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MAKINGS OF MAX REINHARDT

From Gallery God in Vienna to Assembler of All the Arts in the Theatre That Rivals

By HERMANN BAHR

Author of **The Concert,” produced
by Belaxco in October, 1910,
and many other plays.

T was dMax Reinhardt who cnded
for this generation in Germany
the sway ot the literary play.
H inade the theatre, which, for
a time.had become the exclusive

domain of the art of speaking, once
more the common property of all
the arts. In this he is a direct
foliower of Richard Wagner., be-
‘cause each one of his productions
iz a “gesammtkunstwerk™ (the joint
work of all the arts). He has fought
the tyranny of the mere word., and
prevailed. The theatre is no longer
simply the intellectual enjoynmient of
the ‘“‘elect'’: it appeals to all the
senses hecause it calls into action all
the powers inherent .in man. - **The
Miracle.,”” which New York is just
=eeing. may be called *“‘grand pan-
tomime™ after the operatic example.

1 have known Max Reinhardt ever
since he began his career in Berlin—
somie twenty years. 1 have been with
him in various and changing rela-
tionships, so that I have heen able
to see him from different sides and
in differen? lights. 1 was already
well known and he just beginning to
be known when we first met. I wax
& dramatic critic at that time.
Afterward. he produced some of my
plays and 1 watche@ him staging
them. later on, he engaged me
for a uime .to stage a few produc-
tions. And once we even worked
together on the same production.
One Summer we spent four weeks
together in Venice. We lay for
hours on the hot sand of the Lido.
and while the waves surged on the
shore beside us he staged for me
the whole play of *‘Julius Caesar™
with little halls of sand.

Reinhardl is 2 man of tremendous
unity of purpose. At the first
glance he seems to be a born im-
pressionist, receptive of every sensa-
tion, absorhing everything greedily,
inhaling every stimulating breath,
but also assimijating it with every
fihre of his bheing, till the fleeting
impression is transformed into his
own expression. He listens to every
one. No one «ould be a better
listener. But he himself is a silent
man. He hardly ever contradicts
because he has no need 1o be on the
defensive, so firm and strong are
his inward convictions ws to the
message he has to deliver. He can
£o into any venture calmly because
he knows that he will always find
his way back to himself. with new
courage. He winds his way upward
in a great spiral, as it were, as sure
and confident of himselt as a som-
nambulist.

The first theatre he had when he
began his career somewhat resem-
bied a cabaret. Llater it was a cir-
cus. Then he played in the open
in a great public sguare before
masses of people. And fipally it was
in a Roman Catholic church, one
of the most beautiful bharoque
churches in the world. But in
cabaret or circus, in public square
or church. he is always the same.
the kindly nature with the magie
Kift of being able to see the hidden
meaning behind appearances.

Vienna, the spiritual cradle of this
tmpressionist, is a true theatre city.
The delight in dancing and mirth is
bred and born in the Austrian. For
generations ihe Austrian peasant has
heen accustomed to some form of
acting. Even the native dance, the
‘*schubplattler,” and the doggerel
verse, the ‘‘schnadahiipfl,” already
contain a kernel of the drama. The
Church soon took gdvantage of this
inborn love for the theatre, and the
result was the Church plays, mimic
representations of religious stories,
as, for example, *‘The Birth of
Christ,”” “The Three Kings,"” *'Laz-
arus and the Rich Man.” The Bene-
dictine monks made use of this old
custom in the schools, and, on feast
days and holidays, tragedies by Sen-
eca were performed in Latin by the
pupils before the assembled teachers
and the proud and happy parents.

The Jesuits pushed this tradition
still further and developed it into
something really imposing. The re-
sult was the baroque theatre, which
had in no sense a private character.
It was actually a state affair, a pub-
fic dramatic festival in honor of the
Emperor. given by the highest clergy
and nolility. On this occasion every
one- atthor, architect. painter, ac-

tar. iighting mechanic,
fireworks, dancer. singer, clown—
competed in friendly rivalry to show
his art to the best advantage.
The performances took place out of
doors on a stage erected in the
largest square of the city. And the
whole population, young and ol4,
rich and poor. men and women, were
fnvited to be present.

In the seventeenth century these

Dperformances became more and more ;

important. to the grief and vexation
of the Minister of Finance, hecause
they cost enormous sums of money.
For instance. a single performance
for the Emperor Carl VI. ran to the
stately figure of 60,000 guilders.
Three Hapsburg Emperors—Ferdi-
nand III., Joseph I. and Carl VI., al!
three passionate musiclans also—
were so fervently devoted to the

theatre that they sometimes seemed
to forget the less diverting duties of
governing. These were the great
times of the theatre, the times when
it was not merely an amusement
house but held almost the same
proud position of the theatre in Ath-
ens at the time of Pericles. In other
words, it was a state affair. In any
case, it was something that the
whole people—the finest courtier as
well as the merest vagahond—consid-
ered of greater interest than any-
thing else. And these great times,
although long since departed, are
still alive today; deep down in the
secret heart of every Viennese man
and woman.

Theatregoing is, for the Viennese,
not merely an amusement, a way of
passing the time. 1t is the centre
around which their intellectual life
revolves. And even to the most friv-
olous Viennese, who is never serious
about anything, the theatre is holy
ground. .

‘What Olympia was to Greece, what
the circus was to Imperial Rome,

master offof Louis

NIV., thai was what the
Buirg Theater meant to Vienna until
about thirty years ago. To obtain a
seat at a performance the young peo-
ple would betake themselves to the
theatre at 4 o’clock every afternoon,
where they would wait, packed like
sardines, until the doors to their
paradise were at last opened. The
stairs were disposed of breathlessly,
three steps at a time, in order to get
a “good” place in the gallery, that is,
a little corner where, in a precarious
position, hanging forward rather
than standing., they could snatch a
slanting view of the performance.
They knew the plays almost by
heart, and when one of the lesser
parts was given to a newcomer ex-
citement was at fever heat for days
befare. For every spectator had the
intonation in his ear with

exact

Max Reinhardt.
Drawen by Emil Orlik.

which each single word had always
been spoken, and woe to the new
impersonator if the smallest point
missed Its expected effect! Bloody
and bitter battles were often fought
in the Olympus of the Burg Theater.
Among the “gods’ In the gallery of
thé Burg Theater in the ‘90s of the
last century was a poor Austrian
who had just come to Vienna in
search of luck. HIis name was Max
Reinhardt.

At that time Vienna was stili so
much of a theatre city that, among
others, it had a theatre that did not
live on the kind patrons who went
to the theatre to see, but on the
actors who wished to be seen. This
theatre was in one of the suburbs,
and its manager not only gave his
actors no salaries but let them pay
him for graciously permitting them
to play. Each r6le had its own
price. And in this theatre Max
Reinhardt played his {first part.
Schiller's ‘*“The Robbers” was the
play. The manager demanded cash
do' and all the money the young

what the court life was to the France | Austrian could command was just

enough to buy him the rdle ot
gave himself up to the theatre, hody
and soul.

At first he had no [uck. Then he
got an engagement in Salzburg for
smal] roles., Salzburg at that time
was a quiet little provincial town
that went to sleep for the Winter
and only wakened up for Summer
and tourists. With the latter. by
chance, came Qtto Brahm, at that
time at the height of his fame.
Fitteen years before, he had started
in Berlin as a journalist and had
fought bravely for Ibsen. In 1889,
following the example of Anteine in
Paris, he had founded the Frele
Biihne and was the first to fight
for Gerhart Hauptmann. Then, in
1895, he had taken over the man-
agement of the Deutsches Theater
in Berlin.

So here was Brahm in Salzhurg.
and since it was raining, as it gen-
erally does in Salzburg, he let him-
self be persuaded by some friends,
out of pure boredom, to go to the
theatre to see 2 much-lauded *‘star”
hero about whom the whole town
was raving. After the first scene
he had already had enough of the
star, but something in the bearing
of one of the young actors, cast for
a very small réle caught his atten-
tion., The young man was awkward
and embarrassed and seemed not yet
t6 be able either to walk or stand
on the stage. Yet there was some.
thing characteristic and individual
about him that pleased Brahm. He
sent for the young actor the next
day, and engaged him on the spot
for the Deutsches Theater in ‘Ber-
1in, never suspecting that the young
man would soon be his most danger-
ous rival and, in fact, would be his
successor in the management of the
PDeutsches Theater. For this awk-
ward young actor of small unim-
portant parts was none other than
Max Reinhardt, now director of the

Grand Opera

Salzbury Festival Theater and tnas-
ter of the Castle of Leopoldskron.

Reinhardt brought with him to
Berlin, at that time a new theatre
city, something that it lacked. For
the Berlin to which he came wius no
longer the Berlin that Bismuarek
knew, that felt itself content and
secure in its old Prussian traditions
and its past. Still less was it the
romantic Berlin of E. T. A. Hoff-
mann. No. It was an entirely nevs
Berlin, a city that bad shot up over
night and was heing impelled for-
ward, ever forward, wilth™a consum-
ing impatience something like Rein-
hardt's own.

In those days when, of an evening,
a few RBerliners foregathered to have
a good time together, they were
hardly seated before they were ash-
ing: ‘““Well, what shall we do now?’"
It actually seemcd as if the enter-
tainment of the evening consisted in
dropping into a different café every
haltf hour on an average to discuss
the vital question: ‘“Where shall we
go from here?” Evidently a real
thrill was induced by every chanxe
of café, And it was the same way
in intellectual matters. If you had
seated a Berliner of those days at
the altar of any new art, after five
minutes he would say: **Well. what
shall we do? Where shall we go
from here?’ And during the twenty
years of his sojourn in Berlin Rein-
hardt was always ready with a
prompt answer to this perpetual
question, ’

To begin with, Relnhardt made
Berlin into a theatre city again. Not
that it had never been so before: it
had been, in the time of Iftland.
Those were the days when the Ham-
bhurg Theater, the Berlin Schauspiel-
haus and the Vienna Burg Theater
vied with each other in importance.
in giving the stamp of style and in
influence that reached beyond the
merely artistic to the moral fibre of
the nation. Then came fifty years
during which all the talent and all

“the interest of Berlin became more

and more absorbed by politics, and
only after the German Empire was
compieted in the form Bismarck had
shaped for it did the Germans grad-
ually remember the duties they owed
to art. It was to 2 moment of such
artistic self-introspection that the
Deutsches Theater in Berlin owed its
being.

The Deutsches Theater was.found-
ed in 1884, for national reasons, with
perhaps a somewhat jealous glance
at the Comeédie Francaise and the
Burg Theater. Berlin wished to show
that what Parls and Vienna could do
she also could do. And by fournding
the Deutsches Theater she wished to
give herself the stamp of legitimacy.
so to speak, as the cultural capital
of Germany. She forgot, however,
that theatres cannot be raised at the
word of command, that they must
grow gradually, that they need 2
fine tradition. In Berlin, not only
did the theatre lack such a deeply
rooted .tradition but, above all, it
was lacking in the public. In fact, it
can be sald quite truly that *‘Berlin
lacked a public.'' A heterogeneous
mass of people gathered together in
a theatre by chance is not a public.
For the actors of the Deutsches
Theater of those days the task was
made doubly hard, for they had to
ereate for themselves a new publie
svery night.

It might be true to say that Rein.
hardt’s greatest achievement consists
in creating a Berlin public. Through
that, the theatre, in the highest
sense of the word, was made possible
again in Berlin. His most beautiful
stage settings would not have made
half the impression they did if he
had not first of all, “stagsd" a real
audience. Al} truly creative men of
the theatre have always held that
the theatre does not consist exelu-
sively of authors and actors, but that
it can do its work only if and when
the audience plays, too. Schrider, in
Hamburg, Goethe in Weimar, Iffland
in Berlin, Schreyvogel, Laube, Din-
gelstedt, and finally Burckhard and
Mahler in Vienna were not only
trainers of their actors; they were
also the greatest trainers of their au-
diences. They created the audience
they needed, made of it an instru-
ment so sensitive that they knew
they could use it as “well as their
actors, to give full expression to
their art. Therein lies the secret of
Reinhardt’s phenomenal influence in
Berlin, his almost magic power over

¢ Continued on Page 11)
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By DIANA RICE

X deent Monvoe left Oak Hill, his
SVigimmia farm- as he used aodestly

W s <3t in therr junk h A h
~<hage  the <hop that had un('l': to call it -and came 1o visit his
been the  dimwing  poom of eldest daughter. Maria, the wife of
Jamns  Monte, fitth Presi. Samuel L Gouverneur, then Post-
dent of the United Sotes- ;mi'su_.' l‘:rl‘\!e“zl h";k :h‘._ l.(:uw:::

eating  therr funeh of ompges and, T0Urs had built the house at 63

erdd and washing it down with s frice Street, on property formerly

iy

patle goxe-colored g, helonging to the Nicholas Bayard
N housxe.” snid Tony. folowing | estate—a traet originally bounded by

the a<es of The visiter towiard the ! the present Broandway. the Dowery,

Ve ostzoned eeiling Ve o' he | Walker and I'rince Streeis fut on

added sympathetioally  and .---x-:x-nod;th-- death of the elder Bavard much

feo the business of ju-eling his lappe: of 11 passed ont of the fami
vellow ominge with ihe serious ate; dabout  four hundred fots becoming
Tention all Futopeans give to their the property of Uhilip lavinzston.
nuotdiy meal i In IN23 CGonverneur bought from
Rut Tony and his junk shops are 10, Livinzston the corner plot ot rince
~wept oul of the smail red brick ! and Lafayettes Streets and  erected
at  Prince  and  lafayette  The present dwelling, then consid-
Strevts wWhere the aathor of the Mon- ¢ ered most patatiol
Here James Monroe Jived for mans

.

tecarise-

cewe IRectrines passest the last days of |

tus tife. The panes e 1o be re-onths with his dangbter and son-
plisced 1 the fau-topie-d fromt door |in-law. Lafayette Streel was at that
The sprders are to b dislodged from  nme one of the fashionable residence
the  dormer windaus on the imrd streeis of the city m} hers- many
Aear windows commanding Lafay of New York's weal vitizens it
elle Street and the toners of lower (Thelr honses, A few o1 these old
Minhattun  The fluted columns and | brownstane  fronts with  their iron
pitaxters are 10 be romunted. And! Buhinzs and arched  doorways are
ancthes one of New York'> instoric ! stitl to he fonnd along the widge thor-

top of

old hames 1x 10 be restored 1o its old- !ml:hl:u«: Well toward the
Litirsiry

tina ahznified beaaty, This pestorn. D the stpeet Stomd ihe Astor
tion: has been planneg oy the Jdames

Manroe Memorial Association as an:close In were the stortes where ladies!?
appropriate obserwance of the one in rulfesx and crnnobines did their
hundredth anniverssoay of the  joro- ~hojepsing Preadent Monroe shrank
muization of the Monroe Doctrine frem  the thousht of Jenving  the
and as o fitting monusment to the i Friendhne of New York the sol-
micmory of the nen who prociaimed § 1tade of his Southern home.  In a
11 The association has appealed o hetter written anout  this time  he
the peolde of America for support in | said:

My il heenith continues, consist-
g of a comgh, which annoys me by

their pdous undertaking.,
Lonely after the death of his wife,

HOUSE OF
=S MONROE

"\\'ith its plevant rewdinz room, and |
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The
Monroe
House
at the

Corner of

Prince and
Lafayette
Streets.

From a

Woutlewnr
of the
Early

Thirties.

cnight and by day, considering my
"advanced years, and renders the
1estoration 1o health very uncertain.
In such a state 1 could net reside on
my Luam. The solitude would be dis-
tressing and its care burdensome,
is the wish of heth my daughter and
of the rntire connection that 1 should
remain here and receive their good

s

* offices. which 1 have decided ta do.”

So at the age of 72, President Mon-

; roe set about the business of finding
st snitable home tor himself in New
lork City. and at the time of his
death was hegotiating for the sale of

THE MAKINGS OF MAX REINHARDT

¢ Contizaned trom P 1003

i@ ity otherwise maockingly <upepor
and with fitte talent for enthusiasm.
Beinhardt  tmought wnh hun to

an eye. tono much imagination., too
much inborn longing for movement.
change, surprise. to tolerate for any
{ength of time the monotony and

Then un-

uralistie actor, but e had too clear. lsroque theatre.

Contrary te the
‘Imruqu(‘ play, this ‘‘regular play**
| was not one which grew organically

lout of all the arts and their friendly

vivalry. It was, rather, the work
of the author alone, the outcome of

n

1t

Irerlin whitt  Berlin necaed- an old
and firmly rootedt Uzdition, white
Berlin ;ave him in exchanze the
confidence, the quick pulse. the eager
dariiz. the mmpatience and love of
adventure of a young, selfish city
willing te tahe any 11 Only in
3erlin cotid 11 Diave neen possible to
dir the work of half . century in
about fifteen years.

teinlfardit began in the KRleines
Theater un Unter den Landen. There
nuéver wias a smaller theatre: it could
hardly even be called a hall.  Never-

thecless, the whole of Berhin w
forthwith declaring that the anly

right place for plays was a room. A
cecade ater the same Berlin was de-
claring that read plays were possible
oniy m u cirenrs Thus perfectly did
Reinhardt  and  Berlin understand
each other. It seemed alimost as if
the one had been watting for the
other.

On his arrival in Berlin, Reinhardt
found 2 style of acting whiech had
developed  sinee the {}s of the
last century. as the result of the
wiar wamed by axturalistic Young
Germany . mder the influence of An-
teme and his Thédtre Libre in Paris,
against  the  cmpty, declamatory
Court Theatre manner. This devel-
opment was hastened through bl
ing Ibsen. Arno Holz and Gerhart
Hauptmann's first pieces. The main
characteristies of the new siyle were
wreai ubjectivit compiete subordi-
nation of the actor to the author,
and drads, colorless honesty that
went so far as to avoeid a1 drunatic
effects. Nevertheless, as a cure for
the bad tricks of “vartuosity”™ and
for weaning the actors from mean-
ingless posing. this style turned out
to be a blessing for the German
stage. And if. at hottom, the resuit
was only negaiative, stili, it cannot be
denied that it rendered scrviee by
sweeping  away abuses and thus
making a real art of playing possibhle
again. This style, however. had not.
in itself. the strength to create a
new arf of the theatre in response
to the cuntinuous and impetuocus de-
mand of the public. In naturalistic
piays 11 was able to cover up its
wenkness, but when it ventured into
the province of the classical drama.

i

its impotence at once hecime ap-
parent.
fn the first jears of s career,

inhardt had been entirely @ npat-

drabness of naturahsm.
expected help came to him from
quite a different gquarter: from the
young painters. Everywhere, in the
Germany of thuat time, sccessions
from the academies were taking
place, led by the impressionists.  But
thie Jutter were soon pushed aside
by the impetuous demand for a dece-
rative styte. In Munich the ““Jugend
style”” and m Vienna the **\Viener
Werkstiitte™” came into being. A riot
of »outhful brighiness touvk posses-
sion of the homes, and this new

his poetic conception. entrusted cole-
iy 10 the vehicle of the writer: the
spoken word, Briefly, a spoken
work. The healthy. instinct of the
people had always secretly rebeiled
apuinst the sway of blank verse and
the spoken work. And for that rea-
son the pcople were hardly ever to
be seen in the bourgeois theatres,
which gradually became more and
more exclusive and finally were con-
sidered the special property of the
‘*intellectuals’ and ‘“*high-brows.’*

his place in Virginia and the pur-
chase of land near the Gouvenenurs.
I could make no establishment of
any kind without the sale of my
sproperty  in Loudeun (Oak

- cighth of June, and given the neces-
sSary power to Mr, Gouverncur and
my nephew James. If health will
permit I will visit it in the Interim
and arrange affairs there for that
event and my removal here.”

But James Monroe never made
that visit. He died a few months
fl:ucr on .July 4, the second P'resi-
ydent of the United States to pass
{aw:ny on the anniversary of the Dec-
flaration of Independence.

Four years later Samuel Gouver-
neur sold the hospitable wide-win-
dowed house he had build ten years
carlier, and during the past three-
auarters of a century it has changed
hinds some half-dozen times. The
house sank into obscurity as the oc-
cupants of mneighhoring dwellings
It became the scene
of activities remote from the gracefui
days when Maria Monroe served tea
te her own and her father's friends
in the high-ceilinged drawing room
now abandoned to heaps- of junk.
Eventually even the names of its
furmer owners were forgotten. Its
in fact, was not revealed to
sent  generation until 19035,
when the Women's Auxiliary of the
American Scenie¢ and Historiec Ure-
servation Society placed thereon a
bronze tablet. Mrs. Charies Sear-

moved uptown.

FIii, ¢
i which I have advertised for sale the |

Lorough, Chairman of the socicty.
was the person who first learned ot
the  exact Jocation of the house
which is now to be converted into
one of the city’s shrines.

When the job of restoration is fin-
ished, it is the plan of the present
committee to place in the old house
1elics, documents and manuscripts
relating to the career and life of
President Monroe. Not only will the
home be a museum for valuable his-
torical data, but it will be used for
various activities of national and
civic significance. $Standing as it
tloes on one of the main routes lead-
ing to the east side, where thousands

of men, women and children fresh
from Kurope pass each day, the

AMonreoe House appears to have a
strategic importanc: Here, accessi-
bLle and convenient, will be a pleas-
ant place to pass 4 few hours re-
viewing an early chapter in our
country's history. :

James MOGnroe probably filled more
great places in the history of this
Government than =any other onc
man. These are set forth on the
bronze tablet which is the only mark
that now distinguishes the old house
from {ts shabby neighbors: Soldier
in the Continental Army, Member of
the Continental Congress, American
Envoy to Great Britain, France and
Spain, Negotiator of the Il.ouisiana
Purchase and of the FKlorida FPur-
chase, Secretary of State, Secretary
of War, twice Governor of Virginia,
twice President of the [Tnited States.

colurful scheme of interior decora-
1ion was, one might sy, the prelude
to Reinhardt’s stage settings,

Thix Knowledge is the seeret of
IRReinhardt’s fame. His work muy
he summed up in these words: Tiuk-
ing over from Biuhim the new nat-
uralistic style of the young modern
painters, he gnined. hy this union
of the two arts. a wealth, breadth,
and depth of expression ihat -equip-
ped him cqually well for the Greck
diama and for the ciassical and
naturalistic plays. Not only that:
He could stage wordless plays,
operis, and operetias hy the same
methods. Thus he had arrived at
the sanme point as the long-forgotten
baroyue producers of two hundred
VeUrs ago.

If his work gives the impression
of heing starding and aew, we must
not forget that it s in reality the
old haroque tradition of two cen-
mrwes azo come ek to life in hhn,
i tradition that sums up in itseifl the
whole art of the Middle Ages. Even
in s first deasive Berlin suceess—
the production of A Midsummer
Night's Dream”™  he had used, as
i in a2 draun, the baregue 1adition,
having pressed ali the arts inta the
service of the stiaze and ohce more
freed the theatre from the tyranny
of the spoken work, whose slave it
had been for at 1 4 hundred
voears.  For the actar had become
more and more a mere :qmal—:oF of

( Continued from ¥Page &)

accepted immediately and wired to
Puccini that 1 would not play Near-
pia for him. #He was deeply hurt by
my brusque message, and the cool-
ness between us was not explalned
away until two years later, in Parls,
where T sang Scarpla with both Puc-
cini and Sardou in front.

“And that Is how I came to Amer-
ica in 1899 and made all my warm
friends here and missed being the
first Searpia of _aii!™

There is one thing, over here,
which Signor Scolli frankly admits
that be hates. *It is what you
Jjourmalists call “the personal touch’
in interviews! Such questions ‘as
they ask! Principally about my be-
ing engaged. In twenty-five years
1 have never ceased to be “enpaged.’
aceording to the American papers;
but you see I am not married yet.
Please let us have no ‘personal
touch® in this interview, considering
that 1t is only my twenty-five years
of professional work here that T am
celehwrating.”’ -

So 1 will not hetray Signor Scotti
with miore ‘‘personal touch’™ than to

=

words, and blimk vesse truled the ! hotels. he ecarries a  little “home
German stage. around with him, made up of per-:

One might almost sty Ukt the ! sonal things—pictures and treasures
theatre was no longer o theatre, { of his own, many of them of great

intrinsic value, many very simple.
Faremost among them are the por-

that it wax noi there for seemng, but
only for hearing words, for listening

t0o the recitation of vers appor- | traits of his mother {to whom he
tioned among different roles. For bears a striking resemblance) and
this the actor had to thank the so-{ his father, and the quaintest pic-

ture. to modern cyes, of his grand-
mother.

3
called “regubar play.””  which ap-
peared soon after the demise of the

There is another entire picture
! gallery shut away in a portfolio, con-
sisting of many photographs of Scot-
ti in his warious roles. It seems al-
most incredible that they ean be of
the same man—for his range of facinl
expression is marvelous. Many of
these pictures were taken without
make-up of any Xind. Seotti can
assume the features of any of his
stage characters on denrind, sitting
in_an easy chair in his own drawing
room. in his own twentieth century
clothes,

“*1 have never considered myself as
a4 singer only.”” he explains. 'l am
also an actor. Acting is quite as
essential to an opcratie artist as a
1voive., J like to sing., but I must
act at the same time. That is why
I have always remained in opera and
avoided the concert platformm. To
stand up in 2 concert hall and turn
myself on like a gramophone and
i Just sing—no!
tof money for concert-work. hut—""
1t He shrugged his shoulders ex-
| pressively.
i Thix aversion. now that the Metro-
; politan no longer goes ‘‘trooping.’’

ttc a minimum. But he does not
i mind it so much as apparently he
i did when- he became an impresario
{ for the sake of seeing America.

In another cvollection of treasures
in a cupboard a2t the Vanderbhilt
apartment are his favorite costumes,
many of them exguisite affairs.
Scotli takes a great interest in his
; costumes, and ingists on their heing
. "*just right.”" He ix, indeed, o ¢are-

1 have refused a lot -

SCOTTI'S QUARTER CENTURY OF OPERA

| ful of every detuil that it takes him
ian hour and a half to get inio the
‘attire of “Falstaff,” which includes
so many pads that, according to
Scotti, playing the part is almost as
good as a Turkish bath,

That is not the only time he has
electrified the traditionalists among
Metropolitan audiences. On his first
appearance here in '‘La Traviata,®
he ignored the custom of keeping
the hat on at the beginning of the
Father's scene with Violetta in order
that he might mark his change of
attitude toward her, after the first
few words, by rvemoving it. There
were those who worndered how the
politely hatless Scotti would con-
trive to show his new-born respect
when the time came. But to an
actor of his ability nothing was shm-
pler; he expressed the change
naturally, with his face, his posture,
his tone of voice. Afterward he ex-
plained to the inquiring press that,
. **Even under the circumstances a
| gentieman would hardly keep his hat
ton in presence of a lady. And when
{ Mme. Sembrich plays Violetta it is
doubly impossible!*’

To the inevitable question as to his

say that aithough he lives in big{has cut down Signor Scotti's touring ! favorite roles, Scotti finds it difficult

to reply. He loves them all 5o much
that it iz hard for him to pick out
any one that has brought him the
most happiness in the playing. He
thought a Jong time bhefore answer-
ing: - :

tlet us say Secarpia in

“\Well,
‘Tosena,” Falstaff, and the Chinese

villain, Chim-Fang, in *L'Oracolo.” =
Certainly his favorites are all great
pacting as well as singing parts.
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