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Connect: Enhancing the Theatre
Experience @A connect
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Several qualities set Theatre: The Lively Art apart from other introductory texts.
A particularly important element is our emphasis on the audience. All students
reading the book are potential theatre-goers, not just during their college years
but throughout their lives. We have therefore attempted to make Theatre: The
Lively Art an ideal one-volume text to prepare students as future audience mem-
bers. It will give them a grasp of how theatre functions, of how it should be
viewed and judged, and of the tradition behind any performance they may attend.
In addition to serving as an ideal text for nonmajors, Theatre: The Lively Art will
also prepare students who wish to continue studies in theatre, as majors, minors,
or students from other disciplines who take advanced courses.

MASTERING CONCEPTS

Theatre is not only an art form; it is one of the performing arts. As a result, its
quality is elusive because it exists only at the moment when a performance occurs.
To study it in a book or classroom is to be one step removed from that immedi-
ate experience. This fact is uppermost in the minds of those who teach theatre in
a classroom setting. At the same time, the theatre appreciation course can immea-
surably enhance an audience’s comprehension of theatre. The experience of seeing
theatre can be many times more meaningful if audience members understand parts
of the theatre, the creative artists and technicians who make it happen, the tradi-
tion and historical background from which theatre springs, and the genre.

When students successfully master concepts with McGraw-Hill’s Connect,
you spend more class time focusing on theatre as a performing art, fostering a
greater appreciation for the course, and inspiring students to become life-long
audience members. Connect helps students better understand and retain these
basic concepts, and allow you to reach your student audience and bring the theatre
experience to them. Connect is a highly reliable, easy-to-use homework and
learning management solution that embeds learning science and award-winning
adaptive tools to improve student results.
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LearnSmart® is an adaptive learning program
designed to help students learn faster, study
smarter, and retain more knowledge for greater
success. Distinguishing what students know
from what they don’t, and focusing on concepts they are most likely to forget,
LearnSmart continuously adapts to each student’s needs by building a personalized
learning path. An intelligent adaptive study tool, LearnSmart is proven to strengthen
memory recall, keep students in class, and boost grades.

Theatre: The Lively Art now offers two reading experiences for students and
instructors: SmartBook® and eBook. Fueled by LearnSmart, SmartBook is the first
and only adaptive reading experience currently available. SmartBook creates a
personalized reading experience by highlighting the most impactful concepts a
student needs to learn at that moment in time. The reading experience continu-
ously adapts by highlighting content based on what the student knows and doesn’t
know. Real-time reports quickly identify the concepts that require more attention
from individual students—or the entire class. eBook provides a simple, elegant
reading experience, available for offline reading.

ORGANIZATION OF THE TENTH EDITION

Chapters are again ordered logically to make studying as intuitive as possible. As
in previous editions, Theatre: The Lively Art can be studied in any order the
instructor prefers. We listened to instructors who asked us to improve the overall
organization by streamlining some material for easier classroom use.

As in previous editions, we provide discussions of the unique nature of theatre
as an art form and highlight the multicultural nature of theatre that today’s stu-
dents will experience. In addition, throughout this edition, we focus on the global
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nature of theatre to give students the groundwork for understanding the wide
diversity of theatre today.

In Part 1, Theatre in Today’s World, we review theatre in everyday life and
the theatre audience. The chapters in this part provide a foundation for studying
the elements of theatre in Parts 2 and 3.

In Part 2, Creating Theatre: The Playwright, we introduce students to the
person or group creating a script, the dramatic structure, and dramatic characters.
We then continue with dramatic genres and investigate point of view in a text as
expressed in tragedy, comedy, tragicomedy, and other genres.

In Part 3, Creating Theatre: The Production, we discuss the people and elements
that make theatre possible: the actors, the director, the producer, and the designers
who together bring the theatre to stunning life. Important too are the theatre spaces
where a production occurs. Design and production techniques (in particular lighting,
costume, and makeup) have been updated to include the latest advances in technology.

In Part 4, Global Theatres: Past and Present, we offer a survey of theatre
history, beginning with Greek theatre and continuing to the present. Chapters 15
and 16 are devoted to theatre of the past one hundred years or so. The forces that
came into being just a little more than a century ago—in realism and departures
from realism, in acting techniques, in the emergence of the director, and in scene
and lighting design—define theatre as it exists today. In these final chapters we
cover the contemporary theatre scene around the world and the diverse theatres
in the United States, including the LGBT, feminist, African American, Asian
American, Native American, and Latino theatres.

Connect: Enhancing the Theatre Experience

— b



——

FEATURES

Based on feedback from instructors and students, the new Tenth Edition of Theatre:
The Lively Art offers both time-tested and newly revised text features that help
students deepen their understanding and appreciation of the theatrical experience.

URLs to Online Plays Many of the plays referenced in the text that also appear
online are highlighted in blue typeface when first mentioned in a chapter. Should
you want to read one of these plays, you can refer to the list at the end of the
book and find the URL. Titles are listed alphabetically.

Playing Your Part A revised and expanded set of critical thinking questions and
experiential exercises has been added to each chapter as part of an extended peda-
gogical program. The feature is divided into two categories: Playing Your Part:
Experiencing Theatre and Playing Your Part: Thinking About Theatre. These

PLAYING YOUR PART:

EXPERIENCING THEATRE

. Have you ever had to pick someone for a team or for a job? How did you go about making your choice? Is that similar
to casting in the theatre? Why? Why not?

. Have one of your classmates read a short speech from a play. Ask her or him to change the pace or rhythm of
delivery. What terms or phrases did you use to make this request? Were your directions understood? How did the
change in pace or rhythm affect the delivery of the speech and its impact on those listening?

. Observe how one of your instructors interacts with the class through his or her movement. How does this movement
affect the way in which the class material is delivered? Does your observation of this provide you any insight into
the importance of stage blocking?

. Ask if you can attend a technical rehearsal or dress rehearsal at your university theatre. What insights did you gain
from attending those rehearsals?

PLAYING YOUR PART:

y THINKING ABOUT THEATRE

. Imagine that while you are watching a production, one performer is overacting badly, to the point that he or she is
quite unbelievable. Another performer is listless and has no energy. In each case, to what extent do you think this
is the director’s fault, and to what extent the performer’s failure?

. If you get bored or impatient when watching a performance, what do you think the director could have done in
preparing the production to prevent this from happening?

. Is it fair to say, as some critics do, when everything “clicks” in a production, that is, when the acting, the scenery
and lighting, and the pace of the action all seem to be beautifully coordinated, that the director’s hand is
“invisible”?

. If you have read a play this semester (or sometime in the past), what do you think the spine of that play is? What
would your directorial concept be if you were directing a production of that play?

Connect: Enhancing the Theatre Experience
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questions and exercises not only help students to think critically about what they
have read in the chapter, but also help them to connect what they’ve read to their
own experiences. Playing Your Part exercises can be used as homework assignments
or to inspire classroom discussion. These sets of questions invite students to engage

IN FOCUS: QUESTIONING
THE PLAYWRIGHT’S ROLE

Some contemporary commentators have questioned
what they refer to as the “centrality” of the playwright
and the play. These critics point out that there have been
companies whose performers or directors, sometimes
with the assistance of audiences, improvise presentations:
They create a presentation while actually performing it.
There have also been times when texts were developed
by performers or by a director who assembled material
from various sources. Some theorists argue, therefore,
that an “authorless” theatre exists: theatre in which
performers create their own works, sometimes using a
traditional text only as a jumping-off point.

Theorists who question the centrality of the text
also argue that the playwright’s importance has been
overstated—that a play is simply a suggestion or start-
ing point and that the artists who create a stage presen-
tation are its true “authors.” In addition, they hold that
each audience member may create his or her own
“reading” of a production; in this sense, the spectator
is the “author,” and any discussion of a play’s theme or
meaning is inappropriate. It should be pointed out that
this argument seems largely a question of semantics.

If a theatre piece is created by a group of performers
or by a director, then these people are in effect operat-
ing as playwrights. The playwright’s function has not
been eliminated; it is simply being carried out by
someone else.

As for the matter of the “centrality” of the playwright,
this argument, too, does not eliminate the necessity of
what we are calling the blueprint that every theatre event
requires. Whether the blueprint is a text, a script, an
idea, a scenario, an improvisation, or anything similar, it
is an indispensable element in the process of creating a
theatre production. The work of the playwright or other
“authors” need not be “central” or predominant to be
essential and irreplaceable. Also, the fact remains that
throughout the history of both Western and Eastern the-
atre, the significant role of the playwright has been
widely accepted. Whether itis a dramatist like Sophocles,
Shakespeare, or Ibsen in the West, or Chikamatsu—an
eighteenth-century Japanese dramatist—in the East,
both their own contemporaries and later generations
have seen their dramatic texts as foundations on which
productions are based.

second actor (c. 471 8.CE)

incorporated into Lenaia

Euripides's Trojan Women

theatres bull throughout
Mediterranean (320 B.C.€)

xviii

GREECE
YEAR B.C.E.

‘Avion, harpist and poet, develops the dithyramb
(c.600B.CE)

in experiences relating to the theatre.
They may ask students to attend a per-
formance and write about their reactions
to it, or to take on the role of playwright
by imagining a play about their own
lives. These creative activities help stu-
dents feel the vitality and immediacy of
the theatrical experience.

In Focus These boxes help students
understand and compare different aspects
of theatre, whether in the United States or
around the world. Some highlight specific
examples of global influence on theatre.
Artists discussed include Peter Brook, Josef
Svoboda, Julie Taymor, Bertolt Brecht, and
Thornton Wilder. Boxes on legendary the-
atre artists Augusto Boal, Ariane Mnouch-

kine, and Tadashi Suzuki are also included.

Age of Homer (800 B.CE)

Thespis, supposedy first “actor* n dithyramb.
(mid-sixth century)

Play contests beginin
Athens (534 B.CE)

‘Comedy ntroducedto City
Dionysia (c. 487 B.C.E)

‘Sophocles introduces

A third actor (c. 468 8.C.£)

introduction of skene.
(@58 B.CE)

Prizes awarded for

Thales of Miletus begi
(c.5858CE)

Peisistratus, tyrant of Athens (560 8.C.€)

Pythagoras flourishes; Doric temples of southern Italy
and Siclly (c. 525 8.C.E)

Athenian democracy (10 8.C.£)
Pindar begins to write odes (500 B.C.€)

Battle of Marathon
(@908cE)

Persian Wars
(499-4788.CE)

Socrates born (470 8.C£)
Hippocrates born
(4608.CE)

Pericles begins rise.
to power: age of Pericles
(462-4295.c)

Beginning of Parthenon;
Herodotus flourishes (447 8.CE)

(c.4428c8) Sophocles's King.

Oedipus (c. 430 B.CE)

Aristophaness Lysistrata.
(@nece)

(@5 8.cE)

Peloponnesian Wars (431-404 B.C.E)

(4048cE)
Trial and execution of

(@04scE)

Socrates (399 B.CE) P

(384-3228C€)
Plato's Republic
(c.3758cE)

Professional actors replace
amateurs at City Dionysia
(c.3508cE)

Spartan
(404-3715.CE)

Theban hegemony ends

(371-3628.€)
Philip Il king of Macedonia
(@3528ce)

Theater of Dionysus.
completed (c. 325 B.CE)

(c.335-3238E)

in3358.Ce, occupies Greece

Menander's Dyskolos.
(316 8CE)

P
c.1008CE, Greek

Artists of Dionysus recognized (277 B.C.€)

Mediterranean (c. 320 8.c.2)

Other In Focus boxes discuss the audience, the
playwright, the actor, and the director, each focus-
ing on a unique issue in the contemporary theatre
to engage students in discussion and debate.

And some boxes explore the close relationship
between theatre and other forms of popular enter-
tainment through the ages, from the mimes and
jugglers of ancient Rome to the circuses and
vaudeville of the nineteenth century to the rock
concerts and theme parks of today.

We have also added new In Focus boxes in
every chapter to cover technological developments
in theatre (such as discussing technology and the
actor) and key issues affecting the contemporary
theatre (such as audience etiquette as well as color
blind and nontraditional casting).

In addition all of the theatre history chapters
now also have new In Focus boxes that help students
see the continuing impact of the past on the contem-
porary theatre. Two examples are the ongoing tradi-
tion of theatre festivals and their relationship to the
Greek theatre festivals and contemporary religious
drama and its relationship to the Middle Ages.

Timelines  Timelines are included for each period
and country addressed. These timelines have been
markedly improved from those in previous editions,
with entries much easier to read than before. Each

Connect: Enhancing the Theatre Experience
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timeline shows landmark events and accomplishments in the social and political
arenas on one side and significant theatre events on the other.

Experiencing Theatre History We present in these boxes narratives of actual
events in theatre history, taking the readers back in time so they have a sense of
being in the audience at a performance of, say, Antigone in Athens in 441 B.C.E.,
or at the premier of Hamlet at the Globe Theatre in London around 1600.

Writing Style A sense of immediacy
and personalization has been a goal in
our writing style. We have attempted to
write Theatre: The Lively Art in the
most readable language possible. The
book contains a wealth of information
presented in a manner that makes it
vivid and alive.

Production Photos As always, the
vast majority of the photos in the book
are not only in full color but are gener-
ously sized to help students see and
appreciate the dynamic and dramatic
world of the theatre. Also, a number of
global theatre productions have been

CC;)Pxperiencmg gheatre %story

Athens, 441 B.C.E. The
year is 441 B.C.E. It is a morning in
late March in Athens, Greece, and the
citizens of Athens are up early, making
their way to the Theatre of Dionysus,
an open-air theatre on the south side
of the Acropolis, the highest hill in
Athens. On the Acropolis are several
temples, including the Parthenon, a
magnificent new temple dedicated to
the goddess Athena, which is under
construction at this very time.

The Theatre of Dionysus has
semicircular seating built into the
slope of the hill on the side of the
Acropolis. At the foot of the seating
area is a flat, circular space—the
orchestra—where the actors will
perform. Behind the orchestra a
temporary stage house has been built,

ANTIGONE

Dionysia festival, an annual series of
events lasting several days. During
this festival, all business in Athens—
both commercial and governmental—
comes to a halt. On the day before the
plays, there was a parade through the
city, which ended near the theatre at a
temple dedicated to the god Diony-
sus, for whom the festival is named.
There, a religious observance was
held at the altar.

Today is one of three days of the
festival devoted mainly to tragedies.
On these days, one playwright will
present three tragedies and a satyr
play. The three tragedies are some-
times linked to form one long play,
called a trilogy; but sometimes they
are three separate pieces—as they
are today.

of a woman, appear in the playing
area: They represent Antigone and
her sister, Ismene. Antigone tells Is-
mene that she means to defy their un-
cle, the king, and give their brother
Polynices an honorable burial. Is-
mene, unlike Antigone, is timid and
frightened; she argues that women
are too weak to stand up to a king.
Besides, Ismene points out, Antigone
will be put to death if she is caught.
Antigone argues, however, that she
will not be subservient to a man, even
the king.

‘When the two female characters
leave the stage, a chorus of fifteen
men enters. These men represent the
elders of the city, and throughout the
play—in passages that are sung and
danced—they will fulfill several

included in this edition. The illustrations we’ve chosen—both photographs and
line drawings—explain and enhance the material in the text.

Photo Essays

Students are placed in the audiences of important productions in

these pictorial essays to bring to life key elements in the text. These essays provide
context for theatre-viewing experiences, while highlighting outstanding perfor-

mances and designs.

Oto essay

Modern Domestic Drama

Serious drama in America came

of age in the mid-twenticth

century, with plays by Eugene
ams,

all four experimented with
nonrealistic dramatic devices,

much of their strongest work was
realistic domestic drama. Included
here are examples in photographs

from recent productions.
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CHAPTER-BY-CHAPTER CHANGES

In addition to the major changes outlined earlier, we have included significant
new material throughout the text, including the following:
Chapter 1: Theatre Is Everywhere
» Updated examples of the relationship between theatre and popular entertain-
ments. A new discussion of the theatrical qualities of cosplay.
Chapter 2: The Audience
* New and expanded discussion on “where and how we see theatre.” New and
expanded discussion of participatory and immersive theatre as well as the
history of theatre etiquette.
Chapter 3: Creating the Dramatic Script
e Updated the In Focus box on Writing for Theatre, Film, and Television.

Chapter 4: Theatrical Genres
* New In Focus box on Additional Forms and the Debate over Categorization.

Chapter 5: Acting for the Stage
* More extensive discussion of contemporary acting techniques and actor training.
e New In Focus box on Technology and the Actor.

Chapter 6: The Director and the Producer

e Expanded discussion of the responsibilities of the stage manager and the cast-
ing director.

e New In Focus box on Color Blind and Nontraditional Casting.

Chapter 7: Theatre Spaces

* Description of the transformation of the Broadway Imperial Theatre for the
musical Natasha, Pierre, and the Great Comet of 1812 as an example of how
space is a key element of a production.

* The discussion of stage direction has been moved to this chapter from “Scenery”
to help students better understand the proscenium theatre.
Chapter 8: Scenery
e Enhanced discussion of video and projection design.
* New In Focus box on projection design.
e Enhanced discussion of the use of technology to assist the scene designer.

Chapter 9: Stage Costumes
* New In Focus box on Technology and Costume Design.
Chapter 10: Lighting and Sound
e New In Focus box on Rock Concert and Theatre Lighting.
* New discussion of Assistive Listening Devices for hearing impaired audience
members under the Sound Design discussion.
Chapters 11 through 16: Today’s Diverse Global Theatre

e Updated coverage in many of the history chapters, particularly citing recent dis-
coveries (such as the excavation of the Curtain in the English Renaissance section).

Chapter-by-Chapter changes
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» Updated examples in the final two chapters, such as references to Fun Home
and Hamilton in the review of musical theatre and multicultural theatre.

e Discussion of additional multicultural theatres and artists in the final chapter.

* In Focus boxes in each chapter that help the students understand the continu-
ing influence of theatre history on our theatre.

* Questions on how to evaluate a production of a historic play as well as how
to evaluate a production of a new or contemporary play.
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THE AUDIENCE SALUTES

THE ARTISTS

The essence of theatre is a live
audience in the presence of actors
performing a dramatic script. Today,
there is more live theatre available
to audiences than perhaps at any
time in history, with a wide variety
of theatre sites and an impressive
variety of the types of theatre
offered. Central to the theatre
experience is the interaction
between audience members and
live performers. Here we see the
audience giving a standing ovation
as cast members take their curtain

call. (oEddie Linssen/Alamy Stock Photo)

‘heatre in

'oday’s World



1 Theatre Is Everywhere
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