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THEATRE TERMS
O

« Dionysius- the Greek god of wine and fertility.

« Amphitheatre- a round or oval building, typically unroofed,
with a central space for the presentation of dramatic or
sporting events.

« Scaenae frons- elahorately decorated background of a
Roman theatre stage. This area usually has several entrances
to the stage including a grand central entrance.

- Roman Colosseum- the Colosseum or Coliseum (also known
as the Flavian Amphitheatre) is an elliptical amphitheatre in
the centre of the city of Rome, Italy.

. cmzle plays- several stories performed, one right after the
otner.




THEATRE TERMS
O

o NMorality plays- attempted to teach a moral lesson to the
audience through the use of allegorical characters.

o Mansions- several small, temporary, hut-like houses, each one
decorated difierently to represent a different location.

 Patronage- system of providing financial support in which
merchants sponsor artists to create works of art, such as plays,
for the enjoyment of their family and friends.

o \erisimilitude- the appearance of being true or real.

o Shutters- a painted drop or a large set of wings which met in the
middie of the stage and could he slid away to reveal another
backdrop.




THEATRE TERMS

o Glohe Theatre-atheater on the south hank of the Thames in
London, 1599-1613: many of Shakespeare's plays were first
produced here.

o lambic pentameter-a commonly used metrical line in traditional
verse and verse drama.

- Noh Theatre- a stylized and graceful form of Japanese theatre that
had elements of opera, pantomime, and stylized dance.

« Kahuki- Japanese theatre form that developed in the early and mid-
seventeenth century and is still heing performed today.

o Sanskrit drama- all end happily; focus is on the actor, who uses
movement and a set style of hand gestures to communicate
meaning.

« Beijing Opera- acting is dancelike, with each movement setto a
steady rhythm established by the leader of the on-stage orchestra
who plays a drum.




Lesson Objectives
O

THE STUDENT WILL :

-IDENTIFY AND APPRECIATE THE MAJOR TIME PERIODS IN
THEATRE HISTORY.

-IDENTIFY MAJOR PLAYS AND PLAYWRIGHTS IN HISTORY.

-IDENTIFY AND EXPLAIN THE DESIGN, PERFORMANCE, AND MAJOR
HISTORICAL INFORMATION FOR ONE SPECIFIC

THEATRICAL TIME PERIOD.

-APPLY HISTORICAL KNOWLEDGE TO A PERFORMANGCE.




A Few Periods %Thealre History:

® A ncient Greelk Theatre

e ROMAN THEATRE
¢ mzz’cfieva/ Sheatre ( Sheatre of‘ the ﬂ?cfcffe ;%7&9)

e [talian Renaissancg Theatre
® ofizabethan Shealre
o Eastern Theatre Traditions Gapan, china, Indin)




NCIENT GREEIK
THEATR




ANCIENT GREEK

THEATRIE
O

YOU CAN GO TO A PLAY
ALMOST ANYTIME YOU CHOOSE.

HUNDREDS OF PLAYS ARE PERFORMED ALMOST
EVERY NIGHT OF THE WEEK ALL ACROSS THE
UNITED STATES. YOUR OPPORTUNITIES TO SEE A
PLAY WOULD HAVE BEEN VERY LIMITED,
HOWEVER, HAD YOU LIVED IN GREECE AROUND

400 TO 500 B.C.




ANCIENT GREEK THEATRIE

O
* In ancient Greece, plays
were performed only a few
times a year at religious
festivals honoring
the Greek God of
wine and fertility.

¢ The festivals were held to
honor in the ho]pe

.
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that he would bless the W
Greeks with many children, R
rich land, and abundant

C]l'O]PS.




ANCIENT GREEK THEATRIE

An important part of the festival was
the dramatic contest.

At first there were contests for drama
only, but later contests for comedy
were added.

The first such contest is thought to
have taken place in 534 B.C.

The winner was T hespis, from whom
(which is
still used today to refer to an actor).

we derive the word

Other famous winners of the contests were
Sophocles, » and Euripides for
(dramas in which the main character
suffers a disastrous end), Aristophanes and
for

(light, humorous
dramas w/ a happy ending).

Of the hundreds of plays written by these
famous Greek playwrights, only forty-some
remain today.

Among these plays, Oedipus the King by
Sophocles is considered one of the finest

dramas, and Lysistrata by Aristophanes is
perhaps the best-known Greek comedy.




The great Greek

philosopher and
teacher, Aristotle,
wrote The Poetics. In
this book he
discussed the theater
of his time. Aristotle
discussed important
topics of the theater
including plot (What
ha]p]pens), theme (the
idea or message),
character; music,
diction (speech), and
spectacle (what was

seen).

Aristotle became the first literary critic.



GREEK

MYTHOLOGY

Greek mythology
is the legendls and
stories behind the

Greek g'odls.

The earliest Greek
dramas, especially
those by
Aeschylus (525-456
]BC), drew their
plots and
characters from

these myths.




ATH

NS, GRIEEC]
O

ATHENS WAS THE CENTER
OF GREEK THEATRE. THE
MOST IMPORTANT
FESTIVAL OF THE YEAR
WAS THE GREAT, OR CITY,
DIONYSIA WHICH WAS
HELD IN LATE MARCH TO
THE BEGINNING OF APRIL
IN THE THEATRE OF
DIONYSIUS.




THEATRE OF
DIONYSIUS

This open air theatre

was built much like
today’s large football
or baseball stadiums.
Since each play was
performed only once,

the theatres had to be
large enough to hold —So that all the audience could see,

thousands of people. the theatre was built into a hillside.
I Frar e [l fassens] The performance took place on the
g'lround level, a circualar floor call the
to 17,000 people orchestra, and the audience extended
might have attended all the way to the top of the hill.

that as many as 14,000

each production.




Since there was no
electricity for
lighting, sound, or
s]pecial effects, the
plays began early
in the morning
and lasted until
the sun began to
set. Imagine the
excitement in the
air as people
prepared to spend
an entire day at
the theatre.

THEATRE OF
DIONYSIUS




GREEK A]Dnlp]hlﬁlt]hl(@alltlf(@
O

GREEK TRAGEDIES AND COMEDIES WERE
ALWAYS PERFORMED IN OUTDOOR THEATERS. ..
EARLY GREEK THEATERS WERE PROBABLY
LITTLE MORE THAN OPEN AREAS IN CITY
CENTERS OR NEXT TO HILLSIDES WHERE THE
AUDIENCE, STANDING OR SITTING, COULD
WATCH AND LISTEN TO THE CHORUS SINGING
ABOUT THE EXPLOITS OF A GOD OR HERO.
FROM THE LATE 6TH CENTURY BC TO THE 4TH , .
AND 3RD CENTURIES BC THERE WAS A S S . 5
GRADUAL EVOLUTION TOWARDS MORE SERC Kl ek e
ELABORATE THEATER STRUCTURES, BUT THE
BASIC LAYOUT OF THE GREEK THEATER
REMAINED THE SAME.

......




Orchestra The orchestra
("dancing space™) was normally
circular. It was a level space where
the chorus would dance, sing, and
interact with the actors who were
on the stage near the skene. In the
center of the orchestra there was
oiten a thymele, or altar. The
orchestra of the theater of
Dionysus in Athens was about 60
feet in diameter.

Theatron The theatron
("viewing-place") is where the
spectators sat. The theatron was
usually part of hillside
overlooking the orchestra, and
oiten wrapped around a large
portion of the orchestra.
Spectators in the fiith century BC
probably sat on cushions or
boards, but by the fourth century
the theatron of many Greek
theaters had marble seats.

@
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Skene

Skene: The skene was the building directly behind the stage. During the 5™
century, the stage of the theater oi Dionysus in Athens was probably raised only (wo
or three sieps above the level of the orchestra, and was perhaps 25 ieet wide and
10 ieet deep. The skene was directly in back of the stage, and was usually
decorated as a palace, temple, or other building, depending on the needs of the
play. It had at least one set of doors, and actors could make entrances and exits
through them. There was also access to the rooi oi the skene irom behind, o that
actors playing gods and other characters could appear on the rooi, if needed.

Parodos: The parodos are the paths by which the chorus and some
actors (such as those representing messengers or people returning irom abroad)
made their entrances and exits. The audience also used them to enter and exit the
theater hefore and aiter the periormance.




GREEK
MASKS

Many of the Greek
actors wore
lightweight masks.
These masks made it
easier for the actors

to change characters

quickly. Since the
first Greek actors
were all men, the
masks made their
portrayal of female
roles more
believable.




Much of the action
of the Greek play
was song and dance
by a group of young
men and boys. This
group was called the
chorus. Thespis is
credited by most
historians as being
the first playwright,
and perhaps the first
person, to have
stepped out from
the chorus to recite
the first solo lines,
and thereby become
the first actor.

GREEK CHORLUS




BY 146 B.C,,
ROME HAD
CONQUERED
GREECE, AND IN
THE YEARS
THAT
FOLLOWED,
ROME WOULD
GRADUALLY
ABSORB THE
ENTIRE GREEK
WORLD.




ROMAN THEATRE
O

e BECAUSE THEIR EMPIRE WAS 50O VAST AND THEIR WEALTH
WAS SO GREAT, MANY ROMAN CITIZENS HAD A GREAT
DEAL OF FREE TIME.

e THEY DIDN'T HAVE TO SPEND MANY HOURS EACH DAY
GROWING, GATHERING OR EARNING MONEY TO PAY FOR
THEIR FOOD.

e AS A RESULT, THEY WERE A SOCIETY THAT LOVED MANY
FORMS OF ENTERTAINMENT.




ROMAN CT)UP A TRE

e GREEK-STYLE THEATRE WAS ONLY ONE OF
MANY FORMS OF ENTERTAINMENT THAT THE
ROMANS REGULARLY PRODUCED.

e [HE ROMANS ENJOYED SHORT COMEDIES
SIMILAR TO OUR “SITCOMS™), ATHLETIC
EVENTS, MUSIC AND DANCE, TRAINED ANIMAL
SHOWS, CHARIOT RACES, AND CIRCUS
PERFORMERS SUCH AS JUGGLERS AND
TUMBLERS.

e OF THE DIFFERENT FULL-LENGTH PLAYS
PRODUCED BY THE ROMANS, THE COMEDIES
WERE MUCH MORE POPULAR THAN THE
TRAGEDIES.




ROMAN T

THE TITLES OF MANY
ROMAN PLAYS WERE
RECORDED IN GOVERNMENT
AND FESTIVAL RECORDS, BUT
FEW OF THAT LARGE
NUMBER SURVIVE,

OF THE KNOWN TRAGEDIES,
ALL BUT ONE IS BY A
PLAYWRIGHT NAMED
SENECA 6 B.C.-65 B.C).

NINE OF HIS PLAYS SURVIVE.
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e OF THESE, THE BEST KNOWN
ARE THE TROJAN WOMEN,
MEDEA, OEDIPUS, AND
AGAMEMNON, ALL OF
WHICH ARE BASED ON
GREEK PLAYS.

e THE COMEDY SCRIPTS THAT
HAVE SURVIVED ARE EITHER
BY TITUS PLAUTUS (254 B.C.-
184 B.C.) OR PUBLIUS
TERENTIUS AFER, WHO IS
KNOWN TO US TODAY AS
,TERENCE (190 B.C.- 159 B.C).
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ROMAN THEATRE
O

e MOST OF THE SURVIVING ROMAN PLAYS ARE
BASED UPON PLOTS OF GREEK PLAYS.

e THIS PRACTICE OF BORROWING THE MAIN
IDEAS AND CHARACTERS FROM PLAYS
WRITTEN IN EARLIER PERIODS IS A PRACTICE
WHICH WE SEE REPEATED BY MANY FAMOUS
PLAYWRIGHTS THROUGHOUT HISTORY.

e FOR EXAMPLE, THE ROMAN MENAECHMI WAS
SHAKESPEARE'S SOURCE FOR THE COMEDY OF
ERRORS, ONE OF HIS MOST POPULAR SCRIPTS
TODAY.




ROMAN THEATRE
O

e BUT THE ROMAN WRITERS DID MORE THAN
COPY THE GREEK'S IDEAS.

e THEY MADE SOME IMPORTANT CHANGES IN
DRAMATIC FORM.

e THEY ELIMINATED THE CHORUS AND ADDED
MUSIC TO UNDERSCORE THE DIALOGUE,
RATHER LIKE A MOVIE SOUNDTRACK DOES
TODAY.

e UNLIKE THE GREEKS, WHO RESTRICTED THE
NUMBER OF ACTORS IN EACH PLAY, THE
ROMANS DID NOT LIMIT THEIR WRITERS TO
ANY SET NUMBER OF PERFORMERS.




THE STAGE SETTING FOR ROMAN COMEDY WAS
ALWAYS THE SAME CITY STREET, REGARDLESS OF
THE PLAY BEING PRODUCED. THE BACKDROP (A
PERMANENT STONE STRUCTURE KNOWN AS A
SCAENAE FRONS) ALWAYS REPRESENTED THE
FRONT OF SEVERAL HOUSES, IN WHICH THERE
WERE DOORWAYS. THESE DOORWAYS
REPRESENTED THE HOUSEHOLDS OF THE MAIN
CHARACTERS OF THE PLAY AND SERVED AS
ENTRANCES AND EXITS. FOR TRAGEDY, THIS
SAME STRUCTURE WOULD REPRESENT A PALACE
OR TEMPLE.




THEIR STRONG
SENSE OF DESIGN IS
REFLECTED IN
THEIR THEATRE
BUILDINGS, WHICH
WERE UNIFIED,
FREE-STANDING
STRUCTURES
SEVERAL STORIES
IN HEIGHT. THESE
BUILDINGS WERE
UNLIKE THE GREEK
THEATRE
BUILDINGS, WHICH
WERE BUILT ON
HILLSIDES TO
UTILIZE THE
NATURAL SLOPE OF
THE GROUND FOR
BETTER AUDIENCE
VISIBILITY,

COLOSSEUM




Theatre of the Midille Ftges

61/50 known as the j‘ZZc[i'evaf gserz'm[j

stretched ﬁom g]afroacz'matefg 500-1500 % eﬁ




Theatre of the Mididle 7ges
O

o Jhe theatrical Joe)ﬁmancea‘ Jtcyetf

during this period were quite t[zﬁérent
ﬁom the theatrical Joe;fbmcmcea Jtajec[
n ggme.

o Jnthe absence of‘ a JooWerfuf monarch or
_government to stabifize trade and’ Jaz'fy
fz"ﬁe, the church tock over many ?f the
functz'ona‘ ?f feac[ér&/fz{']a.

® ﬁecaua‘e the church was so Jaowevfuf,
and because so féw Joe(yofe could read the
scriptures ﬁr themselves, theatre became
a way to cormmunicate refzc'gz'ous messages

to the jeneraf Jouﬁfic in a clear and”
Joowmfuf way.




® azzat Jafay& Joeyfémecf in the JZ‘;'J%
%yea told stories ﬁom the ﬁiﬁfe.

® @ﬁen several stories were Joe7j%rmec[,
one nj/ft afier the other in what became
known as a g/c*/e g[' Jafaya.

® %n eacamJafe gp such a (:J/cfe is the
Wm@y@efc[ c:}/cfe Jttgec[ in %k‘eﬁeft[,‘
fnjfcm([, which conststed WC tﬁ?rty%w@

fftly&.

® Jhe thirteenth Joftg/ in this c:}/cfe, /74

3900}:@’?[90[«9705‘ c% s considered”
one cy[\ the best En jfi&ﬁ c:}/cfe JO/L?}/J‘.

Theatre of the Middle Hges

O

o Jhe (:*}/cfe Jo/ay& were (g%en reférrec[ to
as mystery Jifrd}/e}) because t%y fc‘»cua“ec[
on the mysterious nature of‘ God's

JaOWer.

o Jhese Jofc{}w dramatized biblical events
spanning the period. ﬁom the creation
in the book of‘ Genesis to the
Jast Judgment in the book Of‘

&evefatz’on.

o For efxam(]ofe, /7 cﬂ{?}/oﬂ‘erj/ f o
tells the stories (f Hdam and Eve,
Cuain and Fbel, and the  prophets who

ﬁre&/; adow the coming of' Ghirist.




Theatre of the Mididle 7ges

o Ashough the plays of this period
fécu&ec[ on man s proper response to
God, as the  period passed, the church
began to moc[i'fj/ the content cy[‘ the
Jafaya.
o Jhese newer Jo[t{}l&, known as moraé?‘}/
f/g/a; attempted to teach a moral Jesson
to the audience tﬁroujﬁ the use of‘
affejorz'caf G}/mﬁofz'c) characters.

® i’F‘or example, a character in a moraltt
o 34

Jafay may fave reJoreJentecf all of'

mankind, or a Joartz'cufar vice or virtue

Juc/;ao‘jreec[,' cmjer, or merc:}/.

O

o Jhe main character, ofi&en called
Zverymaror %M@'ﬂ({ was
@Jaicaffy tempted l{}/ evil but returned
to side of' “good in the end.




Jheatre of the
Hiditle Fges

A 1547 Valenciennes set design showing Heaven (left), a‘ Hell Mouth (right), and
various places there between.

Cgttget[ in the church z't&e&[' or in the c/furc/z}/arc[ around the
7% Ja[ 6{}/& were church lfuz’fc[z'nj, or in the street, the Jettz'nj cu&tomarz’fy was

Ja re&ente([ vey:}/ comJarz'Jec[ <y[' a sertes gp several small, temJaorm:}/, fut-fike
([if?[éren t fy PO houses, each one decorated cﬁﬁ%rent[y to represent a c[zﬁperent
tﬁ"e ’W't{}/ £ ﬁ”e Jocation. Jhese were called marstons. %ff gp these mansions
(go had were visible to the audience at once. Toack OJC the mansions ﬁce(l [
Ortdns rid
a common, shared Cpfayinj space in ﬁont g[\ the row OJC HMANSTONS

Jttyec[ their Jofaya.
called the //az‘ea. Thits space served as the central acting area fé;

N

all (7[‘ the focations. Jhe audience would accept the space was

cﬁanjinj based’ upon ﬁom what manston the actors entered.




| O
Jheatre ?f the f/‘z:'fd]é ;’@e.r

%ftﬁoujﬁ t/;e’y were # minor imJaortance

compared to the refzc'yz'oues and morafz'@/
Joftf}/a‘, two other ﬁrm& gp tﬁ?eatre-—-/érce and
Znter/ide-were Ja(yaufar in the :zzz'cfc[ﬁe
%e&. Tarce was a J%rm (f cotncidence that
originated in the 1200s, emf/;aaizinj SOME
of‘ society s more ridiculous bekaviors. Jhe
interfudes were comic Jafaya that served as
short breaks between cfzﬁ%rent parts of‘ a
celebration.




[talian Regnaissance

[n the years streteching jrom the latg 1300s through the
garly 1600s, the cultural cgnter of Curopg was Italg.

S e

. «-: This period of cultural

RNadvancement and activity
1| is kKnown as the

$ g
. S 424 g de. Sl TUE
/- P e = - T
2 S y
¥ < =
F:

s Lzl Qenaissance.

o \-_._:




[talian Rgnaissance

* The Renaissanceg was a timg for great advancgment
not only in the theatre but in all of the arts.

e [t is during this pgriod that thegatrg was transjormed
jrom its Medigval jorm to a typg of theatre much
closgr to our modern style.




Much of the new
theatre activity
rgsulted jrom the
mgrehants
$ponsoring
artists to creatg
works of art,
such as plays,
for the gnjoyment
of their family
and frignds. This
systegm of
providing
financial support
was Rnown as
patronage.




[talian R%)aissaneg

» The subject matter of the arts changed
jrom the religious topies, which had
been dominant in the Middlg {Hges, to
morg ¢garthly mattegrs, and is jocused
upon human rather than diving activity.
This ngw Way of looking at the world
was kKnown as humanism.




[talian Regnaissance

Negoclassical Idgas

e Theg new Regnaissance rulgs of e The Regnaissance writers
writing drama, kKnown as the thought they had found the
Neoclassical Ideals, were very rales about the proper wag to

. writg and cergatg theatgr, so
1mpqrtant bgzgagsgz theg they eregated playgs that copied
dominatgd opinions about the the storigs and themes of the
begst ways to writg plays for @reek and Roman plagys.

over two hundred yegars. The 2

Ngoclassical thegorigs werg
based upon the thgn recently
regdiscoveregd writings of the
@Gregek and Roman plagwrights
and theg writings of the Gregk
philosophgr fristotle.




[talian Regnaissance

Negoclassical Idgas

e Theg Neoclassical Idgals were
conegrngd with what is called
verisimilitude, which mgans
“bging trug to life.”
Verisimilitude is what the
Renaissance plagwrights
mistakenly beligved that
Wristotlg was dictating.
Thergfore, the Regnaissance
philosophy dgmanded that all
charactgrs and situations be
rgcognizablg and verifiablg jrom

e To makg surg that this rulg of
verisimilitude was jollowed,
all playgs had to havg a unity
of timg (requiring that thg
action of the plag not cover
morg than twenty-jour hours),
unity of plaeg (requiring that
the action all takg placg in
ong localg), and unity of
action (rgquiring that the plot
haveg only ong story ling, with
no subplots).

real 1iiz.




domg of thg most
important pgoplg
in theatreg history
in this period werg
architegcts, who
changged forgver
thg way theatre
buildings would bg
built. In the ¢arly
1600s, architgets
first beggan to
degsign prosegnium
archgs, or picturg-
framg opgnings
around the stage
spacg.




The oldgst surviving
theatrg jrom this
period is located in
Vicgnza, Italy, and
named the Teatro
Olimpico. It was
completed in the
gear 1585 and could
hold up to 3,000
people. dlthough it
had no proscgnium
arch, the stage had a
pegrmangnt facadg
(fake building front
built on stagg to
rgpregsent a large
building).

likg the Roman seegng housgs in the garligr period, the Olimpico’s facadg
had a sgrigs of doorways built into a massive, ornateg wall that could be
used to rgpresent the housgholds of various familigs in the plays. These
doorways werge differgnt from their Roman countegrparts in that they had
long hallways or allggways built into them. These alleggyways ran at sharp
anglgs away from theg audigneg, giving the illusion of degp interior spaces
within thg homges of the play’s characters.




The facade gave
wagy to the usg of
painted seegnery,
which could be
shifted to reveal
new sgttings
beghind it. ®o0n,
painted flats
(painted canvases
rgpregsenting threg-
dimegnsional walls)
werg replacing
fixed, architgetural
stagg housgs as
theg basice unit of
seengery.

This changg is what madg building proscegnium arches
popular. The arch gave audigneg mgmbers the sgnse that
they were looRing at a walking, talking, moving,
transforming, singing painting when they went to the
theatre.




[talian Regnaissancg
O

e In the Middlg Hges, the stylg had begegn to usg mansions to
rgpregsent hgaven, hell, €arth, and other specific settings-all
visiblg to theg audigneg at thg same time.

e In theg Rgnaissance it was much morg popular to rgveal only
ong sgtting at a time.

e This madg it ngegssary to hide from vigw all the flats gxeept the
ong beging used at a given time.

e The proscgnium arch was the solution.

e Whilg sgrving as a hugg picturg jrame, it also hid the gxtra flats
and the systegm of ropes, pullgys, and tracking ngeded to move
the flats.

e s the period progressed, the audigneg bggan to want morg
and morg changgs of setting, which lgad to the building of
pgrmangnt prosceniuam arches.




The first theatle to have a
proscenium stage was the
Teatro Farnese, in Parma,
Italy, completed in 1618.
For the Farnese scenery,
painters used perspective
techniques to create a
painted series of wings or
flats, which were placed one
behind the other on both
sides of the stage, so that
they could be slid away to
reveal the next set. These
flats usually appeared to be
houses along a city street.
The setting was closed off at
the back of the stage with a
painted drop or a large set
of wings called shutters,
which met in the middle of
the stage and could be slid
away to reveal another
backdrop.

The use of these multiple settings required that newer theatre
buildings have more backstage space to store scenery and
equipment. This meant that Renaissance stages became larger
and larger, and deeper and deeper, to house all the scenery and

to provide the visual depth that had become so popular in visual
arts.




[talian Regnaissancg
O

e (lthough the Italians were veryg concernegd with
perspecetive, they did not find it ngegssary to eregateg negw
segngry for gach plag.

e Instgad they reused three standard stylgs of sgttings, ong
for tragedigs (showing the street of a wealthy
ngighborhood), anothgr jor a comedy (showing a common
streggt lingd with lower-class homes), and a third sgtting
jor pastoral plays (showing treggs, hillsidgs, and simplg
couniry cottages).

e The practicg was to reuse thgse basic settings over and
ovgr, dgpending upon the stylg and gegnre of the play
beging produced.




[talian R%)aissaneg

The first comedy written in The first important tragedy
[talian
o La Cassaria e SO fOI? isha
by lsudovico friosto. _ . _ o
La Cassariais a comedy that bg GlanglOT’glO TT’]SS]I’)O.

combings classical form with a
morg contgmporary sgnsg of garthy
humor.







ggmx Jo/e/u/oa, Was named

efts the poserfl

Greellish collon , olbe
wihed Sreat Britain for
fostyfice years, from

1558 to 1603.

ahich, fanguage and Blesatiuns flousished. Gt the Reast of the
theatre.




actons who played reqularly

around London and




ligabothon Sheae

® @long with this rise in the profession of
o&mo{fm&)ﬁem@a}oﬁw‘}

Jo,eaﬁmmzamm,.
replace the Lemparasy olages thal had

Em@du?m%mnw,mm
cwbﬁ/@amfwﬁ,
dedicated opecifically Lo the presentation




aclivily, the city, of SLondon
3id not pevmil theatre
g/IM/EaM’Lﬂ/D, to g/e, eeched inside

the pevmanent theatres sa
popular during the
831@,@%@ period were
located outside the city,
across the Shames River,

gﬁcmwmﬂa?&ﬂmwbg@fmwwdm

atop the thealre, which nae the signaf that there nould be o

and audience members had to
Eeaﬁ/em@d/bﬂ)(/aojeeafﬂbﬁ.
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gfm rained f/ﬁaxfgo/m o/tqﬂ,e Wan,

ournounded by the aundience on three
sides, and wao closer ko a contemporany
thwot stage than to a proscenium arch
olage, which was so ijwfm of this
same period in time in Staly.

QB@KMME ”Zw,j)quo/vm o/liaﬂ,e was a
o/liaﬂ,e Jr]bo;wa,e, YC/erm as a W ﬁo‘lw&,

WM seed as a gw/oﬂvafoo{}), JZO/L Ww,
action. Shis sbucture sered as
o/to/z/im/ﬂ, costumes and propo and dw, ﬁew/

@tm@gﬂ&ofgm@f/ﬁalﬁome,m
ammmmamou&&,aw/oiﬁe&
area that could be separaled from the
fronl of the platform Lo suggeot an

*@hove this, on the 1oof of the inner olage, was a second playing
space, a sok of bafcony where some of the scencs might be played.
Ihio was, no doubt, where Ohakespeare’s famous balcony scene in
Romeo and Julielt would hase been played.

Ihere wao a third fevel of platforming above this balcony otage space,
WMWMoaM%mmmmfﬂam%,wﬁmeaMWo{
musicians might Be otationed Lo provide music during the play. Fhere
s unualy o soe soming ol from the Lo of the sl houos 1
pratect the vazious fayers of playing opace from direct sunlight o zair,

=




? Fhe foum of the Onglioh playe writlen in this
? Fhe Onglioch 3id not follow the new neoclassical
ideal.

? Snotead, the Onglioh dramans of the period were
Wmammo{%a{m,wﬁwﬂ
Oligabethans adopt a much freer uoe of slage
OjD/(LOQ,.

® gwaﬁm’tmm@wgwwa@

Olizabethan Sheatre

Siizen, i yalicilars, i e o e (el ol
ittle or no scenery placed on it.

Shia plalform was o neutral plauging arca, which coufd
When one qroup of characters left the otage and another
groups entenod, the audience Bnon that Hhe acene haa
changing.

@ actor might casny on @ single pisce of fusnituse Lo
fcation of the neat acens.

@ theone, o example, might indicale « palace selling;
table and a fow props might indicale a dining hafl.

@t other limes, a character might signal the next focation
Shis type of signal Lo the andience is called spoken decor.
SLanquage nas impadtant in Sligaethan pluys in off
weapecls, elen oceneny!




® @nother noled feature of Glisabethan
MWMWWOJZM

o GWM%JM (15641598) Wwas

WWW,wawmmz@
® Words in iambic pentameler hate hio
oyllables Lo cach beat and when opoken,
obress io placed upon the second beat.




Eastern
Theatre Traditions




Eastern Theatre Traditions

JATAN

A g A

IN THE EARLY 14003, THE JAPANESE WERE
PERFORMING A VERY STYLIZED AND
GRACEFUL FORM OF THEATRE CALLED

. NoOH HAS ELEMENTS OF
OPERA, PANTOMIME, AND STYLIZED DANCE.




Eastern Theatre Traditions

o The first Noh ar vrmAnces * Inthe dramas, the main
War [mr t[» t[»e enaml character is AlwAays ;amyec{ﬁy A
ublic b mz eAT mAn who wears a pefut
F old actor/ m : fZ carved, hand-printed mask
wAs one of the mas . %ﬂ erforms to the cmsmnt
outstanding N a/» erformers to ompAniment of several on-
have ever Live n d wWho Stﬂga USLCLANS. | |
wrote over 100 Noh };lmﬁ, ° MostN o[» Lays ﬂora spiritual in
nature, [»m/t ost, demon,
or opsessed [mmnn hose soul

cannot fund rest As the main
c[mmc er




Eastern Theatre Traditions

O

o Actors in Noh trou pes train far their }arafessian far
mMARY Yenrs.

o From the time t[u:t/ Ate Very young children theZ
train to become one af the three main roles in Noh.

o These Are the shitz, or main character, the waks, or
narrator; And the fsure, or Mcamyﬁmying role.

3




Eastern Theatre Traditions

] Kagami- m
Curtain betwern ﬁ.—.dhd wall)
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& Kapamino - ma -{A

{gteenronm)| | )—Q&g\"‘;%
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%
llishn—phu(“ndnu.n: X — Alo-70 == Sl .u[
{Chorus place)

r-\ln ||RI;| l\iwcnnsll.u

S

Second pine x G u.dc pxllar Waki's pillar ;
st pined

Side {ront

- Gravel BRI
Al surmund».‘.; % .

Front



Eastern Theatre Traditions

O

o Kabuks, ﬂmather Anese t[umtm orm, Vala ed in the anrly
and mu{dmientaantz century And is Sttll e1nyg };arfarmec(
today.

e The ’K%Imkt [lays were Imsa upon the plays written earlier in

that conntry ar their very po umr uppet theatres called
Bunraku, A c{ from the 7\7 l}: FlVﬂ/S FEPP

° Most af these were ]msw( upon [ustartf o1 falklam, as;;acmlltf
g[wst Stories. _ .




Eastern Theatre Traditions

O

* Like the Noh actors, the Kabuki actors train from
childhood in SInging, AAnCing. Acting. Ang Acrobatics.

° Many of these Actors inherited A character type from

their fathers who were famous actors ]mfare them.




were male actors
who specialized
in }alnying the
emale roles.
These Actors were

fnmaus far their

n%ltty to
imitate the
eSSENce af
feminine
fzrsmrmliti/
throu ?[» the use

of stylized poses

ang gestures.

Eastern Theatre Traditions

JAPAN




A mnjar
difference
ﬁat]uzcaan Noh
actors and
Kabuki actors is
that Noh actors
nlwnys WeAT

masks, while
Kabuki actors
create their
characters’
fncml fantu res
with Mgf»lt/
stylized make-
up.




Eastern Theatre Traditions

o The Kabuki Sta/ge is rather like our
common American ;arascem'um Stnge
of today.

° The audience Views the plavying space

from only one side, watching the
Action t rauﬁh A }arascenium ( }aictu re
fmme) opening.

o The Kabuki Stnge, however, is rather
lang and has A much Lower
Prascenium a;aem'ng than moest af our

theatres today.

O

o  This walkwauy is use

e Thecon igu ration of the Mti?g SYACE TEIMALNS
£

o Aunigue Kabuki staqin fem&um 1s the
presence of A Aﬂﬂﬂngkz; Which means “flau/er
WAY. ?

o A hanamichiis A waAlkway that connects the
staqe with the back of the Auditorium.

d for many characters’
entrances and exits as well as for the
Perfarmnnce af short scenes.

the same, but the plays, unlike Noh, are
usunlly staged with elaborate sets and props.




Kabuki, like
Noh, 1s usunlly
WCCOWZJ Aanied 1717

An orchestra that

;,m s music to

enhance the
dialoque. Unlike

Noh, however, the
Kabuki

MUSLCIANS ATE

sometimes hidden

om the
Audience' s View.

Eastern Theatre Traditions




Eastern Theatre Traditions

THE INDIAN PEOPLE HAVE A Mul# 0LPDER THEATRICAL TRADITION IN
THEIR , WHICH DATES FROM APPROXIMATELY 100 A.D.
ABOUT TWENTY-FIVE 0F THESE PLAYS REMAIN. THESE ARE ALL BASED

UPON STORIES FOUND IN THE MAHABHARATA OR THE RAMAYANA, TWO
GREAT EPIC WRITINGS, WHICH ARE COMPOUNDS 0F MYTH, #I3TORY, AND

LEGEND.




Eastern Theatre Traditions

INDIA
&

These dramas, which all end happily, are different from Western plays in that
instead of fming based v pon the Action and redctions of Characters or the
expminition of thematic issues, the central qoal of Sanskrit drama is the creation
of an appropridte rasa, or mood. This places the focus in Sanskrit drama squirely
on the Actor, who uses movement and A set style of hand qestures to communicate
mmm’ng, rather like sign lpmgu n?e fu netions today. In kee}aing with this styla af
communication, there is 1/81’17 little scem;my n Sansknt presentntims.




One of tne most
Mnaus Sanskrit
}a AYs, The Little
Clay Cart, is A
socikl play that
eAtures A set o
oung Lovers
strisqale to be

taget[uzr. This 1s
common in
Sanskrit immm,

As qood and evil in
these plays are
clear a{a ined
Aand aaL{ nlum s
avfmg ually Wms

Eastern Theatre Trad

1tions




Eastern Theatre Traditions

ACTIVITY UNTIL ABOUT 1500 B.C. WITH NO GREAT DRAMATIC
LITERATURE CREATED uNTIL THE THIRTEENTH CENTuRY A.D.




Eastern Theatre Traditions

CHINA
O

Because of the nation's Vast size, manif reqional forms of theatre developed around
the country. ,‘EMZZ plays were drawn from all sorts tz‘ supject matter, ranging from
current events to histories And leqends, containing characters from all walks ;f Life,
T/wmntimlli/, the flnys usunlly u;y[u:lc;{ the ided af laynltg to me'ly, fn’m s,
country, and showed that justice eventually was Served.

AN

RS




Eastern Theatre Traditions

O

In 1790, on the Emperor Ch'ien-Lu nq 's eighteenth %rt[»c(nif, ;Jerfarmers fram all
oVer the cou ntry were brou g[»t to ij ingg to }’EZ‘W"’ in A hu qe celebration. Man ‘Z
these performers remained in the city and established a new form of theatre, whac
focused upon the performer and Mti?:g style rather than text. This new, highly

stylizeq ferfarmﬂmce mode was called the Beﬁ'z'ry Jperi And remains the dominant
style of

heatre in China.




Eastern Theatre Traditions

CHINA
O

These performers believed that a text or play is merely an outline for A
}aerfarmnnca. Acting is dancelike in Beijing Opera, with eAch movement set to a
steady rhythm estu%lis[wc( 1717 the leader of the on-stage orchestra who plays a

drum. Each line of dialoque 15 Accompanied 7717 A movement or gesture intended to
enhance or explain its exact meaning to the Audience. Costumes Are ornite And

utilize color symﬁalimll to indicate many facts about the character’s class,
status, accu;mtim, and em;;emmmt.




Eastern Theatre Traditions

O

The traditional Chinese staqe is modeled on the shape 2‘ the covered porches of the
temples where the earliest of the dramas were performed. They are simple platforms
with An ornate ra:{ supported by four Lacquered columns. Many of these earlyy
staqes were Located in teahouses and the Audience watched the performances while
seated at small tayles located in front of the staqe. On the staqe is little more than A
cArpet, sometimes A table and A Jew chivirs. Operiings in the curtain that hangs at
the rear of the staqe provide the only entrances Ang exits.

-t




Theatre History Project Assignments

O

Educate the class on your time period of theatre history and {ranspert
us to that period by doing EACH of the iollowing:

o Building a Model / Collage of what a theatre looked like ior your
fime period.

o Periorming a selection from a play irom your time period (2
minutes).

o Having an element of period costuming. This can be large piciures
Or an actual costume.

o Present the Playwrights and Plays popular during the time
through a Visual Aid.

o Prepare a quiz ior the class on the inio you give in the
presentation.




Project @graﬂing

This project IS divided into 5 major componenis:

o Theaire Model - 20%

 Play Performance — 20%

o Period Costuming Presentation — 20%
« Playwrights/ Play Visual Ald- 20%

o Quiz-20%




Getting Started — Day One oals
O

o Choose and break into groups oi 4.

o Discuss which time period interests your group.

o Turn in your top 2 choices to Paniil. I will reassign
groups if multiple groups pick the same time period.

 We will g0 to the library tomorrow. Be prepared to start
researching then. STAY ON TASK!




