t 11ght11 the gr•• hang1nge 

ch trl.lD8d the atage on the lett r1 uniq• 
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M\ 

82 ~ft. Stair Units 
ir unIt 

pecial Stair Unit 
king Scr••n. 

53 51 

Golden ~ 

Romance !2! b :.­

.~- Pia 

FIGURE 5 

51 

A...c:.h 

FIGURE 6 

Explanation: 
, B, a, D 
1, F2 Original Flat 

~3, F4 Added 
UlIV\ HangIng 

, F5 Added Flat 
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atruot w buil __ two pal or Pllon. and two 

ta. Variety s to t arrangement bl lalilUDg the 

flat • UPlt eCl2e ot pylon and the down staae 

.dae ot another. osuch pylon-rlat-pylon structure. were 

and plac ,Pit rl2ht d lett. Between ta. 
the six-toot p1atrorm val pIa , OP or it wa 

ounted the arch tlat, let back about a toot trom the tront 

edae ot the plattor.m.~ Tvo new doora. deli~ed to tit t 

center arch, were introduced into tne ~.Io·.wauv,u" aC7""""~. 

Stepl, consisting or the elght~ and three-toot sectiona, 

were added to the setting in front ot the plattorm. The 

ataira were buttressed at the ends by square box.es wb.1ch h 

n added to the per.manent settina for a prev10us play. 

per macbe Idols stood on top of theae buttresses. 

The tifth productIon ot the s• 

on at the Arts and Orafts Theatre included A. A. Milne 'a 

r.l (in it. tirst American production). The 

.etting 1. pictured in Figure 7. The more or le.. mod 

interior was a difficult te.t tor the permanent 8ett~. 

CIt ot the plafl that had used the per.manent sett~ IUC­

ce••tully had been or a poetic nature, but this pIal 

ded that the permanent letting represent a ~t 

home interior. The pylon. were agatn used in a .traight 

line .imilar to the arrangement tor The Tents- --
he tront tace or the PYlon v.. obacured bl the hanging ot 
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Plasiar WCi\.1I 

.
 
e~c.kIr\2 

A..c.h 
-at 

~..-.~ 

~ , 

Wurzel-Flummery 

FIGURE 7 

Explanation: 

A, B, C,
 
Fl, F2
 
M Mas 
INV Green Hangings 
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the d dr. The t -foot by ht -root• 

flatll r a to t 1de 0 8 pyJ.ons, and the 

.8 pylons. A 

k behind ta 

en flat vaa pIa 

at rrom a 

arch. T rnh 

'a addltl f 1 1 paint 

rative flgur or t perIod. ted paueJ.1i 

two situatlana--tacked to the flats 

d 

pYJ,ona plat curve 01' tb c 

• .....• ...e 01'1' t • ( ra 

t • not apvrovr1at decor.) A 

decorated draw-drape f111ed the squared doorway. ornate 

fireplace (which doe8 not appear on the floor pl 

nated the right d~tage ea. The settln~ was dr d 

wlth modern furniture and t piec ow new set pieces• 
were built tor this production. 

H 'a stagUlg at Wurzel-Flumerl, with ita uae 01' the 

painted panels tack to the flat., demonatr I hi. thad 

01' var the appearance at the set plecel without 

repaint t·· tor var10us product1ons. he total eftect 

01' the permanent aett var1atl 1nd1cat great flex!­

bl11ty and eaee of movement. 

-
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CTlVEBESS OF T !rTIHG 

'. re-uae ot the .et pl a vas • vaT to cut 

costa drastlcallr. a prevloual tioned, the aver 

cost of add pieces dur a tirst season vas only fit ­

teen dollars per production. a sln~le exception waa the 

preparatian tor The Romance or the Rose, wbich cost twenty­

tive dollars.51 

'he cost or the aett had to be one ot the foremost 

con.lderatlon8 tor H It i8 ortent to questlo:• 
whether his 8con ca • Itlced too In the creatlon or 

and other aesthetlc ctora of st~~us. Several con-

t 1llmporar1 crltlci vere favor rei •
 

Sheldon Cheney, apprai
 t setting for T-
IntrUder, Itated: hls arran nt at'.forded exactly- that 

auggestion or Ipaci ne tor ~ch the plaY' 

call8."52 Reterr 

Cheney remarked, BTh1s remarkable a~oapherie 8cene was 

envolved re11 by- re-arrang1ng element. already on hand. "53 

A local reviewer in • Detroit newspaper vas ravorably 

prea bY' The Intr t the t of its present.tion: 

51Cheney• on. oit., p. 171.-
5'Ibld., p. 169.
 

53Ibid.
 

• 

.uaband. 



and 

prosu-am: 

permanent 
.' 

,h 

40 

ta 

e 

• cit., P. 169.-

d Craft. Soclet 
other 1nf'ormation avail-

tor b. -,.. -.. -...... 
aras 1t 

perJZUU1ttn 
in ap 

• • 

tt 

54fiewapaper c 
Icrapbook, Detroit, 

1e). 

'$Ib1d.-
;CCheney 



57T- , 17, P. • 
• clt., ,p. 172...73.Cb 7, -



v
 

A CO I 'S THEORIE 

CTlCE AT THE 

C THE
 

U'tt'lIIl<' Q SI. ICAL COMMEmT 

To pretace the actual comparis,on ot the theor1es and 

practices amployed at the Art. and Crafts Theatre, a note­

worthy comment by Sheldon Chene,. a man who became the voice 

of the art theatre m.ovement, ~ives an In.1Jrl1t into the 

effectivene•• ot the permanent setting. 

rica 

59c 1, .....,,_ ...... -. 2£- .tl!.., p. 165-66. 
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waa 

Cheney's comparison Dlaced wor oit far above 

that found in other art theatres in rioa. 

is hi standard of cellence s due to 's 

effective 11cation or hi. that Bcenery should aur­

ound the actor with the approprlat .ood and atmosphere 

creatf.Jd by t spatial rhyt This sp• 
ch1ev - . tne lzation ot the occupi unoc­

cup1ed apaces, call , and finally by the use of 

color. Analysis ot repres tl09J' pl , available 

photographs, and criti ntar1 reveala t errec­

tlvenea8 0 a t 1'.:1. irat, eXUl1Dati t 'a 

use of oportian to afree atial rhythDl. 

of the mo cesaful effecta eyed by 

was the t of or z p pc ent 

,sett! e placod el ta ot t 

various lat10nship creQt H~~nAd illusions of 

12b.t. onstration of tbi.s 111 seen in the 

productions -...,. ......." .... ..,-~....... 

In t produoti H 1a 1 flats to the 

upst~e aide of t P11 ,e T prlens 

and flat., extended to a city vallot !!! Tent. ]! ~ Arabs 
______ - the aand a temple wall or g tion at .a­

.ivene•• and t~AmAn Tn1s s further 

compl1mented by the placement 01: a lug eh in center 

atage. For these productions t flats and P110ns were 1n 
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combination, however, in t~ rTQrm&ncea o~ Helena'L 

Husband and The Wander Hat the flats were removed and the 

prlona towered ~l in due to their sur ts, the• 
three dimenaional P,lODS simulated the tall graceful columna 

of a Greek pala in Helena'A .H_u;s_b_&n-.d and a balcony over­

looking a garden in arrangement of t 

pylODs t do tage in the production .._.......ce 01"-
~ Ro.e. allo create illusion ot aterioWi tall 

Renaia.ance building•• 

Another t of t pe , the dark gr 

hangings, al.o served to suggest height. 1though Wlua~ly 

used tor mae , ,ploYed t ala torepre8ent a 

woodland in H 

attempt to dra t eighte t curtaina 10 that tneir 

loft 1'01 oul plct the 01' tower1..fm tr • 
Aooord o Chene", • achieved. 

However, he beli s'lUt~eatl or 'tr waa too 

abatract. 60 

Thus l' ation 0 rtical occu~led spac 

been the topic of c ion. eAPm1natlon of perma -

nent sett rrangem.ent r '. success tl: 

1A ..........
borizontal lines t t ThrO 

rearr t ot ,mteen-toot flats, H 

60Ibid., p. 171.-
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8 

the horizantal llnea the occupled apaces. The Wonder-
Hat, at readll,. de atrate. t practice. The 1 nar­-
row tlata were rel,. placed their sides, end to end, on 

eighteen-inch plattorma, and vario st:ep unit. were 

ur ed d at 01' the platto • The total effect at 

theae unit. ]nmmced the horizontal .1:in... • This er.tect can 

a in a otoaraph at lena'a Hlaband found in tb 

appendix. orizontal proportion ~lao vas exhibited thro 

Hume's akillful uae of aet decorations. An eye catch! 

ark rail 1n !S!. &.2.!! ~ Hat. a group 01' silhouetted rock 

torma in The .-G,;;::,li_t__t;;,;;e:;,,:;r...l ate. and the rlchl,. appointed altar 

piece 1n Abraham::!S!! Iaaac are but a fev examples. 

f. permanent .et piec '1 virt of their 

measurements achieved the illusion at spac.oua heights and 

vldtna. Thes. un! ta created clean, sharp lines which could 

be modified thro the us. of corati drapes, archei and 

lar devicel. t this int a discusslon of the d1 ­
.iona at heliht and width has Occ , but equall,. important 

was t:he dimension of d 

e more si~if'icant elements ua to aOhleve 

illusion ot depth were pl r ak1-dome, the flexible 

11~t1ng aystem, and the contraat of' placement of the 

nent set units. article found in ~ Detroit ~ .¥.l'.-e.a.8 

point out the etrects achieved by the lighting of the sky-

d It read:• 



- -

- -

46 
own 11
 

freets, 1ncluulDg yclor

• 4.6 WIIAV ~8 , 

a per.manent arranRemen by various 
b.ues 8ives d1st ot b 
obtained with a 

Rather than aep lnt rspective to pictor1aliz 

far-ott horizons, H illuminated his sky-d and arr ed 

the set pieces in a manner that s ted great depth and at 

t • infinity. liRht on t" ak:r-d J when viewed 

thro scenically oontrived apll.rturel, not only cr d a 

dimension cOMPatible with the three-dimensional actor, but 

achieved a desired c l1ment to mo and atmoaphere. A 

demonstration of this et t can be illustrat, in the pro... 

duction, The Wonder Hat. re cb of the picture consisted 

at the Pl10na and the ak,- The pale blue light from• 

the lighted sky-d created tb.E~ illusion of far horizons, 

when seen tbro the OIleD apac between the pylons. Light 

Itreaming tbro· • large Gothic window in the production 

!e! .In;;;"t.-r:...;;u_d-.e;:;.r ODeD apace hind the balcony 

in The Romance .2!. ~ Rose. ap:ain illustrates how the 

lighting ot the alq-dame produced the illusion of depth. 

(See photographa in appendix.) 

The suggestion of depth was alao achieved taro 

contraat of placement of the permanent aet pieuva. 

arr&n2ement first seen in Helena'. Husband demonstratea the 

61The ""IIU,.t"U.L lot ...nn' &_.t"UaD, ve r 15, 1916, p. 5. 



Hame, ~ Centurl Stage Deeorat1an, 
cit.,.-6qilure 
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lhe point should be made that the permanent eet 

pieces never portrayed the exact imag.s, as wal the tendenc7 

in the naturalIstic theatre ot the time. Hume belleved that 

the actor should be surrounded by spaces which would provlde 

the appropriate envlroDm8nt and atmosphere for each drama-­

readily Identiflable by the audience and 1et not realistlc 

in deta.!l. 

Hume's skillful or~anlzatlon of the permanent s.t 

plece. gave the teeling ot spaclo~snel. to the three d~en­

alons, namely height (includ1Dg various acting levels), 

width, and depth." The.e dimensions were created naturally 

by the organ1zat1on of the set pieces, rather than bJ 

painted perspect1ve. Through the difference in heights, the 

dimensiona of the stage, the baren.sa of the wall, an added 

curtain or painted decoratlon, and the positlon and location 

o~ the set pleoes Hume reflected the P.,chology ot the 

drama. The v,ertieal1aM ot the pylons, the proportion 

between the occupied and unoccupied apaoes, and a silhouette 

placed in opposition to the pla.ter aky-dome, all beoame 

factors in the expression of the atmosphere and mood. 

II. USE OF COLO: 

One of the pr1mary factors ot color was to re-inforee 

the ~ood created by the spatial rhythma. Hums maintalned 

that the function ot color was to change the expresslon of 
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the dr or modit b ood within the sce 1thout major 

change in the organization of the set pieces. Hwne used the 

flexible lighti slstem to achieve these modifications in 

color. e .aid: "The means which beat ets the exigencies 

of each new scene and which is most completely adapted to 

express the psychologic event, 18, atter all, liRht. n63 In 

order to perceive how it was d, the reader must recall 

the technique with vb1ch Hame painted the set piece8. He 

epr.,ed the unit. lightll with the three basic colors. This 

allowed light to pick up a particular color and 1nt.~ifl 

it. For example a straw limt t d t se t into a war, 

glow; blue light streDJtthened the cool ton, of the \Dl1ta; 

t 

red li~t on the green bangtDga t ,ed them black; and end­

le8s other combinations of effects modified a ~lven set and 

produced numeroua mooda. 

Today it i. difficult to termine the ctlveness 

of e'. use of color due pr ily to t lack of prac­

tical color photography in 1917. However, an examination of 

the critical reviews ~ive 1nsi~ts into his use of color an 

general remark m by a reviewer sent fr•
 

ston to attend the 0
 the second sea80n 

shows that H w h to attain the desired mood and 

atmoapherre thro lia:ht T reviewer wrote: "Hie• 

63Ibid., p. 71.-



he Boston Evening - .. _ .. _.. -c-, r 17,. 1917. 

7, 1917, p. 8• 

• ~., P. 167 • 
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_ .. _ of0, I!!!. Doc...._" ,. Haro• -

~ b7 Austin strong, J or de, te.tifles 

col lnt creation ot 

all·, d .tDlo8pherve 

to .uc 

t 

8 at the permanent aett in t cre.tlO: 

of tn. t space. 8ur~oundtDg the aotor i. evident. 

67!.e!, DQIJ"l'WI IloveIU,Dg .... -.....w ...... _,. ... 10c. ill. 
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,r the occupied and occ spaces to'. or~anisati 

create Iaht, wIdth, an th rounded the actor with 

the mood and atmosphere intrinsio to the various dramae. 

The uee of color and l1RhttnR to modify the moods and a~o.-

pnerel or the set pleces was excitingly .rfective according 

to the critic•• Koreover with all the favorable result., 

con~lnual11 held the ooat to a minimum and in mo.t 

tances prevented the artistic outcame rrom rea 

abstraction. 



CHAPrER VI 

CONCLUSION: HUME I 8 DESIGN EARNED A PER 

THE
 

I. HOME'S THEATRE AS A COMMUNITY lUSTI 

At the time Samuel J. Hume launched his theatrical 

career, advocates or the "new atagecrart" were contesting 

the conditions and attitudes which existed in the American 

theatre. hey oppoaed the three established theatrical 

treatment.: a.co'. romantici.m, the at prevalent style, 

the oommercial st '. honeycoated .ent1mentaliam; and the 

gaudiness or the ~l r-Jlirl show. he rebellion began tn a 

handful of 11 so-called art theatr and spread later to 

the lar«er and more commeroial theatraae 

The artists and innovators in the new art, of wh 

Hum. was one, were not interested in the myriad or realistic 

detalls demanded by the current naturalistic style) they 

extended their efforts to conv.y1n~ the inherent moods ot 

the new drama. tes ot the new movement, 

however, were busy in th twentieth century tr to 

achieve these artist results without suftioient attention to 

audience interest and theatre finan Their art-tor­• 
art's-sake attitude was not appealing to the average art 

theatre patron, d 0: '1 o. t theatres b to cl08e 

their doors because of financial faIlure. 
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r, aatut actical matters, 

attempted to remedy financial conditions in the art theatre 

with hI. personal motto, "Entertainment plus art. n68 

great and vari talent to otfer to 

educational ani ommuni atrQ. i uoa'tional and 

theatrical bac OUXl' ivera1ty studie.a in California 

to hie studie. with Cra12 abroad and wIth B r at nard 

gave him a 1th ot exper1eii.ce. H wh1le at Detroit 

became interested in usi th1s experlence to make the 

theatre a mov torce 1n t community. However he 

believed that tore oh uld ein the theatr~.•
 
the ~eneral audlence--people trom all walks of 11te--muat be 

made aware ot, d ta t to appreclate, the better drama. 

No amount or aca c or 8001al soheme. desl d to !ncraaee 

an "appreciatlon" ot the dr would necellarily create an 

audience to support the theatre. The actual presenoe of an 

audience in the theatre vas the first step in th1. Jiteneral 

education. 

11e at the Arts and Cra1'ts Theatre Hume lectured, 

demonstrated, and perfor.med for schools of the Detroit area 

In an effort to brl the theatre into the lives of the peo­

ple ot the c miit,. vO.rked vi th lmwsual enerJl:1 to 

6 Vetro1t ~ Tri~~~, y 20, 1918. 
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practice and spread his belier that the theatre i8 a mov1ng 

rorc. in a communivJ' 

II. HUME t S THEORETIC. 

Hume's aucces.rul application or the theory of rh 

of space. and the use of proportion and color to arrect this 

rhythm was a huge step torward for the art theatre movement. 

The Arts and Crafts Theatre eXDer~ent proved that Hama'a 

ideas were practical OD 8ta~e a. well aa an paper, -and that 

his Id tb.e.maelvell to a ler theatre which 

laeked a f'ly a." He succel!l.ful~1 creat with the perma­

nent .ett the .prElsaiona spaclous l~ts, width, and 

deDths--ettects Which previous d c s hoped their 

scene painter could oreste with pain torced pective. 

ttrlbute 'e Id s that 

they did not bankrupt the theatre. Hume was able to 

the simple.t additiona to lUa 8~u,,,~.,--&U ~'".u., 

flat, a Gothic window, decorative drapes, painted scen 

tacked to preViously painted flats and 8~~ested ln2enl0 

new st~e practices on a ridioulously low budget. Moreover, 

hi. ti~t control of expenditures doel not appear to ha 

sacrificed nece.8ar~ mood and atm08phere ot the productiona. 

Reviewers round Hume • variations or the permanent
' 

8ett~ both colorful and exciting. Hia careful planning 

be~an to educate audlences to the higher types of dr 
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8cenic treatment without ma'king productions e.oteric or 

oatentatloua. Increall1na:. n r in the audience attest 

to thi& success. 

III. HUME'S 

The theatre historians should not 1088 IIl~t ot 

UlIl8' 8 own per80nal importllJ1.c8 in the luccel. at the art 

theatre mov, T 8ucce••ful applications of h1• 

• ett~s depended UPOD a caretully trained artistrT 

practical ••~e ot color, .pace, texture, and proportion. 

It is ortant to interject a comment de by Cheney ten 

years atter H' 'I permanent ttin« had b uaed a& th 

exclusive STilt of scenery at the ts and Cratts Theatre. 

This statement point. up 'I dJDamic ability. Cheney 

Itated: 

i. ~ume'i adaptable setting ••• ba. been widell 
not too intell.1gentll taken a& a model by many profes­
aional acting grouplI. A system ot this aort has 
extraordinary range ot p08sibilities tor beautY6't1.hen 
manipulated imaginatively and with taste •••• I~ 

It wOuld seem that. directors did not possess the vivid 

imagination when us the permanent tting as did its 

designer. 

tore a theatre can uc ful, ther t be 

.ome guld personality at the ot the or~an1zation who 

69Sbeldan Cheney, acoration (New York: John 
Dal, 1928), p. 87. 
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a thorouah knowledge of the maIly crafts of the theatr." 

as well a8 a keen .ense or finance and managem.nt of people. 

Hume tLreleBs11 extended his persanal efforts to make sure 

that his sta~~ techniques d1d succeed, both art1stically 

and finanoially. But financial succ.,s and artistic integ­

rity are the result of personal ab11ity_ It oan therefore 

be said that Samael J. Bum. made the peJ'.llW1ent adaptable 

8ett1n~ work. By it.elf 1t wa. an ingenious solution to a 

var1et:v or problems,!" In "tlle· ~ds of a very skillful direc­

tor it was an extraordinary the__trical achievement •. 

It is 1nterest1n~ to speculate on the further 

developments wb1ch Hum. might have accomplished with the 

permanent .ett1n~ it World War I and Huma's own advancement 

had not altered his plans. During his two years at the Art. 

Crafts Theatre, he was able to stage about twentY-five 

d1fferent plays with hi. adaptable setting. Hum8 left the 

ts and Cratts Theatre in 1918 to assume the directorship 

or the Greek Theatre at the unIversity or California due to 

the death of its founaer. 

T~II( TINGV. DlSADV 

A ser10us d18advanta~e of the adaptable sstt.1J1g was 

its need for artistic manipulatiQn by the director. The 

.ettl~ was not always successful in the art and community 

theatres or the nation when Hume did not personally direct 



be able to apply t inciples of plastic and 

a~osphe1'ic design whi ume demonstrated and develOp a 

s 11.1' 81stem. H 's thod or painting his soenes is 

especial~y notAV~~ ill ptabl o other acenic 

IYst • 
1stem's difficulty in 

in realistic drama, was per-

in IS o at the 

o 

S8 

it e. r, d tor who is thoroughl,. 

acq d with the possibiliti t the adaptable setti 

permanent settlIUt on a Dlaster 

.ystem could be a l~ita-

Rnvav_r, wltn I 1ngenu1t7, 

the scene d.ll~er should be able to develop acceptable sub­

stitutions. Many modern Icene des1KIl booka will inatru 

the b.~inner in the construction ot cloth cyclorama struc­

ture and • ~lexible l1gn~1ng aJ.w~. 

The principles or Rama's permanent adaptable sett 

e vUuaD~e to the IIcene des16:Oler today., The 11mitationa 

ent in the 

euch• 

worked are .tillr 

emall educational 

s e f truc ou, ,obil! t.Y. a or stora, , 1 

cost are as valuable in the theatre no s in 1916. The 

ri~id stan, lzatio f permanent tt units, t or 



the pasa1ng 1 , b been a lona-tl triend of th 

nati 'a t d community tr • Perhaps the rspec ... 

tive h the or t n nta will prove 

more clearlJ in co decades that • contributions to tb 

art and co were t 1 

particularl1 important. 
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