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Preface

heatre as a way of seeing is the subject of this book. We will talk about

the experience of theatre— who sees, what is seen, where, and how

it is seen — largely from our own viewpoint as audiences engaged in
the direct experience of a complex, living art. We will also try to place
ourselves in the creative process of those artists engaged in creating the
theatre event. Many persons — writers, directors, actors, designers, tech-
nicians, managers, producers — contribute to what is truly a collective, all-
encompassing art.

Theatre is where people make art out of themselves for others to watch,
experience, think, and feel. Chiefly through the actor, theatre is human-
ness, aliveness, and presence. Nor does theatre exist in any book. A book,
like this one, can only describe the passion, wisdom, and excitement that
comes with experiencing theatre —in its motion, color, and sound.

This edition has been revised and updated to discuss theatre as an
experience of art, life, and human imagination: spaces, people, plays, lan-
guage, artists, designs, staging, forms, and productions. For this purpose,
the book is divided into thirteen chapters. Ten of the thirteen deal with the
complex answer to the question: What is theatre? There are discussions of
theatre aesthetics, theatrical spaces, theatre artists, artistic process, dra-
matic forms, elements, and conventions. Two chapters discuss playreading
and theatre language, and the last examines theatre criticism — its form and
influence on our theatregoing. In addition, there are diagrams, definitions,
quotations, sections from texts of plays, and photo essays illustrating the-
atre’s variety, color, tools, and styles. If instructors want to change the
order of the chapters, they will find that they can readily do so. None of
these discussions, of course, takes the place of sitting with others in a
darkened theatre and experiencing the actors, text, scenery, costumes,
changing lights, music, and sound effects in a carefully crafted event dem-
onstrating the wonders of the human imagination.

Written for the basic course, this book introduces students to theatre as a
way of seeing men and women in action: what they do and why they do it.
After all, Shakespeare said that “All the world’s a stage,/And all the men
and women merely players . . .”” (As You Like It). Because many students
are probably discovering theatre for the first time and perhaps even attend-
ing their first performances, I have limited to eleven the “model” plays,
ranging from the Greeks to the moderns, used as examples of trends,
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styles, and forms in theatrical production: Oedipus the King, The Trojan
Women, Hamlet, Tartuffe, Ghosts, The Cherry Orchard, The Caucasian Chalk
Circle, Waiting for Godot, A Streetcar Named Desire, Buried Child, and Fences.
Each of these plays has a special place in the history of theatrical writing
and performance from the past to the present. They also represent, in
combination, the extraordinary range and magnitude of human expression
and theatrical achievement.

In addition, the complete text of Samuel Beckett’s Rockaby, along with
extensive excerpts from The Three Sisters, The Bald Soprano, Marat/Sade,
and Buried Child are included in an effort to keep the book (and its material)
self-contained, at least for use in the classroom.

In this revised edition of Theatre: A Way of Seeing, the reader will also
find sections discussing the “new” director-collaborators (for example,
Peter Brook, Robert Wilson, and Martha Clarke); current stage technol-
ogy, especially sound and computers; and photo essays on contemporary
stages, environmental performance, women playwrights, new stage de-
sign, and great actors.

[ have also provided tools to help students with questions of history,
biography, definition, and example. A list of these tools appears on pages
xiv—xv. Included are synopses of the model plays and short biographies of
playwrights, actors, directors, designers, and critics. Other elements that
should be useful for teachers and students include study questions; sug-
gested plays and books to read; lists of films and videotapes providing
“recorded” performances of some of the model plays and featuring such
distinguished actors as Laurence Olivier, Jessica Tandy, James Earl Jones,
Derek Jacobi, Irene Worth, Marlon Brando, Vivien Leigh, John Malko-
vich, and many others. These recommended films represent work by such
directors as Peter Brook, Elia Kazan, Alan Schneider, and Ariane Mnouch-
kine. An expanded glossary of theatre terms, as well as projects that require
special work outside the classroom and attendance at performances, are
included in the appendixes. All terms that appear in boldface in the text are
defined in an expanded glossary. Wherever possible, terms are briefly
defined within the text itself, but the glossary provides more extensive
explanations.

Finally, this book is in no way a definitive treatment of theatre practice,
history, or literature but an attempt to put students in touch with theatre
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as a performing art and humanistic event. Most important, it introduces
students to theatre as an immediate experience, engaging actors and audi-
ences for a brief time in a special place. The Greeks called that special place
where audiences sat to watch performances a theatron, or “seeing place.”
Let us make theatre as a way of seeing our guide to understanding and
enjoying the theatre.

My thanks are due to colleagues and students for their encouragement
and assistance in the preparation of the several revisions of this book. Those
who advised on this manuscript at various stages are Georgia A. Bomar,
East Texas State University; Robert H. Bradley, Southwest Missouri State
University; Sharon Broom, PlayMakers Repertory Company, Chapel Hill;
Bill G. Cook, Baylor University; Marilyn J. Hoffs, Glendale College;
Edward T. Jones, York College of Pennsylvania; William Leonard, Western
Kentucky University; Craig Turner, The University of North Carolina at
Chapel Hill; Douglas R. Vander Yacht, Western Washington University;
and Berenice Weiler, Weiler/Miller Associates.

Milly S. Barranger
The University of North Carolina,
Chapel Hill



can take any empty space and call it a bare
stage. A man walks across this empty space
whilst someone else is watching him, and this
is all that is needed for an act of theatre to be
engaged.
PETER BROOK, THE EMPTY SPACE'

hile we are watching, men and women

make theatre happen before us. In the

theatre we see human beings in action —
what they do and why they do it — and we dis-
cover our world’s special qualities by seeing them
through others’ eyes.




