THE DELSARTE SYSTEM OF EXPRESSION AS SEEN THROUGH THE
NOTES OF STEELE MACKAYE
A thesis submitted to the Graduate School of
the University of Wisconsin in partial fulfill-
ment of the requirements for the degree of Doector

of Philosophy.

by

Xof”
Claude LY Shaver



To Professors: Lees

Weaver

Buck

This thesis having been approved in respect

to form and mechanical execution is referred to

you for judgment upon its subsiz;ii;%zgerit.
gy
....... C.ﬁ// / //é%%

Dean

Approved as satisfying in substance the
doctor thesis requirement of the University of

Wisconsin.

Date.




THE DELSARTE SYSTEM OF EXPRESSION AS SEEN THROUGH THE

NOTES & STEELE MACKAYE

Table of Contents

Page

INErodUCtion cieeieietessertesascennssssanssnnsse 1
Section One -~ Orientation

Chaptef One -~ Delsarte and NacKaye sceececenes 9

Chapter Two - The Material ..cceeveevssnscass 29
Section Two - Notes

Chapter Three - Philosophic Backgrounds ..... 40

Chapter Four -~ The Dynamic Mechanism s....... 58

Chapter Fiye - The Speech Mechanism eeceecseeee 91

Chapter Six - Notes on Acting eeecececesseees 103
Section Three - Summary

Chapter Seven - Summary and Conclusions ..... 108
Bibliography e.eeesvossscscscecossssosscasecsessss 1Y4d

Appendix A

Appendix B



Introduction

The work of Francols Delsarte, French teacher of
vocal music and acting in Paris from 1839 until 1871, was
of great significance in speech training and the theatre
in America. Although Delsarte was never in America and
never published his theories in any form, the so-called
Delsarte system of expression was probably'the most popu=-
lar method of speech training in America during the thirty
years from 1870 until 1900, This 1s strange for the Del-
sarte system had very little influence in France or in the
rest of the continent after Delsarte's death although while
Delsarte lived he was accorded high honor.1 The popular-
ity of the system in America is partly explained by Dr.
S. S, Curry:
"One cause of its being received so enthusiastically
was no doubt the almost universal dissatisfaction with
the mechanical methods. Teachers were eager for any
thing that might give promise of a philosophical basis
for a better method. Another cause was the able lectures
delivered by Delsarte's favorite pupil, Mr., Steele Mac
Kaye, in different cities of the United States."2
Thus a large part of the popularity of the system in Ameri-
ca was due to the lecturing and teaching of Steele MacKaye,
Delsarte's most ardent disciple., The vivid personality
and able speaking and teaching of MacKaye won a host of
friends and converts to the system. So great was his

popularity that prominent educators, literary men, and

actors, such as Louls Agassiz, Lewis B. Monroe, Henry W,

1. MacKaye, Percy, Epoch: The Life of Steele MacKaye,
Vol. I, p. 133.
2. Curry, S.S., The Province of Expression, p. 336.
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Longfellow, Edwin Booth, Lester Wallack, William Cullen
Bryent, and many others, signed invitations requesting
‘ him to lecture on Delsarte and the Delsarte system.?

Yet in spite of the popularity and prominence of the
Delsarte system, no adequate formulation of 1its principles
and practices was ever made, and American teachers and
actors were left largely in the dark as regards the basic
principles of the system. Delsarte himself published
nothing in his own name, There are two articles attri-

buted to him, an "Address Before the Philotechnic Society

of Paris", published in Genevieve Stebbins' "Delsarte
4
System of Expression," and "The Attributes of Reason",

published in "Delsarte System of Oratory", by Delaumosne
5
and Arnaud. ~ Neither of these articles is thoroughly

suthenticated, and neither discusses the phllosophy or
practices of the Delsarte system. Many books and magazine
articles were written during the thirty years of Delsarte
popularity, each purporting to present the "true" Delsarte
system, yet none of these ever achieved the unqualified
support of more than a few of those who called themselves
"Delsartians", Included in this flood of books was a
translation of the notes of the Abbe Delaumosne and Mme,
Angelique Arnsasud, both French pupils of Delsarte, This
book is in two parts with the first part containing the

o. MacKaye, rercy, Op. Cit., Vol. IJ pp. 150-158.

4, Stebbins, Genevieve, Delsarte System of Expression,
ppo 21"680

5. Delaumosne and Arnaud, Delsarte System of Oratory,
Pt. 2, PPe =24,
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Delaumosne notes translated by Frances A. Shaw, and the
second part containing the Arnaud notes translated by
Abby L. Alger. This book, however, was attacked and con-
demned by American "Delsartians", Dr. S. S, Curry says
of the Delaumosne section of this book:

"After his death (Delsarte's) a priest, who had
studied with Delsarte, published without any authority
whatever, the notes he had taken of his lessons. The
little book was published in Paris for fifty cents,
but even at this price, the small first edition was not
so0ld; a poor translation, however, by one who knew
nothing of Delsarte, was published in America, and sold
at two dollars a volume, greatly to the financlal gain
of its publisher. The book was universally condemned
by every one who knew anything of Delsarte, both in
France and in this country. It was crude, and mis-
represented his method."®

In the decade from 1890 to 1900 the Delsarte system
was a subject of perennial dispute, as witnessed by the
large number of articles defending and attacking the system

that appeared in "Werner's Magazine", the leading speech

publication of the period, and the numerous speeches pro
and con as reported in the proceedings of the "National
Association of Elocutionists”,

In the absence of any authoritative statement of
the Delsarte system, 1t was inevitable that the system
should be seized upon, expanded and distorted to almost
eabsurd lengths. Percy MacKaye, Steele MacKaye's son and
biographer, says:

"In after years, through banalities of the incompetent,
the self-seeking and dully commercisl, the august name
and principles of 'Delsarte! became bewilderingly mis-

applied, misunderstood, asnd vulgarized, as happens to
nearly every noble cause in the chaos of groping demo-

5. Curry, 5.5., Op. Cit., p. 335,
JP. SiT
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cracy."

An example of this misapplication and misunderstand-

ing is the book "Self Expression and Health: Americanized

Delsarte Culture", by Emily M. Bishop. In an explanatory

note the author says:

"The expansion of Delsasrte's formulatlons was the
inevitable result of their introduction into this countrye.
The first instinct of the American mind 1s to make
practical and to popularize whatever seems good and true.
By Americanized Delsarte culture, then, is meant the Del-
sarte art of expression, so broadened, as tc be of general
benefit to all persons, instead of being only of speclal
benefit to one class--artists. Experience has proven
that where one person 1s interested in Yart for art's
sake!, one hundred are interested in hedth for health's
and humanity's sake; by making prominent the utilitarian
value of this culture, it 1s possible to_bring the
tgreatest good to the greatest number?."

Here the Delsarte system was perverted into a health
culture, but Percy MacKayé glves a sample that 1s even
worse:

"Journals and advertisements thirived on the dis-
torted cult, like a quack medicine. Through the t'ad!
columns, 'The Delsarte corset! vied with 'The Delsarte
Garter', in bargain reductions for 'reducing' ladles
of super-avoirdupois. The ‘harmonic'! design of 'The
Delsarte Adjustable Limb' vaunted its superlor up-to-
dateness over the antiqie pattern of Peter Stuyvesant's
wooden leg."9

In all this welter of unauthorized books, misunder-
standings, distortions and quackeries, only one man was
conslidered able to give an adequate formulation of Del-
sartet!s principles. This man was Steele MacKaye, the man
who had originally introduced Delsarte to America. Dr.

Curfy wrote in 1891:

7. NacKaye, Percy, Op. Cit., Vol., I, p. 162.

8. Bishop, Emily M., Self Expression end Health: American-
ized Delsarte Culture, pp. 199-200.,

9. MacKaye, Percy, Op. Cit., Vol. II, p. 266,




"Mr. Steele MacKaye is thoroughly competent to
give to the world an outline of the system of Delsarte,
but he has allowed himself to be engrossed with other
things, and neglected to give the world an adeguate
presentation of the method of the master who so loved
and honored him,."10
Thus MacKaye was the center of the Delsarte confusion;
considered to hold the key tc the riddle of the Delsarte
system. Unfortunately, MacKaye, like Delsarte, fal led
to publish any material dealing with the system. Some of
his pupils published thelr notes, entirely without authoriza-
tion or acknowledgement,l1 but MacKaye's own conception
of the teachings of Francols Delsarte remained a closed
book. Fortunately, however, the notes that MacKaye took
while studying with Delsarte have been preserved, to-
gether with a mass of lectures and other manuscript
materials. This material has not hitherto been avallable
for analysis and publication.12

It 1s the purpose of this study, then, to give
organization to that portion of the MacKaye material which
contains his notes tsken while actually studying with

Delsarte, and through careful analysis of 1t to arrive at

10. Curry, S. 3., Op. Cit., p. 337,
11, MacKaye, Percy, Op. Cit., Vol. II, pp. 269 and 273.

12, After MacKaye'!s death these notes and the other
material came into the possession of Dr. S. S. Curry.
Dr. Curry also "allowed himself to be engrossed with
other things--" and failed to utilize them for an
exposition of the Delsarte system. After Dr. Curry's
death the material came into the possession of Mr.
Martin Luther, president of the Expression Company,
publishers, Boston, Mass. After a number of years Mr.
Luther decided to have these notes prepared for publi-
cation. They were sent, along with other material,
to Loulsiana State University, from whence the MacKaye
notes were secured for this thesis.



6
the basic princivles of the system known as the Delsarte
theory of Expression. This thesis by necessity must work
through the personality of MacKaye as he recorded these
notes during the Delsarte lectures. Although attempts are
made to reduce this personality factor to the minimum no
pretense will be made that this is Delsarte seen objective-
ly. Perhaps it is the nearest approach that can be made
to the precepts that Delsarte gave his students in view of
the fact that Delsarte apparently never published or
authorized any publication of his material. 1In all events,
it is a new angle of approach to his theories.

The very nature of this work mekes it of value in
clearing the way for further research on MacKaye and
Delsarte. This study makes no great use of MNacKaye'!s
lectures or of the notes made by other pupils of Delsarte
because of the fact that the researcher must by necessity
approach the analysis of the MacKaye notes with an un-
biased opinion concerning them; the 1ldea belng to approach
the Delsarte theory as nearly as possible as MacKaye did
when he heard it discussed in the lectures dellvered by
Delsarte for the first time. Only in rare cases have
other materials been consulted and then only in an attempt
to clarify obscurities appearing in the notes. By
necessity, then, the thesis becomes an introductory study
of the original Delsarte and liacKaye manuscripts, its
fundamental purpose being to clear the way for further
research and evaluation of these original materials, No

attempt is made to compare critically this manuscript
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against other studies of Delsarte, or to throw additional
light on the influence of the system in America. Such
studies must wait upon further investigation of the
materials now avallable,

The first problem encountered in the handling of
the notes was that of organization, This was a difficult
process owing to the scattered and fragmentary cordition
of the notes, and necessitated the reading and re-reading
of the materisl many times in order to formulate some
scheme or plan. The final arrangement decided upon was
an arbitrary one, dividing the material into four general
divisions. The first categorized the notes as to thelr
spiritual or philosophic implications; the second, as to
the physical aspects of gesture, or the totality of bodily
expression; the third, as to the speech or language aspect
of the mechanical process., The fourth, although seemingly
almost unrelated to the rest, involves the opinions of
Delsarte on the actor and gives a few simple principles
of stage deportment.,

The main problem posed by the thesis was that of
analyslis and evaluation. This resclved itself generally
into a careful scrutiny of each statement, ssntence, or
phrase in the notes in relationship to the schematic
arrangenent of the whole to see 1f it checked logically
with the other statements in the theory and to see that
in the process of analysis it did not lase or alter in
any way the impression MacKaye recelved from Delsarte.

Other problems of an introductory nature arose in
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relation to the notes. To make valid this study it was
necessary to show beyond reasonable doubt that the notes
were taken on lectures delivered on a fully developed
theory by Delsarte at the very height of his career as
a teacher, Secondly, that MacKaye was able and recorded
clearly and fully the major aspects of the theory in the
notes., Thirdly, that these notes are actually those
taken by MacKaye dealing with the Delsarte system. For
convenience and clarity the thesis has been arranged in
three sections. The firét, conbaining two chapters, is
an introductory one designed to orient the reader as
regards the materials and backgrounds of this study. It
includes a brief 1life of MacKaye, a life of Delsarte, a
discussion of the relations between the two, and a descrip-
tion and authentication of the notes. The second section
containg the analysis of the notes. This section which
treats the actual Delsar te theory has been organized into
four chapters: Philosophic Backgrounds, the Dynamic
Mechanism, the Speech lechanism, and Notes on Acting. The
third section is devoted to summary and conclusion. In
addition, in order to make this unpublished material
avallable, and to provide the reader with easy access to
the original material, the major portion of the notes are
reproduced in appendices. TFor easy reference the appendix
pages have been marked with line numbers. All quotations
from the appendices given in the body wof the thesls are

reproduced as WacKaye wrote them.



CHAPTER ONE
DELSARTE AND MACKAYE

Before starting an analysis of the Delsarte notes
of Steele MacKaye 1t is necessary to discuss the back-
ground of the material, including a brief outline of the
lives of MacKaye and Delsarte and their relationship one
wlith the other. There are two primary reasons for this
discussion; first, to establidgn the simple facts of the
background, such as the periocd of Delsarte's teaching,
the period In which MacKaye studied with Delsarte and
thus the time during which the notes were taken; second,
to determine the background that MacKaye brought to hils
study, his ability to comprehend and grasp the teachlngs
of Delsarte, the confidence which Delsarte placed in
MacKaye, MacKaye's attitude toward his teacher, and a
glimpse of the personalities of the two men, all of
which will have some bearing on the accuracy and suthen-
ticity of the notes. In pursult of this aim this chapter
will make use of two of MacKaye's manuscripts, one an
unpublished fragment of an autobiography, and the other
a brief life of Delsarte. This "life" was published in
Elsie M. Wilbor's Delsarte Recitation Book in a slightly

different form from that of the mamuscript. Quotations
from both the manuscript and the printed version will be
given here. These manuscripts will give a glimpse of
MacKaye'!s personality in his own estimate of himself and

his attitude toward Delsarte.
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James Steele MacKaye, playwright, actor, director,

and theatre inventor, was born near Buffalo, New York, on
1
June 6, 1842. There he spent the first eight years of

his childhood, until 1850, when the family moved to New
York City. MacKaye'!s own statement of his childhood is
given in the autobiogrephical manuscript:

"As a child Steele MacKaye developed very early in
life a strong taste for study--

At three years he was sent to school.

At five he began the study of Latin.

At eight he was already deep in geometry and the
higher mathematics,

At ten he selected engineering as a profession.

At fifteen he had completed his scholastic training
as an engineer,

About this time he was selzed by a violent attack
of brain fever caused by overwork while pursuing his
studies as an engineer. This attack left him in such a
depressed vital condition that it was deemed prudent to
take him abroad for a change of scene.

At sixteen he arrived in Paris--where he became
fascinated with the fine arts--end commenced with
characteristic energy the study of painting and sculpture.”

This infant prodigy story is not confirméd by blographies
of MacKaye, but the confidence expressed here is not en-
tirely out of place. MacKaye was a brillisnt student, and
was soon to be consldered one of the most promising of

the young American painters.2 MacKaye spent a year in
Paris studying with such prominent artists as Couture,
Meissonier, Bourguereau, and Troyon.5 He then returned to
New York where he established his own studio, and at the
same time, continued his studies with George Inness, then
one of the leading painters in America. The following

few years were restless years for MacKaye--years of search-

1. MacKaye, Percy, OP. Cit., Vol. I, D. 37,
2. Totd. Yol 10 powEe— ’

3. Toc. Cit.
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ing by an impulsive impressionable nature for a satis-
factory means of self expression. It was this restless-
ness which led him into a shart stay as instructor of
painting at the Weld school near Eagleswood, New Jersey,
into two terms of service with the Union army in the
civil war--both of which were interrupted by an attack
of malaria--into two marriages, the first a short lived
war marriage that soon terminated in divorce, into various
business ventures of an artistic nature, none of which were
successful., It was in these years of restless searching
that he first developed an interest in the theatre.

While at the Weld school he participated in amateur theatri-
cals, playing Mephistopheles in Fausty Claude, Prince of
Como, in The Lady of Lyons; and numerous Shakespeardéan

4
roles., His activities in the "Seventh Regiment Amusement

Association," a soldiers' organization, was reported in
the New York Tribune as follows:

"For the evening of August 2nd., 1862, festal
preparations ushered a scene from Othello, in which James
8teele MacKaye played Othello and John H. Bird Iago.---
Growing ambitious, the association on August 8th rendered
The Merchant of Venice, in which J. S. MacKaye acted
Antonio.--After this, the whole regiment became stage
struck, the members spouting thelr parts at mess.
Shakespeare's works were in demand, and Julius Caesar
was soon given, with J. S. Machye as Cassius. The next
production was remembered by Baltimore society as the
most brilliant dramatic affalr ever given in their midst.
On the evening of August 15, 1862, the curtain rose on a
performance of Hamlet, with J. S. MacKgye as the Melan-
choly Dane."S )

4. T6id., Vol. I, D. 93.
TB d.c, VOlo I, ppo 94"950
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The success of these amateur theatrical ventures and the
failure of his other enterprises finally led him to de-
cide on the theatre for a new career. In his unpublished
autoblography he says:

"pfter careful ecmsideration he (MacKaye) decided to
commence the study of dramatic art with the serious earnest-
ness of a professional. In this art he had achieved many
successes as an amateur--and would long before this have
adopted the dramatic profession--but for the strong pre-
judice of his family against the stage.”

Thus at the age of twenty seven, MacKasye, with a back-
ground of art study with some of the outstanding painters
of both Europe and America and a love for the theatre
nurtured by amateur theatricals, arrived in Paris with the
intention of preparing himself for a career on the stage.

A brilliant, impulsive, impressionable, and erratic young
man, he was now to meet for the first time the man who

was to fire him with a new enthusiasm and start him on a
new career, The first meeting between MacKaye and Francois
Delsarte in October, 1869, was reported by Mrs. MacKaye:

"Mr., MacKaye had been shown into the parlor. The

shutters were closed and it was almost dark. He was kept
waiting for a few minutes, and had just opened a shutter
for light to examine one of the many curios in the room,
when he heard a voice behind him cry: 'Mon filsl MNon
f11ls!!' Turning, he saw the tall figure of Delsarte, wrapt
in a long dressing gown, standing in the door as 1f trans-
fixed, still repeating the words, 'Mon fils! Mon filsi!
So the tall form came forward, pointing to a bust in one
corner of the room, and in another moment he had thrown
his erms about Mr. MacKaye and was almost sobbing on his
shoulder.

"o one who has seen the bust of Xavier Delsarte
this emotion will not seem unaccountable, for its resem-
blance to Mr. MacKaye was indeed striking. Xavier was the
son in whom Delsarte had placed his fondest hopes; he was
to succeed his father in the work he had begun; but his
sudden death, very shortly before this peeting, had almost
broken his fathert!s heart. So--as Delsarte afterwards
explained-~-to enter the room, and seemingly to see his
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Xavier standing there in the mysterious shaft of light,
was a poignant experience to excuse almost any outburst.

"Then began a long talk, and Delsarte found in the
quick comprehension and ardent appreclation of this
young American a mental and spiritual as well as physical
likeness to his beloved son, which awoke once more his
own hopes and enthusiasms."

Thus in an unusual emotional atmosphere began the close
friendship of these two men--a young American just embarking
on a new career, and an elderly Frenchman at the height

of his powers,

Perhaps it would be advisable to turn at this point
to view thi s older men, Francois Delsarte, whos e life 1s
so shrouded in legend and anecdote that it is difflcult to
discover anything but the most meagre of facts. Sarah

Janet Humphrey, in her thesis Delsarte's Synthetic Philosophy.

of Expression, says:

"In attempting to write the 1life of Francois Delsarte,
I have had some difficulty in finding authentic data. He
left but few avallable manuscripts, and no adequate bio-
graphy has been written. Even the short sketches of his
life ﬁ%ich have been written by his pupils differ in de-
tail.

The most important of these sketches by Delsarte's pupils
is one written by Steele MacKaye as a lecture, and later
published with some changes, in Elsie M. Wilbor's Delsarte

8
Recitation Book. In a letter written October 25, 1874,

MacKaye wrote in relation to this life which he was then
preparing:

"I have a mass o material in the shape of notes
taken from Delsarte's own lips and those of his intimate
friend, Raymond Brucker, which--combined with such printed
lines as I have--will enable me to make out a clear and

6. Ibid., Vol. I, pPp. 134-135.
7. Humphrey, Sarah Janet, Delsarte's Synthetic Philosophy

of Expression, pe. 1.
8. WiIEO%: ETSIe M., Delsarte Recitation Book.
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most interesting story of the most significant episodes
in the 1ife o Delsarte."?

The discusslon given here is based largely on this "life"
written by MacKaye. In addition to being, probably, the
mos t authentic of any of the sketches of Delsarte's 1life
by any of his pupils, the use of MacKaye's manuscript has
the virtue of giving MacKaye's attitude toward his mater--
the near idolatry with which most of Delsartet!s pupils

regarded him,

Delsarte was born in the village of Solesmes in the
10
north of Franece in 1811, His father was a physician,

while:

"His mother was a women of strohg character and exceptional
culture. Her classical knowledge furnished her son-~even

in early childhood; with his first ideals of manhood=-~-and

the earliest heroes of his imsginstion were those of Greclan,
and Roman mythology. These left an enduring impression

upon his infant brain, and doubtless cm tributed much

to the development of that antique grandeur of character
which distinguished him in after life."1ll

When Delsarte was six years old, his father died.
The home at Solesmes was broken up, and Delsarte was taken
to Paris by his mother. Very shortly the mother also dled,
and Delsarte and his younger brother were left orphans,

"Death soon dealt another blow at the heart of this
childe

"The winter of 1821 was unusually severe. One night
of that winter--in a deserted loft of the Faubourg St.
Antoine--two boys, entwined in each others arms--~lay fast
asleep. The sleep of one of them was to be eternal. Dawn
came and little Francois awoke hugging to his heart the
frozen corpse of his brother, The next day-~-through the
gay streets of Paris, and out into the cold snow of the
plain of St. Denis~-there passed a little procession--it

Y. MacKaye, Percy, Op. Cit., Vol. I, p. 232,

10, Wilbor, Elsie M., Op. Cit., p. XI.
11, From the original manuscriét of the "life" in the

author's possession,
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consisted of two men bearing on a bier--a little white
box-~followed by a pale, haggard, hatless child--and
wending their way to the fosse commune of Pere la Chaise--
that is the paupers! field of the public cemetery."1l2

The following episode is typical of the fanciful tales
recorded by Delsarte's pupils:

"Returning from the grave of his brother that
bleak December day--Delsarte~-then but ten years of age
experienced what he afterwards called the first revelatory
episode of his life.--Returning alone through the plain
of St. Denis-~cold, fatigue, hunger, and grief overcame
him--and he fell fainting in the snow, and amidst the
rubbish of that dreary moor. Half surviving from this
fit--suddenly his senses were entranced by a lovely vision.
Exquisite forms, and colors, floated before his eyes--a
wondrous ecstasy thrilled his nerves--celestial music
filled his ears, and flooded his soul with harmonies--
destined to haunt his imagination through life. There,
prostrate in the snow,--alone, helpless, and half dead,
--heaven seemed to open before him,--and awakened forever
the artists soul within him. The mystic experience of
that hour gifted him with a divine passion~-which was
fated to comfort his solitude-~-inspire him in despsire--
and at length to lead him on to glory and guide him to
the %g%ievement of an immortal work among his fellow
mene.

Delsarte was rescued from this spell by a Parisian rag-
picker, who took him home and gave him employment. After
some years, he became acquainted with a musician called
Pere Bambini, who, recognizing the boy's natursl and un-
trained vocal talent, secured permission for him to enter
the Conservatoire for vocal training. Some time later
Delsarte was given a position with the Paris opera. Mac
Kaye gives the following account of the securing of this
position:

"When Delsarte had been a year at the Conservatoire,
Pere Bambini died. He was left in great poverty, and was
obliged to go through the streets in a costume which

ranked him among the lower classes. He was determined

12. Ibid.
13, Iobid.,




16~

to get upon the stage. He had studied the leading roles
in opera, and persistently applied at the Grand Opera
House for an opportunity to be heard. His persistence
became a nulsance to the ogre in charge of the stage-
door. He reported it to the director of the opera, who
sald: 'Leave the fellow to me. I will teach him a lesson.
The next time he applie& show him to my room.'! The next
time happened to be during the performance of an opera.
He was shown to the director, a very stern, business-like
man, who hated what he called artist tramps, and regarded
Delsarte as one of them. He saw the pitiable condition
in which the man was clothed. He said: 'What do you
want?!

"1I want an opportunity to be heard. I seek a
position, and I should be glad to take any position which
your estimate of my merits may think proper.!

"10h, you wish to be heard? All right. Are you
ready to be heard now, at once?!

"1Certainly, Monsieur, at any time. I shall be only
too glad and too grateful to be heard.!

"1Very well, wait here. I will let you know when I
am ready.!

He went below and said to the curtaln man: 'When the cur-
tain drops on the next act run on two flats in front, put
on the plano, and let me know when you are ready.!

"When this was done he sent for Delsarte, and said:
'Do you see that piano there, in front of those flats? You
wish to be heard, you say. Have you the couwrage to go out
there and show me before this public what you can do?!

"The director little dreamed of the unconquerable
courage in that noble heart, or he never would have dared
to propose such a thing to this youth. Delsarte!s first
impulse was one of indignation. But this was succeeded by
a sense of the fact that his future depended upon the
grit which he showed at that moment, and turning, he
sald: 'Yes, Monsieur, You ask of me something that has
never been asked before; if I cannot succeed with my public
I have nothing to ask of you.!

"The surtain was rung up, and Delsarte in seedy
clothes and his stockings showing through the holes in his
shoes, walked on. At first the people were puzzled, then
armuséd, and saluted him with jeers and laughter. He turned
and made a bow to them so princely and noble, that they
were obliged to recognlize the royalty of his soul. He
passed to the pilano, ran his fingers over it, and began
to sing a song that held them spellbound, When he had
finished, he was greeted with thrilling cheers from every
part of the house. He was recalled again and again, and
when at last he went behind the scenes it was to be greeted
by the director with a contract for three years at 1000
franes a month."14

14, Wllbor, Elsie, Op. Cit., pp. XIV-XV.
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This glamorous success story continues:

"Thus opened the great future of the young Delsarte
and he met it nobly. In less than two years he was ad-
mitted to the conservatoire--at 18 he won the leading
position on the boards of the Paris Opera--before he was
21 he had made quite a little fortune, and married the 15
beautiful daughter of the director of the Grand Opera."

How much of all this is true it is impossible to determine.
In all probability the story isoverdrawn in the manner of

a young man anxious to place the master he loved and honored
in the best possible light. BSuch great and immediate success
is highly problematical. Miss Humphrey says:

"In the meantime, Delsarte completed his work at the Con-
servatoire and was employed as a singer and an actor at

the Opera Comique in Paris. But he did not approve of

the theatre; he felt that it sacrificed dramatic values

in an attempt to please the masses. Perhaps this attitude
accounted for his unpopularity. At any rate, during the
course ,of a few years he had triedthe Ambigge and the
Varietes, and finally left the theatre entirely to become

a teacher of singing and elocution.”

It seems logical to conclude that Delsarte was not highly
successful as either an actor or a singer and in consequence
was forced to turn to teaching for a livelihood. He

opened his "Gours d!'Esthetique Applique" in 1839. 1In

spite of being a fallure or at least only a mediocre suc-
cess as & singer and an actor, Delsarte was evidently a
good teacher and a man of forceful personality, for his
school was successful from the start, attracting the atten=-
tion of prominent actors, orators, and writers. Ammg his

pupils were Rachel, Macready, Sontag, Malebran, Bettini,

186, From the manuscripte.
16. Humphrey, Sarah Janet, Op. Cit., p. 5.
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and the Abbe of Notre Dame. Theophile Gautier, Jules

Janin, Dumas, Taine, and many other critics and writers
wrote highly of him. ILe Soir wrote in Delsarte's
obituary notice on July 26, 1871:

While Rachel wanted him at the Theatre Frangails,
the Theatre Italien sought him to replace Bordogni. Thus
both Tragedy and Opera fought for him, but nothing could

tempt him to abandon his own llberty to study even more
deeply the secrets of nature; 9

and Le Salut Publigue wrote:

"Thile still young, Delsarte councilled Marle Male-
bran, later helped to form Rachel disciplined the style
of the great magistrate Duprés, and taught the noble pathos
of Pauline Garcia. Lacordaire, too, learned ffom this
great master in that hisoric room where Berryer, Lamartine,
Arago, Musset, Dumas, Delacroix, Horace Vernet, lMeyerbeer,
Rossinl, and so many other great ones, have left the memory
of thelr presence...In the bare simplicity of his own
room, he evoked the heroes of Gluck and Racine, Rameau and
Corneille, with a charm and suthority so irrisistible that
they awoke to actual life before our eyes and ears.

Delsarte's abllity as a teacher is further attested to by
the fact that he was awarded the cross of a chevalier of
the Guelph order and the Hanoverian medal of arts and
sciences by the King of Hanover.21 Thus Delsarte at the
height of his popularity was an impelling and important
teacher and a significant influence in the French theatre.
By 1869, however, his influence was beginning to wane:

"In 1869, Francois Delsarte--'Chevalier de l'ordre des
Guelphes, Chevaller de Legion d'Honneur,' etc.--was still

teaching in Paris, where he was already becoming the
rather lonely giant of a great regime in art which was

17. MacKaye, Percy, Op. Cit., Vol. I, p. 132,
18 Thid. fol. 1. poizz—"’ ’

19, Toc, Cit.
20. Loc. Cite
21. DeTaumosne and Arnasud, Op. Cit., p. VI,
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being superseded by the schools of a new generation."22
It was thus at the turning point of Delsarte's career
that MacKaye begen his study. The lessons began in
October 1869, and continued dal 1y until July 1870.23 So
rapld was MacKaye's progress, so quickly did he grasp the
essentials of the system, and so brillismtly 4id he apply
his knowledge, that after a few months he was accepted as
a co-worker as well as a pupil, and began doing part of the
teaching.,.

"From the very first Delsarte recognized Mr. MacKaye
as his co-worker and successor as well as his pupil., He
realized that his pupil could not only understand and
apply all that he taught, but that he, too, was creative
and philosophic. So the dal ly hours spent together were
almost equally divided between practicel tralning--wherein
was applied the principle already formulated--and the
search together after new applications of known truths
and simpler means of reaching desired results.

"So, within five months of their first meeting, at
Delsarte's own desire and reque st, Mr. MacKaye was him-
self lecturing and teaching in Delsarte's Cours, with a
success which aroused as much enthusliasm as astonishment
in Delsarte's 'lovable, loving and generous nature!."24

The following account, given by Mrs. MacKaye, of
the conduct of Delsarte's classes is the only available
glimpse of Delsarte'!s teaching methods:

"It was a wonderful experience to sit for an hour
in Delsarte's plain, bare room, above the door of which was
written in French: 'Quil rejette le temps, le temps rejette.!
There were two rooms leading from the drawing-room. In
the first (about eighteen feet square) the lectures were
given; beyond was a smaller room, an inner sanctuary,
where Delsarte did most of his writing, and where stood
the famous armoire a glace, or wardrobe, which was piled
to the top with Delsarte's writings, charts, ete., In the
first room, chsairs were arrasnged, usually for not more
than twenty people. Opposite was the blackboard, and by

22. MacKaye, Percy, Op. Cit., Vol. I, p. 133,
55 Thid. Yol T pize—"" ’

24. Loc. Cit.
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its side an armchair in which sat Delsarte. An open
space before the blackboard served as a stage.

"The first part of the morning was given to the
exposition of philosophy--the explanation of some
theory, or chart. This part of the class work--during
the last months--was given by Mr. MecKaye, Delsarte from
nis arm chair putting in a word, a nod, or a smile of
approval to his little audience. After the exposition
came the practical part: the recitation of a fable, a
scene from a play, or perhaps a song, any of which was
rendered sometimes by a pupil, sometimes by Delsarte
‘himself. When Delsarte recited, then came indeed the
miracle: As he arose, there stood for a moment before you
the figure of an old man, in a long, brown dressing
gown, a foulard kerchlef carelessly tied about his neck,
on his head a sort of house-cap like a biretta, on his
feet the huge, shapeless, felt carpet-slippers so
universally worn in France. In another instant therg
stood--whomsoever Delsarte chose to stend there...."<d

The mutual respect of master and pupil, based on a recipro-
cal appreciation of the abilitles and capacities of each
other, soon developed into an intimate friendship and a
mutual affection in which MacKaye came to fill the place
of the dead Xavier. On October 14, 1870, Delsarte wrote
to MecKaye's father:

"En lui, James Steele MacKaye, j'avals placé mes
plus grandes espérences: il était appelé & régénér l'art
dens le monde. Il n'était seulement mon meilleur éldve--
appelé aux plus brillaints succeés; il etait encore mon
seul disciple--plus qu'un disciple: un fils d'edoption,
plus cher & mon coeur que mes propres enfents,"26

And later Delsarte wrote to MacKaye himself in two different

letters:

"eoo.Thanks be to God, then, I am no longer alone in the
world, since Providence has lead me to firmd in you more
than a friend, more even than a disciple: a true and
valid successort....."27

"My dear and beloved disciple--If ever for a moment I had
doubted your filial affection, all these proof's of devo-
tion which you come heaping upon me would even further
assure me that in you I have the most noble and most

20, Ilbid., Vol. I, pp. 136-137.
26, Ibid., Vol. I, p. 132.
7. ITbid., Vol. I, p. 1l42.
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affectionate of my sons. Oh, why shall I not love you
as a father--you who have come to save my life."28

Clearly Delsarte considered MacKeye a brilliant
pupil and thus was established a close and significant
relationship of disciple and master~--a relationship under-
stood and appreciated by both parties, MacKaye became
Delsarte's chosen successor--the son who was to carry
on the work of the master.

This close relationship was abruptly terminated by
the chaos of the Franco-Prussian war of 1871, and the
resulting seige of Paris--a chaos which drove NacKaye
back to America and Delsarte into refuge in his native
village of Solesmes where he lived in dire poverty on the
charity of a cousin.29 MacKaye, returning to America
fired with enthusiaamn for the Delsarte system, immediately
began making plans for the introduction of the Delsarte
system into America. Very shortly, however, word reached
him of Delsarte's destitute condition. Two new friends,
Rev. William Alger (the biographer of Edwin Forrest) and
Prof., Lewls B. Monroe, suggested to MacKaye that he give
a lecture on Delsarte, the proceeds of which would go to
Delsarte's relief.3o MacéKaye accepted this suggestion
with typical enthusiasm and immedlately set about preparing
the lecture and arranging for its presentation. From this the

idea developed of bringing Delsarte to America to found a

Do 1bld., Vol. I, DP. 144,
29, Ibid., Vol. I, pp. 141-142.
30s 1bid., Vol. I, p. 142.



22
great school of art similar to his school in Parils. Mac
Kaye immediately wrote to Delsarte concerning these pro-
jects and received in reply a very grateful letter indicat-
ing willingness to come to America, but asking for some
immediste assistance. Rev, Alger, a popular minister in
Boston, immedistely advanced the sum of two thousand francs

31
which was sent to Delsarte, and with other friends who
were also interested in Delsarte, meanwhile whipped up
enthusiesm in Boston for the Delsarte lecture, and, as
a result, MacKaye received the following invitatlon,
dated March 13th, 1871:
"Mr. James Steele MacKaye,--Dear Sir:

"Knowing, either directly for ourselves, or
through the testimony of goal Jjudges, hav thorough a
profi€ient you are in the science and art of dramatic
expression, as developed by Francois Delsarte--acknowledged
to be, in this department, the greatest master who has
ever lived--we join in asking you to favor us, and our
fellow citizens, at your earliest convenience, with an
illustrative lecture on this subject, showing especially
the comnection of the laws of dramatic expression, in
the system of Delsarte, with character, morality,
esthetics and religion."32

This invitation was signed by eighteen men including
the Governor of Massachusetts and the mayor of Boston,
as well as Henry W. Longfellow, and Louls Agassiz and
33

other prominent men. In response to this invitation,
MacKaye went to Boston and delivered at the St., James hotel

on March 21, 1871 his first lecture on Delsarte., This

%1. ibid., Vol. I, pp. 1l42-144.
32, Ibid., Vol. I, pp. 149-150,
33. Loc. Cit.



23
was the first time that the name armd system of Francoils
34
Delsarte were presented to the American public. This

lecture was reported in the Boston Transcript as follows:

"Mr. MacKaeye's lecture last evening was in every
respect a brilliant triumph. In spite of the severe
storm, an audience composed of our most cultivated
citizens filled the hall. The neatness snd accuracy of
Mr. MacKaye's statements, the grace and ease of his bear-
ing, the exquisite beauty and fitness of his gesticulation
--in which justness, modesty and force were equally com-
bined--the marvellous vividness and rapidity of his facial
changes, made his auditors express their approval and
delight in constant applause. We do not belle ve that a
lecture on the scientific basls of the dramatic art, so
rich and valuable in the fruits of the ripest study and
skill as this one, haa ever before been delivered,"35

And from the Boston Advertiser:

"The impression made by Mr. MacKasye was at once
highly favorable. In person he is tall and slender, but
lithe and well proportioned. His face, set off by thick
dark hair, is distingulshed by an arresting earnestness,
thoughtfulness and purity of expression. His volce is
deep, and exceedingly resonant, sweet and flexible...

Mr. MacKaye recited Hamlet's 'To be, or not to be!, a
passage from a French translation of Iphigenia in Tauris,
and a humorous lecture in Gallic-English by a Frenchman

on Shakespeare. The delivery of the second of these-~

a monologue of the remorse and terror of the King of
Thoas~-~was a masterplece of the most intense and most
terrible forms of dramatic art; and Mr. MacKaye'!s pronuncia-
tion of French seemed faultless,

"As a grand summarising, Mr. MacKaye shoved a
number of 'chromatic scales! or 'gamuts'! of faclal expres-
sion, as he called them, so astonishing and impressive as
to beggar all description. In exhibiting these gamuts,
he stood perfectly motionless, except in his countenance,
and, starting from the normal expression, would make
his face pass very slowly through a dozen grades of emo=-
tion to some predetermined phase, and thence he would
descend, reversing the previous steps, to perfect repose.
«essThus, he showed a chromatic state of emotion running
through satisfactlion, pleasure, tenderness and love to
adoration, and, having retraced his steps, descended
facially through disgust, envy and hate to fury. Again
he exhibited the transitions from repose through jollity,

34, 1bid., vol. I, pp. 150-151.
35, 1bid., Vol. I, p. 151.
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silliness and prostration, to utter drunkenness; and made
a most astonishing but painful spectacle of his fine face,
passing through all the grades of mental disturbance to
insanity, and down all the stairs of mental weekRess to
utter idiocy.--The impression produced was at once very
lively and very profound."36

In April the lecture was twice repeated in Boston at the
Tremont Temple to large audiences, ard was given at

Harvard University on April 21, 1871, with Henry W. Long-
37
fellow as the chairman.

Shortly following these appearances MacKaye received
another invitation to lecture, this time from New York.

"Mr, James Steele MacKaye; Dear Sir:

"The fame of the profound system of Francois
Delsarte has awakened our sincere interest. Learning
that you, his sole authorised representative, have re-
cently returned to this country, with the desire of
seeing established here a free school of art, under the
presidency of Delsarte himself, where art may be taught
on scientific principles, we unite in requesting you to
favor us and our fellow-citizens, at such time and place
as may sult your convenience, with a lecture on the
system, 1llustrating its influence and its appliation
to the development and practical training of artistic
genius--the proceeds of such entertaimment to be, as you
propase, for the benefit of Francois Delsarte."

This invitatlion was signed by twenty-two prominent men,
38
including actors, ministers, and professors. As a result

of this invitation MacKaye lectured at Steinway Hall twice

in April and several times in May. He also lectured in
39
Brooklyn at the invitation of Henry Ward Beecher. MacKaye

says of these lectures in his autobiography:

"The success of these lectures was unparalled in
the annals of the platform. The New York Herald had a
leading editorial on the surprising powers of Mr. M. as
a lecturer. The Boston, and New York, paspers devoted
three, and four, columns of thelr space to his lectures--

$6, Ibid., Vol., I, pp. 151-152,
37. 1bid., Vol. I, p. 154,
68. Ibiao, VOlo I, ppo 157"'1580
39, IBTH., Vol. I, p. 156,
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with such emphatic commendation of his manner as well
as his matter that he achieved at once a celsbrity for
Delsarte, and himselff that is rarely obtaimed even by
years of public life.”

Thus MacKaye, fired with an ardent enthusiasm, spread the
gospel of Delsarte through America. These lectures,
supplemented by a vivid personality, evidently made a pro-
found impression, and the scheme for bringing Delsarte to
Ame rica neared completion.

In this interim Rev. Alger had gone abroad intending
to see Delsarte. Alger was never to carry out this inten-
tion, however, for Delsarte died before he reached Paris,
Alger had written MacKaye from Vienna on July 25, 1871,
telling of his plans for meeting Delsarte and MacKaye wrote
him the following letter in reply:

"Dear noble friend: Your sweet letter of July 25th arrived
this morning, £illing my soul with thankfulness to the
Divine Father that you live. But oh! another letter came
from Mrs. Delsarte, telling me of the death of my beloved
master...Dark and selfish regrets flooded my soil at this
news. These regreoets were wrong to grudge him the emancipa-
tion he has at last attained from the many sorrows of this
life. Youl---0h, I shall never forget 1t! Your great
heart brought comfort to his last days.--I loved him as

a father...Delsarte is with us. He is nd dead but sleepeth.
No, he doesn't even sleep. He loves us--We love him.-~-The
love part of us can never die or be separated. I know
this, thanks be to God and his merciful response to my
deep, wild yearning prayers, No! I will not dishonor
Delsarte with vain regrets. I will redouble my efforts to
do him honor, and to carry out the great work which he has
so grandly begun. He will be with me in this--~happy, and
inspiring me as I workss..Your loving Jim,"40

But MacKaye was never to carry out the great work. With
Delsarte's death the great incentive was gone, and the
plan for an American "Cours d'aesthetique® lost its vital

force. On several occasions MacKaye attempted to found

0. 1bid., Vol. I, p. 162.
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such a school, but his efforts came to naught as other
interésts drew him away. MacKaye also planned to wrilte
a number of volumes on the Delsarte system. On September

15, 1890 he wrote to the editor of Werner's lMagazine:

"Mr, Edgar S. Werner,--Dear Sir: I am gbout to
commence the publication of the followingvolumes:-

I. Delsarte's work,

As Revealed by His Own Manuscripts.
II. Delsarte and Delsartism,
TIIT., Science of Expression in Nature.
IV. Philosophy of Expression in Art,
V. Harmonic Expression.
¥I. Evolution of the Harmonlc Men.
VII. Harmonic Gymnastlcs,.
Vol. lst.--Formative course--~for Beginners,
Vol. 2nd.--Co-operative cour se--for Advanced
Students.
(These volumes are prepared for practical
use in the schools.)
VIII. Practical Principles of Stage Art.

These works will be complete in nine volumes, and
will contain charts, and illustrations, of the most novel
am fascinating character, They will treat, thoroughly,
the most important subject of modern thought,~--and in
a manner that will rebuke those who have_brought ridicule
upon a great man and a great sclence..”

Presumably the answer to this letter was unfavorable, for
this magnum opus in nine volumes was never completed and
no parts of 1t were ever pu‘blished.42
As new interests arose MMacKaye turned more and more
to the theatre, to playwriting, directing, and acting.
In all these fields he was artistically successful, but
unwise contracts robbed him of the financial returns of his
efforts. The Columbian exposition of 1893 inspired him to
the creation of a new type of theatre and dramatic production,

IT. Ibid., Vol. IT, p. 267.
42. Tbid., Vol. II, p. 269.
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but the panic of the same year halted the project, and
MacKaye'!s health broke under the strain and disappointment.
He died shortly afterwards while en route to California in
a vain gquest for health., His death occurred February 25,
1894.43

In conclusion, it 1s clear that MacKaye studied
with Delsarte from October 1869 until July 1871 end that he
taught the Delsarte system in the "Cours d'Esthetic Appliqué"
during the latter months of this study. MacKaye brought
to this study a background of art training with some of the
outstanding palnters of the time,--an excellent background
in view of the fact that he was considered one of the more
telented of the younger American painters. Such a back-
ground would enable him particularly to understand the
philosophy and purpose of art as expressed by Delsarte,
In addition, he was a brilliant student. These facts would
indicate that MacKaye was able to grasp fully the complexities
0f the Delsarte philosophy and system, and that, in all
probability, he was further able to record that system
accurately in his notes., This is further substantiated in
Delsartet's attitude toward MacKaye as shown in guotations
from his letters in which MacKaye is named as "best pupil,"
disciple, and successor. The fact that MacKaye actually
taught the system under Delsarte's supervision is further
proof that he had grasped at least the essentials of the

system. MacKaye'!s attitude toward Delsarte was one of near

ch Ibido, Vol. II, jo 460,
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idolatry. This attitude might lead him into exaggerations
in an estimate of the significance of the system, but in
attempting to cafch and record every word during a lecture
there 1s little opportunity for exaggeration or embellish-
ment, so that in recording these notes during lectures
MacKaye'!s personal attitude toward his teacher probably
could enter to a very limited degree. It seems reasonable
to conclude that MacKaye had sufficient backgroumd and
abllity to understand the system and record it accurately;
that he did so under conditions in which the personality
factor was of little significance, and that his notes are,
therefore, a reasonably accurate record of the Delsarte

system.
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CHAPTER TWO
THE MATERIAL

Reference to the previous chapter will show the
close friendship and understanding that existed between
Delsarte and MacKaye. From the facts glven there, the
attitudes of the two men, MacKaye's teaching in Delsarte's
school, etc., it seems unquestionsable that MacKaye knew
the Delsarte system thoroughly, and that, in all probabili-
ty, his notes are an accurate picture of the Delsarte
system. It is the purpose of this chapter to comslder
the general background of the notes themselves, to des-
cribe them, to authentii}ihem, and to show that they repre-
sent the Delsarte system at its culmination in a reasonably
complete form,

The notes of Steele MacKaye consist of (a) a series
of twelve small compgsition type note books containing
notes written in pencil, and, (b) a large note book into
which MacKaye copied in ink the notes from the series of
small note books. This large note book is written en-
tirely in French; the major portion of the notes in the
amall note books are also in French although there are
a few pages in English,

The seriesof small note books contain the notes that
MacKaye took while actually listening to Delsarte's lec~
tures. Eight of the twelve of this series of small note
books are of the same size and type, with pages seven

inches by eight and three quarters inches in size. The
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number of written pages per book variles from four to
forty. These eight contain approximately one hundred and
sixty pages of French notes and twenty nine pages of Eng=-
lish notes. One of the books of this group of eight con-
tains the "Principe du Circumincession" which is given as
part two of Appendix B. Another contains "L'Art de Mon-
sieur Delsarte", which is given as part one of Appendix B.
The remaining four books of the series of twelve small
note books are of a different type and are smaller than the
eight described above., Two of these four have pages six
end one half inches by eight and one half inches and con-
tain approximately thirty pages of French notes and forty
pages of English notes. A third beéok has pages fow inches
by six and one half inches and contains eighty one pages
in French and eight in English. A fourth, the smallest
note book, four inches by six inches, contains only eighteen
pages of French notes. These twelve note books contain
approximately two hundred and ninety pages of French notes,
averaging about one hundred words to the page, making a
total of approximately twenty nine thousand words. The
twelve books also contain approximately seventy seven
pages of English notes, making about seven thousand seven
hundred words.

The notes in these twelve note books are the notes
taken by MacKaye during Delsarte's lectures, and are just
such notes as would be expected in material taken rapidly
during lectures. Portions are practically unintelligible,

and much of the material is fragmentary and incomplete,
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The notes are full of misspellings, bad grammar, and poor
sentence structure, as would be expected from material taken
down in haste., To give a clearer idea of these books, two
pages are photographically reproduced on the following

pages.
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This page is from "L'Art de MNonsieur Delsarte",

the eighth book of the series of small note books.
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This page is from the seventh book of the series

of small note books and showshow MacKaye at times curiously

mixed French and English in recording his notes.
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The large note book is nine inches by thirteen and
one half inches, and contains approximately eighty one
pages of MacKaye's long hand. These pages average approxi-
mately three hundred words each, making a total of approxi-
mately twenty faur thousand three hundred words. Evidently
in the interest of a more permanent record, MacKaye copied
into this book, in ink, the French lecture notes from the
geries of twelve smaller note books, with the exception of
two sections, "L'Art de Monsieur Delsarte", and the "Prin-
ciple du Circumincession", together with fragments and re-
statements and the English notes. The English notes were
possibly added to the smaller note books after MacKaye had
made his morevpermanent record in the large note book.
Thus the essence of the entire lecture notes is included
in the large note book with the exception of the two sec-
tions mentioned above., In copying the material from the
small books into the larger one, MacKaye made no effort to
improve the organization or to complete any of the fragmen-
tary material, but copled verbatim, repeating misspellings
and grammatical errors. The notes in this large book are
jumbled together with no order, paragraphs on entirely
different subjects often appearing on the same page. The
first eleven pages of the book contain a "Table des Matieres"
with subject headings arranged alphabetically and with the
proper page numbers given for each subject. This index
does not indicate any organization of the material, but
serves merely for reference purposes. This entire note

book is included as Appendix A of this thesis. Photographs
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of all charts and diagrams are included. They not only
serve as authentic reproductions of these charts, but also
serve as specimens of the handwriting in this book.l

These notes may be authenticated in several ways:
the large note book contairs MacKaye's signature mnd Paris
address, and is dated March 17, 1870, The signature may
be authenticated by comparison with the photographic re-
productions of MacKaye'!s signature in Epoch, the blography
of Steele MacKaye by his son Percy MacKaye.z This book
also confirms the fact that MacKaye was living at the
Paris address given in the large note book, during March,
18'70.3 The large note book thus seems to be authentic,

The small note books have no signatures nor are they
dated, but they may be authenticated in several ways:
first, these are obviously notes taken by a student of Del-
sarte, for he 1s personally referred to in several places;
they are also obviously notes teken by an American or an
Englishman because of the mesence of same notes completely
in English and of a few pages in which English and French
are mixed indiscriminately. The English notes are correct

as to spelling and grammar while the French is often faulty,

l. Included in the MNacKaye materials is a rough transla-
tion of this note book presumably done by Dr. S, S,
Curry, or by others under his direction. This transla-
tion is highly inaccurate. Many words are poorly or quite
wrongly translated. There are als major errors such
as the omission of the negative "ne", thus making a
positive statement instead of a negative one. The
translation was of some value, chiefly in the organiza-
tion of the material, but in the main this thesis was
prepared directly from the French notes rather than from
the translation.

2. MacKaye, Percy, Op. Cit., Vol. I, p. 10,
3. Toid.. Vol. 1. poimr— ’
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indicating that the writer knew English better than French,
In the second place, the fact that the notes in these
small books are copled verbatim into the large note book
would indicate that these books were in the possession of
the owner of the large book; in addition, the handwriting
in the small books is the same as that in the large book,
indicating that one person wrote the notes in the small
books and also copied them into the large book. In the
third place, the handwriting in the small books and the
large book seems to be the same as the phcographed specimens
of Steele MacKaye's handwriting as given in Eggggf Finally,
each of the small note books and the large note book is
marked, in a different handwriting, "Mr. MacKaye's note book
while studying with Delsarte”, or a similar phrase con-
taining both names. While this handwriting has not been
identified,5 the fact that the books are s marked 1s
corroborative evidence of the authenticity of the note books.
Thus the weight of evidence is in favor of accepting all
the notes, the twelve small note books and the large note
book, as the authentic work of Steele MacKaye.

The large note book, as stated above, 1s dated
March 17, 1870. The small note books are not dated, but

they are obviously notes taken during the period from

4, Ibid., Vol, 1L, pp. 221 and 467.

5, This handwriting is probably that of Dr. S. S. Curry
who secured possession of the note books after Mac
Kaye'!s death. If so, it would be an additional point
of evidence, for Curry studlied with MacKaye and un-
doubtedly knew his handwriting well. Possibly he had seen
these books while MacKaye was alive.
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October 1869 to July 1870, for this was the only time in
which MacKaye studled with Delsarte.6 In addition, the
fact that the notes from the small books are copied into
the large book, which is dated Mareh 17, 1870, would indi-
cate that these notes were taken previous to this date,
Undoubtedly, then, these note books contain the notes taken
by Steele MacKaye during the time that he studied with
Delsarte; the period from October 1869 to July 1870.

These notes probably represent Delsarte!s theory
at its culmination. At the risk of some repetition of
items from the previous chapter, a few facts will be given
here to support this statement. Delsarte opened his first
"Cours dt'Esthetique Appliqu;" in 1839 and began publicly
teaching his philosophy of expression at that time? He
died in July 1871, at the age of sixty, just one year
after MacKaye had completed his study.8 During this year,
the year of the Franco-Prussien war and the disorders of
the commune which followed, Delsarte was a refugee at his
native village of Solesmes and in ill health.9 He could
have added little to his philosophy or system during
this year. Thus his ma jor work must have been done be-
tween 1839 and 1870, lacKaye's study came at the very end

of this period, so it seems reasonable to assume that Del-

sarte's philosophy and system were complete at the time

6, Supra, p..i9
7. Supra, p.l7
8. Supra, p.25
9. Supra, p.21
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of MacKaye's study.

Whether these notes give the whole of Delsarte's
theory is a matter of conjecture. MacKaye's studies
with Delsarte had been abruptly terminated by the Franco=-
Prussian war. Whether or not he had secured the whole of
the theory during his eight months of study is impossible
to say, although from available evidence it seems likely
that he did. MacKaye says of himself in the fragment of
unpublished autobiography:
"Tn less than two years he had mastered the facts evolved
by Delsarte's labors--and was accepted as a co-laborer by
the great master himself as the teacher of his classes.”
Although MacKaye here stretches the time that he studied
with Delsarte, he says definitely that he had "mastered the
facts", and the fact that he did actually do part of the
teaching under Delsarte's direction during the latter part
of his study,lo would indicate that he had secured at least
the essentlals of the whole theory. As will be seen later
in the analysis of the notes, the material seems to be
reasonably complete. |

From the data here given it seems reasonable to draw
the following conclusions:

l. The notes in the series of small note books are
the original ones taken by Steele MacKaye during his
study with Delsarte;

2 The notes from the small note books were copied

10, Supra, pe. 19.
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by MacKaye into the large note book for their better

preservation;

3, MacKaye knew the Delsarte system thoroughly and
understood it fully;
4, The notes are reasongbly complete;

5. These notes represent the Delsarte philosophy and

system at its culmination, that is, in its final form.
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CHAPTER THREE

PHILOSOPHIC BACKGROUNDS

In 1887 Steele MacKaye wrote:

"It is no exaggeration to say that Delsarte lifted
expression to the level of an exact science, for he found
the fixed laws of art in nature, and advanced only such
propositions as could be instantly verified by the artist
in himself."1

This quotation gives the key to the central aim of
Delsarte's philosophy; to "find the fixed laws of art in
nature’ and to discover their application to all art in
general and to expression and acting in particular. The
system 1s referred to in the above quotation, and in many
other places, as a system founded on science. The system
was, however, not a science in the modern sense of the word,
but was purely philosophical and speculative.

Delsarte defined the science which would reveal the

fixed laws of art as:

"La possession d'un criterium d'examen contre
lequel aucun fait se proteste."?

This criterion Delsarte found in the principle of
the trinity:

"Il démontre dans une maniere claire est indaignable
que cette criterium est le principe mystique de la Trinité.

Or 1'idée de la Trinité jusqutici a ete tellement
obscure qu'elle demande un explication-~cette explication
nous le trouvons dans le definition que Mons Delsarte a
etabli de la Trinite.

La Trinite est un unite fonde sur 3 chose quil sont
entre elles

1. Preface to the bulletin of MacKaye's "School of Expres-
sion", published in New York, 1877.

2, "L'Art de Mons Delsarte", Appendix B, p. 2, lines 25-26.

3., All French quotations are reproduced as they occur in
the manuscript. Spelling, grammar, capitalization and
accent marks are given as MacKaye wrote them,
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lmo~-~coexistent

2do~-coneccessaire

3tio--coefficient,"4
Thus trinity means a unity composed of three things:
three things that exist together and cannot exist separ-
ately; three things in which each one of the three is
necessary to the other two to form a perfect unity;
three things in which each is equally efficient with the
other two in expressing the unity. For example, any
object has height, width, and thickness; time consists of
past time, present time, and future time, etc. ZEach of
the three in both cases is "coexistent, coneccessaire, et
coefficient"”,

The principle of the trinity, then, according to
this theory, is the criterion of all sclence. Scilence
condists of discovering the fundamental trinities of all
things, and thus establishing the "raison dtetre" of their
existence and their products. MacKaye explains 1t as
follows:

"La science de Mons Delsarte consiste a dirigé la
lumiere de cette criterium dtexamen sur toute chose et
en vertu de cette 1dée de la Trinité de decouvrir leur
organism intime, et de constater le raison d'etre de

leurs prodults externes.

Sur cette examen et sur la science ainsi etabli
il base tout son art.

Dans sa science nous trouvons les raison dletre
mathematiques de tous les effet de son art,"d
Thus the basis of the Delsarte system is the philo-

sophical conception of the trinity. Every phenomenm in

4. "LTArt de Mons Delsarte", Appendix B, p. 2, lines 29-41,
5. Ibid., p. 2, lines 42-49 and p. 5, lines 7-9.
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nature can be resolved into its fundamental three, and
the purpose of science is to discover these underlying
trinities which form the key to the divine reasom of
things. Thus through the principle of the trinlty man
can arrive at absolute knowledge, for everything in nature
is triume just as everything in heaven is triune, and both
heaven and earth arise from the divine trinity of Father,
Son, and Holy Ghost. Philosophy and scilence, in failing
to recognize this fundamental triune nature of the universe
and all 1ts parts, have failed to discover the truth.6

"La science ou l'Institut aujourdthui est un neant
superbe. Les musiciens--~les philoloques--enfin presque
toute homme savant ne _sait rien des vraies bases fondamentales
de leur specilalités."?
S¢ience not only has falled to discover the truth, but
also has failed to present what truth it has. The truth
must be made clear to everyone--to men, to women, and to
children, and must not be reserved for the few., In order
to do this 1t must present a doctrine accessible to allj;
give humanity living examples to support this doctrine;
and perpetuate the doctrine through an institution. Only
one philosophy is able to satisfy this triple demand of
the truth; the Christian philosophy, which is based on
the fundamental conception of the trinity. Christianity
supplies the doctrine; Christ suppligs the living example;

the church supplies the institution.

6. Appendix A, p. 50, lines 24-30 and p. 51, lines 1-28.
70 Ibido’ po 62, 1ines 59"’4:4:0
8. Ibid., p. 51, lines 40-54 and p. 52, lines 1-34.
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"Rien de tout cela n'a ete fourne par 1!'Humanité--
mais tout cela a &té reveld et donné a l'Humanité par
Dieu--dans le Christ."9
Delsarte's philosophy is clearly the Christian philosophy.

"Toutes principles philosophiques qui ne de coule
pas~-comme de sa sowrce meme d'un principe Chretien,
n'est qu'un coupable extravagance.”

According to the theory everything in nature is
triune. Man, however, the highest form of nature, is
composed of two triune natures representing a duality.

Men is, at one and the same time, a physical being and an
incorporated spirit.ll In his spiritual being man was
created in the image of God. In his physlcal being he was
created to resemble God.12 Man thus belongs to two worlds,
the physical world of earth, and the spiritual world of
heaven. The spiritual being is called the immanent being;
the physical being is called the organic be:’Lng.L3 In

his immanent being man reflects all the celestial virtues;
in his physical being man reflects all the traits of the
animal World.14 The immanent being tends to elevate man

to the level of the angels; the physical being tends to
degrade him to the level of the animals.15 These two beings
are in close correspondence in that the organic being is

a reflection of the immanent beinge.

J. Ibid., D. 52, lines 32-34,

10. Ibid., p. 39, lines 52-56,

11, Tbid., p. 42, lines 44-46..

12. Ibid-, po 43, lines 9“'12.

150 m., po 45, lines 16"170

14, Ibid., p. 43, lines 23-30,

15, Ibid., p. 42, lines 45-52 and p. 43, lines 1-3,
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"A chaque fonction spirituelle répond une fonction
du corps. A chaque grande fonction du corps correspond
un acte spirituel."l
Or again:

"Les actes orgenic sont les manifestations des actes
Immanentes."17

Each of the two natures of man, the spiritual being and
the organic being, id4 composed of a trinity; that is, the
spilritual nature is composed of three elements, and the
organic being, which is a reflection of the spiritual
being, 1is also composed of three elements, each correspond=-
ing to one of the spiritual or immanent elements,

These basic trinities of the immanent being and of
the organic being are given in the following paragraph:

"LtHomme falt a l'image de Dieu porte manifestement,
en son etre substantiel comme en son corp. ll'auguste
empreinte de sa triple causalite.

LtHomme sent, pense, et aime,

Il sent en vertu d'une Vie

" pense " " d'un Esprit
" gime " " " Ame,"18

Thus the trinity of the immanent or spiritual being
is life, mind, and soul, and the corresponding trinity
of the physical or organic being is feeling, thought, and
love: feeling produces the perceptual state of memory;
thought produces the intellectual Stat§90f understanding;

love produces the moral state of will, Thus memory

corresponds to life; understanding corresponds to mind;

16. Appendix B., pe. 4, lines 38-40,
17. Appendix A, p. 42, lines 24-25,
18, Appendix B, p. 3, lines 4-8,
19, See chart below.
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will corresponds to soul.
The three essentials of the immanent trinity, life,
mind, and soul, are not accurately defined anywhere in
the notes, but they are vaguely explained in the following
flowery and somewhat indefinite sentences:

"La Vie--Force lumineuse et brulante. Clest le
foyer d'ou Jailll la lumiere et d'ou s'allume les flames
de ltamour. OClest la source des Raisons seminales,

L'Esprit--Est la lumiere de la Vie, Ctest la
splendeur de la Vie et l'essence de l'amour., C'est une
lumiere vivante et souvereigne. Clest la source des
raisons speculatif,

Lt Ame--Est 1!'Etincelle qul embrasse le coeur.
Cltest la vivant ardeur de la lumiere intelligible., Ctlest
la Beattitude que l'on goutte dens la pleinitude de la
Vie et de la lumiere."2

Now each of the essentlals of the immanent trinity
of 1ife, mind, and soul, 1is also triune, thus giving nine
manifestations called immanent acts or immancences, which
are defined and listed as follows:

"Les immanences veut dire ce qui est en soi,
Les immaenences constitue c¢ce qu'on peut appeler--
ltorgenism intime de 1'Homme.
Les immanences dan l'etre Humain s nt constitué
par les trois Essences constitutives de 1l'Etre--ctest
a dire la Vie, 1'Esprit, et 1'Ame,.
Les Immanences sont--dans la Vie
Imo. Sensation, qul est la Vie de la Vie
2do. Instinct "oom J1Egprit " "™ " Squi produit
3tio. Sympathie " " 1'Ame ton " J3la Memoire
Dans 1l'Esprit

lmo. Le Jugement qui est la Vie de 1'Esprit) Qui pro-

2do. L'Induction " " 1t'Esgprit " " ‘}duit L'En-

3tio. La Conscience " " 1t'Ame " " tendement
Dans 1'Ame

Imo. Le Sentiment qui est la Vie de l!'Ame

2do. L'Intuition "% JrEgprit " " }Qui produit

3tio., La Contemplation® " 1tAme woow la Volonté"21

Thus life, the first of the immanent essences, produces

20. Appendix A, p. 41, lines 19-41,
21, Ibid., p. 42, lines 5-23,
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sensation, instinct, and sympathy, which combine in the
organic being to produce memory; mind, the second of
the immanent essences, produces judgment, induction, and
conscience, which combine in the organic being to produce
understanding; soul, the third of the immanent essences,
produces sentiment, intultion, and contemplation, which
combine in the organic being to produce will,

In order to clarify the relationship of the immanent
being and the organic being, and the correspondence of
these two through the operation of the nine imminent sacts,
the following chart is given.

Immanences

Sensation

Instinct
life é Symp athys

memoxry

Judgement 4
mindéEE?Induction::>understanding-Organic Being

Immanent
Conscience//

Being \\\\\\\

soul Sentiment:;;will

§§i:Intuition //

Contemplation

The principle of the trinity is further explained by

the "Principe du Circumincession", which Curry translates
as the principle of intertwining.22 This principle attempts
to explain the relationships of the three essences of any
trinity. A trinity is not composed of any three casual
objects, but must consist of three things definitely re-
lated in such a way that each of the three affects the

other two.

22. C'U.I"I'y, SQSO’ OEQ Cito, p. 34:4.
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"La Circumincession est 1l'emprunt gque chaqun de
ces trols termes fera a ses congeneres. De telle facon
que tous sont dans chaqun des trois., Comment tous peut=-
ils etre en chagun des trois? Par un emprunte reciproque."23

Thus circumincession means the reciprocal impressilons
of the three elements of a trinity. One of the elements
1s always primitive and baslic to the other two. In the
Divine Trinity, for example, the Father is basic; the
Father begot the Son, and the two together, by common
inspiration, produced the Holy Ghost.~ Thus the Holy
Ghost, being the result of and containing the Father and
the Son, is the highest of the three in the trinity, but
each one of the three contains the stamp of the other two.<9

This principle applies to man in the following way:
there is a definite relationship among the three essential
essences of being, life, mind, and soul, and each is
affected by the other two., Life shows the influence of
mind and soul; mind shows the influence of life and soul;
soul shows the influence of life and mind. Life, which
arises from the father, is the primitive and basic one of
the three. Life engenders mind which arises from the Son,
and life and mind together, by their common inspiration,
produce soul which arises from the Holy Ghost., Thus soul
is the higgzst of the three as it is the product of the

other two.

The principle affects the nine immanent acts, or

23. Appendix B., pe. 6, lines 12~17,
24, Ibid., pe. 8, lines 12-16,

250 IEiao’ p. 9’ lineS 10"14.

26, See chart below,
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immanences, in the following way. Each of the essentlals
of the immanent being, life, mind, and soul, is triple as
stated above. That is, 1life is divided into three
immanences or immanent acts; mind is divided into three
immanent acts; soul is likewise divided. According to
the principle of circumincession or interrelationship,
each essential (life, mind, and soul) exerts influence
upon the immanent acts associated with the other two essen~
tials as well as upon its own immanent acts. So in the
trinity associated with each there will be one immanence
that is most affected by life, one that 1s most affected
by mind, and one that is most affected by soul. Thus in
the immanences of life, sensation is called the life of
the life; instinet 1s called the mind of the life; sym-
pathy 1s called the soul of the life, In the immanences
of mind, judgment is called the 1life of the mind; induction
is called the mind of the mind; conscience is called the
soul & the mind., In the ilmmanences of soul, sentiment
is called the 1life of the soul; intultion is called the
mind of the soul; contemplation is called the soul of
the soul. The immanence most iInfluenced by the essential
to which it belongs 1sthe immanence par excellence for
that group, thus sensation 1s the 1life of the life; induce
tion is the mind of the mind; contemplation is the soul of
the soul,

It has been said above that man, in his immanent

being, reflects all the celestial virtues, and in his

organic being, all the atbributes of the animal world.
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This is further explained in the following paragraph:

"I1 s'unit avec les betes par l'animalité de
l'organism,., L!'Homme malpropre rappele le cochon--un
autre un chat., Il y a lthomme chien--l'homme lion,

Enfin toutes les attributions inferieur donne a 1t'homme
sont pretes des mondes inferieurs."

"S1 donc lf{Homme resume toutes les animaux et les
legumes, d'un autre cote par cela meme qu'il est image
de Dieu il doit trouvé au Ciel ses gostulate Hommes, ou
les affinites celeste de son etre."27
The celestial affinity or virtue to which man should aspire
is called the postulate man. Each of the three essences of
the immanent being has its own human postulate. The postu-
late of life is purity; the postulate of mind is knowledge,

28
and the postulate of soul is perfection. If man is to
aspire to these postulates he must do so by virtue of his
organic acts of memory, understanding, and will., Thus
memory, corresponding to and produced by life, aspires to
purity; understanding, corresponding to and produced by
mind, aspires to knowledge; and will, corresponding to and
29
produced by soul, aspires to perfection.

The immanences and human postulates are directly
controlled and governed by ambassadors of God--the angels,
In order to control the nine iImmanences there must be
nine categories of angels amd these must be arranged in
three hierarchles or trinlities in order to govern the

30
three human postulates. The se¢ hierarchies arise from the
Divine Trinity of Father, Son, and Holy Ghoste. The hierarchy

arising from the Father is the hierarchy of strength or

27+ App.A, De 44, lines 1-14,
28. Ibid., pe. 44, lines 48-55,
29. mac’ p. 42, 1ineS 59"‘42‘
30. Ibid., Pe 44, lines 21-45,



50
power, Its three rays of being, or angels, are powers,
dominions, and virtues. These affect the lmmanences in
the following way: the powers purify and enlighten the
senses; the virtues purify the instincts; the dominions
draw and warm the symﬁathies. Thus the human postulate of
the first hierarchy is purity. Its function is to purify
the memory or the life of the human being.

The hierarchy arising from the Son 1s the hierarchy
of knowledge. It consists of three divine rays: angels,
archangels, asnd principalities, The angels instruct man;
they are the interpreters of divine law; they enlighten
judgment. The archangels enlighten the consclence, which
judges the inductions as the inductions judge the Jjudgments.
Thus the human postulate of the second hierarchy is en-
lightenment or knowledge, and its function is to enlighten
the understanding or the mind of the human being.

The third hierarchy arising from the Holy Ghost is
the hierarchy of holiness. It is the hierarchy par ex-
cellence. The angelic rays in this hierarchy are thrones,
cherubim, and seraphim, The thrones fix and inspire the
sentiments, the cherubim supply intuition, and the seraphim
arouse contemplation. The human postulate of this hierarchy
is perfection. Its function is to perfect the human will
or the soul.

Thus each hierarchy of angels has its specilal functim
and its special human postulate., The human postulate of
the first is purity, and its function is to purify; the |
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postﬁlate of the second is knowledge, and its function is
to enlighten; the postulate of the third is perfection,
and its function is to perfect.Sl These human postulates
correspond to the organic acts of memory, understarding,
and will,

The immanent essences of life, mind, and soul, are
expressed,-through the organic acts of feeling, thought,
and love, by three physical mechanisms. Life, with its
immanent acts of sensation, instinet, and symm thy, is
expressed by the vocal mechanism; mind, with its accompany-
ing immanences, judgment, induction, and conscience, is
expressed by the buccal mechanism; soul, with its Immanences
of sentiment, intuition, and contemplation, 1s expressed
by the dynamic mechanism.sg

Each of these three mechanisms is alsc triple in its
compositions The vocal mechanism 1s composed of the lungs,
the back of the mouth, and the larynx. The buccal mechanism
is composed of the velum, the 1lips, and the tongue., The
dynamic mechanism is composed of the head, the body, and
the face. The limbs serve as accessories in expressing the
three parts of the body. ZEach of these mechanisms produces
its own peculiar form of expression. The vocal mechanism
produces inflection; the buccal mechanism produces the
word; the dynamic mechanism produces gesture. These three

products produce, as the result of successive activity,

three languages. These are the language of music, resulting

3l. This classification of angels is parallel to that of
medieval theology. Cf. Dante Convito.
32, Appendix B., p. 3, linesl2vl9 and p. 4, lines 1-11,
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from the inflection; the language of logle, resulting from
the word; the language of mimiery, resulting from the
gesture.55

In order to give a visual representation of the
theory the system is summarized in the following chart.
The chart is arranged to show the relationship of man to
God through man's immanent (spiritual) being and his organic
being. For clarity each hierarchy of the trinity is shown
in a different color. The hierarchy of the Father which
gives rise to life is shown in red; the hierarchy of the
Son which gives rise to mind is & own in green; the hierarchy
of the Holy Ghost which gives rise to soul is shown in
blue. The "Circumincession", the reciprocal influence of
life, mind, and soul, 1s shown by dotted lines in the
appropriate color. The influence of ﬁhe engels on the

immanences is shown with a broken line thusg X—eX==X--,

3%. Ibid., p. &, lines 25-28..
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In the practical working out of this system, man
should be looked at from three points of view, These are
the essential, the organic, and the aesthetic. These seem
not to correspond in any way to the system as already given
in the chart, but seem to be viewpoints or methods of
approach to the study of man. From the essentlal point of
view man 1is divided into the three constitutive powers
of being, life, mind, and soul, and, from this point of
view, man's immanences are studied. From the organic
point of view, man is divided into three centers: the
generative, abdomen and sex; the cephalic, head and brain;
the thoracic, chest and heart. From this point of view
man'!s anatomy and acts are studlied. TFrom the aesthetic
point of view man 1s divlided into three major types: the
constitutional or natural type; the artificilal or habitual
type; the passional or emotional type. From this point of
view the sentiments and thelr significances are stud:l.ed.:54

There are two aspects of the aesﬁhetic; the aesthetic
proper, and the semeiotic. The semeiotic and the aesthetic
proper are two opposite ways of approaching the problem of
expression. The aesthetic proper feels the emotion and
expresses it through certain organic movements. It is
the expression of the immanences through the organice.

"Les Mvts, Immanents etant donné 1'Esthetique 35
specifie les Expressions Organiques qui les expriment."

The semeiotic, on the other hand, determines the

54, Appendix A, p. 02, lines 35-52 and p. 53, lines 1-10.
365¢ Ibld., pPe 93, lines 51-53,



emotion from the organic act,

85

"Les Expressions Organiques etant donne--la
semeiotique reconnaitre les Mvts., Immanents qu'tils

expriment,"36

The aesthetic proper, then, is the outward expres-

sion of the inner state; the semelotic is the recognition

of the inner state by its outward manifestations. The

aesthetic vroper is inventive; the semeiotic is transla-

37
tive,

"ouand un homme exprime 1'idée attaché a un Mvt.--
11 fait de 1ls semeiotique.-—Quand il traduit son idée par
un Mvt.--1il fait de 1'Esthetique,"38

Thus the idea that assuming certain positions will portray

certain enmotions arises from the semeiotic rather than

from the aesthetic. Semeiotics is the foundation of

aesthetics, but the aesthetic is superior and more diffi-

39
culte

In the Delsarte system both the semeiotic and the

asesthetic proper seem to be used.

The semeiotic is useful

in analyzing expressive movement and as a method of study,

but the study should be so well assimilated that the move-

ments become a spontaneous expression of the inner state

of mind, and thus purely aesthetic. This is further

emphasized in a brief paragraph dealing with the pupilts

procedure for study:

"Le travail particulier de 1!'Eleve dans la composi-
tion de ses effets doit porter au ler lieu sur l'inspira-
tion, au 2eme lieu sur la memoire eT au Seme lieu sur 1!

Entendment.

Pour qutune lecon donne des resultats feconds chez
1téleve 1l faut qu'elle soit par lui reproduite, developée,

36e 1bid., pe 0%, lines
37. Told., pe. 53, lines
580 Ibido, joy 55 1lnes

1“50
S33~-44,
35=-35.

39. Ibid., p. 53, lines 42-44,
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et résumbe, c'est a dire gqu'apres la reproduction d'une
lecon, il en faut donner l'analyse et la synthese."40

In summary of the philosophicel backgrounds the
following conclusions may be drawn.

l. The basis of the Delsarte system 1s a philosophical
conception of the trinity resting on a foundation of
traditional theology. MacKaye summarizes the theological
aspects of the system as follows:

"TLa science qui permet a 1l'homme de specifier au
sein d'un organisme compos & d'agents plus ou moins inerte--
la science dis-je qui nous fait apercevoir au fond d'un
organism, le jeu alterne, ou simultané de la Vie--de 1!
Esprit et de 1l'Ame--~est proprement ce qul caracterise
celle de Mons Delsarte. Laquelle est fondé sur la methode
Pivine elle meme,

' Plus brievement--cette science consiste a voir
briller au sein d'un or%anisme plus ou moins tenebreux

les causalit&s Divines. 41

2. Man, in his dual nature, is composed of two trinities,
the immanent trinity of life, mind, and soul, and the
organic trinity of hemory, understanding, and will. The
organic trinity is the reflection of the immanent trinity.
These trinities arise from the Divine trinity. Life
arises from the Father, mind arises from the Son, and soul
arises from the Holy Ghost.

3+ The immanent trinity is divided into nine immanent acts,.
These are: sensation, instinct, and sympathy arising from
the life; judgment, induction, and conséience arising from
the mind; sentiment, intuition, contemplation, arising from
the soul. These immanent acts are directly controlled by

God through the angels.

4., These acts are expressed through the three organic

Z0. 1bld., P 31, lines 23-32,
410 Ibido, p. 65, 111’168 50"58.
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mechanisms, the vocal mechanism, the buccal mechanism,
and the dynamlic mechanism. Each of these mechanisms
produces a special language. Life is expressed through
the vocal mechanism, which produces the inflection, or
the language of music; mind is expressed through the
buccal mechanism, which produces the word, or the language
of logic; soul is expressed through the dynamic mechanism,
which produces gesture, or the language of mimicry.

5. The expression of the immanences through the three
mechanlisms may be studied through the semeiotic and

expressed through the aesthetic propere.
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CHAPTER FOUR
THE DYNAMIC MECHANISM

The philosophical principles developed in the previous
chapter are given their practical application in the materlal
dealing with the dyneamic mechanism, or the body and its
movements, There are more notes dealing with this subject
than with any other subject discussed as there are twenty
six pages in the large note book, totalling approximately
seven thousand eight hundred words, devoted to this phase
of expression., The dynamic or physical mechanism, through
the movements of its perts, the torso, the head, and the
limbs, produces the language of mimicry, which is the ex-
pression of the soul. According to the principle of cir-
cumincession, soul is produced by the common inspiration of
life and mind, and is, therefore, the highest of the three
essentials of the immanent being. Thus gesture, which ex-
presses the soul, 1s the highest form of expression and
is more significant than inflection, the product of 1life,
and words, the product of mind. Gesture thus becomes the
hub of the Delsarte system, and 1t is in this field that
the system makes its ma jor contribution,

It is the aim of this chapter to analyze these notes
dealing with gesture in order to discover the rules of
the Delsarte system in regard to movement. The first part
of the chapter deals with movement and gesture in general
and attempts to establish the general principles involved.
In the remainder of the chapter these principles are

applied to the movements of the wvarious parts of the body,
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the feet, head, hands, etce.

While the dynamic mechanism expresses the soul
primarily, it will, because of the reciprocal influence of
life, mind, and soul, also express life and mind. 1In
order to express these the body is divided Into three major
zones of gesture which correspond to the immanent trinity
of 1ife, mind, and soul. The zone which corresponds to
life, called the vital zone, is the torso; that which
corresponds to mind, called the intellectual or mental
zone, 1s the head; that which corresponds to soul, called
the morall zone, 1s the face., These zones have their own
form of expression and 1in addition serve as starting and
stopping points for movements of the hand and arm. Thus
if the hand makes a movement to or from the head,the
gesture is mental; if from the face, the gesture is moral;
if from the torso, the gesture 1is vital.

"Quand le geste part du torse c'est vital ou sensual
par excellence~-quand il part de la tete cl'est 1l'intelli-
gence qui est agité~--quand i1 part de la figure clest l'ame
qui sent,."2

According to the principle of circumincession each
of these three zones will express its own particular
immanence and will also express in some degree the other
two. Therefore, to satisfy the demand of this principle

each of the three zones, that is, torso, head, and face,

is sub-divided into three minor zones, one of which is

1. The French word which MacKaye uses is "animique'.
According to Genevieve Stebbins, a pupil of MacKaye,
he translated this word as "moral". See Genevieve
Stebbins, Delsarte System of Expression, p. 387.

2. Appendix A, p. 40, lines 28-31,
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vital, one of which is mental, and one of which is moral,
making in all nine zones.3 Unfortunately these sub-zones
are not described fully in the notes but merely named.
Gestures will, of course, be modified by the sub-zone from
which they start; that is, if a gesture starts from the
mental zone of the face, the gesture will be primarily
moral because the face 1ls the moral zone, but it will be
affected by the mental sub-zone from which 1t starts,

In addition to the trinity of the zones of gesture
Delsarte indicates that there is also a trinity of movement.
The three forms of movement are not fully defined and no
examples are given, but the notes seem to indlcate the
following: (1) movement about a center, called normal.,
These seem to be circular or spiral movements and are
vital, corresponding to 1life. Just why they are vital
and how they correspond to life is not stated. (2) lMove-
ment away from a center, called eccentric. These are
evidently movements away from the body and are mental,
corresponding to mind. (3) Movement toward a center, called
concentric. These are evidently movements toward the body
and are moral, corresponding to 30111.4 None of these
forms are further explained in the notes. These forms of
movement give rise to three basic attitudes or states:
the normal attitude, the eccentric attitude, and the con-

centric attitude. For example,these statesmay be illustrated

by the positions of the feet. In the normal state the feet

3. Ibld., pe. 40, lines 22-33.
4, Appendix B., pe. 7, lines 1-7.
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are parallel and close together and the weight is equally
distributed on both legs; in the concentric state, one

leg is drawn back and the weight of the bedy is shifted
onto this rear leg While the front leg is comparatively
free; in the eccentric state one leg is advanced and the
weight of the body is shifted onto the forward leg leaving
the rear leg comparatively free.5 Thus we have the three
forms of movement, about a center, toward a center, and
away from a center,

It is evidently permissible to use these three forms
of movement simultaneously, with one part of the body
moving normally, another part moving eccentrically, and
a third part moving concentrically. The following quotation
affords an illustration:

"Suprosons donec ici le torse stable est impassible
alors que la tete s'avance comme pour dire--Venez a mol--
le bras contrairement a la tete se rapproche a la poitrine,

Or ici on peut dire que le corps est normal, la
tete excentrique--et la bras concentrique en Mvi.

Donc les trois genres de lMvts se produisent ici
parallelement,"®

The se three forms may be combined in movements or
states that are primarily one form, but are affected by one
of the others. A movement or attitude may be primarily
normal, but may be, at the same time, partly concentric.
For example, if one of the feet is drawn back only slightly,
so that the position varies only a 1little from the normal,

and only part of the weight is borne backward, the attitude

5. Appendix A, p. 8, lines 5-30.
6. Ibid., pe. 40, lines 9-17,
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has qualities of both the normal and the concentric but
with the normal predominating. Hence it is called normo-
concentric. If, on the other hand, the foot is drawn far
back and all the weight thrown on it, the position is the
concentric par excellence, and is concentro-concentric.

This process of combination permits posd bilities of
nine degrees or classes of movement which are the basis
of all the movements of the body. These classes are: normo=-
normal, normo-eccentric, normo-concentric; eccentro-normal,
eccentro-eccentric, eccentro-concentric; concentro-normal,
concentro-eccentric, concentro-concentric.v In order to
show more clearly the combination of the three into the
nine, the following chart is included. No such chart is
given in MacKaye's notes, but it affords a logical and use-

ful way of clarifying these types of movement.

: . : Normal : Eccentriec : Concentric :
:Normal :Normo- :Normo= :Normo- :
k3 -3 normal : ecgentric : concentric :
:Eccentrie :Eccentro- :Eccentro- :Eeccentro- :
: : normal : eccentric : concentric :
:Concentric :Concentro~- :Concentro- :Concentro- :
: :+ normal : eccentric : concentric :

All movements of any part of the body may be classi-
fled under one of the headings in this chart,

Movements of the body should be considered from three

70 Ibido’ Cha]!‘t, p‘ 55.
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points of view: attitude, inflection, and position or
plane in which the movements are made., The attitudes are
the intrinsic and permanent forms which the body assumes
under the sway of emotlon or feeling. They are the more
or less stable conditions of the body, or a part, from
which movement may start or into which it may proceed.

The attitudes of the feet, as described above, will serve
as illustration. The inflections are the extrinsic form
of the movement; the modifications which give fuller ex-
presslion to the attitudes.
"Pandis que les Inflexions en sont les modifications qui,
par leurs Mvis. et par leur rythmes multiples, constitue
la vie des attitudes,"8
They differ from the attitudes in that the attitudes are
more or less stable while the inflections are the actual
movements and are thus fleeting and transitory. The posi-
tions are the planes or areas in which the movement takes
place, There are three such positions or planes where
movement may occur. A movement may take place in a lateral
plane, in an antero-posterior plane, or in a vertical plane.
These planes may be plotted in the form of circles with
special markings to indicate the form of the movement as in
the chart in Appendix A, page 55. The nine combinations of
movement listed above may occur in each plane, as will be
seen in the chart.,

It was stated above that the torso was predominantly

vital, the head predominantly mental, and the face predomi-

8. Ibid., ps 21, lines 4-7,
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nantly moral. These three parts of the body give rise to
three elementary movements in gesture: those which are
vital which feeling or life controls, those which are
moral which the will or soul controls, and those which are
mental which the mind controls. The first of these is a
gesture under the control of passion or emotion, that is,
of life, in which the whole body 1s saffected previous to
the gesture,

"Ainsi si par le fait d'une &motion produite en
nous a la vue d'un objet quelconque, la main se porte in-
voluntairement vers lui tout llensemble du corps doit
anterieurement a ce Mvt s'etre modifig."9

Vital gestures which are under the control of life

10
are initiated by the shoulder. The second elementary
movement is a gesture under the control of the will., Such
gestures do not affect the whole body previous to beginning
the gesture, but only the head.

"Si ou contraire nous elevons volontairement la main
vers l'objet elle s'elevera sans affecter in rien le corps
qui doit etre étranger a ce Mvt. partiel.

"Tous Mvts. régis par_la volonté commence par une
indiguation de la Tete---"

Thus moral gestures under the comtrol of the will are begun
by the head.

The third elementary gesture is a gesture under the
control of the mind. Such gestures do not affect the whole
body and are begun by the hand. "Ceux ou L'Esprit appercoit

12

ou saisit un phenomene qui commence par la main." Thus

9. Ibid., p. 20, lines 48-52,
10. Ibid., p. 26, lines 1l1-12,
11, Tbid., p. 25, lines 52-53 and p. 26, lines 1-2 and 5-6.
12, Ibid., pe 26, lines 13-14,
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mental gestures are begun by the hand. Therefore, if a
gesture begins with the shoulder, the head, or the hand,
it will indicate whether 1t is controlled by emotion, or
1life; by thought, or mind; or by will, or soul.

A further philosophic principle deals with the rate
of motion.l5 The rate of movement of a gesturing member will

depend on the mass of the member. The greater the mass
the slower the movement; the less the mass the more rapid
the movement. Thus the movements of the torso will be
comparatively slow; the movements of the head will be more
rapid; and the movements of the eye the most rapid of the
three, When the whole arm is moved its rate is fairly
slow; a rate somewheré between the rate of the torso and
of the head. The forearm, however, may move more rapidly,
and the hand more rapidly still. The rate of mowement may
be calculated on the law of the pendulum, and thus the rate
for each portion of the body determined.

"Lorsqtun homme donne des coup de marteau de tout la
longeur de son bras--chaque coup est equivant a un second-»
si le marteau est dirigé par ltavant bras il frappe deux
coup par seconde-~st'il est dirige par la main il frappe
de quatre a six coups par second."1l4
This rate of movement is a basic one to gesture, and, if
not observed, destroys the effect of the gesture.

"la non observation de cette loi, base fondamental de la
dynamique, engendre les gaucheries inouies qu'offrent a

nos regards les comedien de tous genre. En effet si les
petites portions de notre appareil myologique affectuent

leur Mvts avec lenteur elles detruissent ainsi la vitalité
de ll'ensemble. S1 cette lenteur est egale a celle des

T3, Ibid., D. 22, lines 18-55 and p. 23, lines 1-46,
14, Ibid., p. 23, lines 36-45.
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grandes portions elle produira l'emphase, la bour souffleur
Etce Et si ce qui malheureusement se voit souvent, les
grandes portions effectuent leurs Myvts avec plus de
rapidité que les petites elles presenteront infailliblement
un ensemble grotesgue qui imprimera un corps_le plus beau
un caractere le plus méquin, et discordant."15

In summary: the body is divided into zones to express
the immanent being of 1life, mind, and soul. The vital
zones express the 1life; the mental zones express the mind;
and the moral zones express the soul. There are also three
forms of movement corresponding to the three elements of
the immanent being. The normal expresses the life; the
eccentric expresses the mind; the concentric expresses the
soul. These three may be combined to give nine basic forms
of movement. A gesture should be analyzed and studied from
three viewpoints; attitude, inflection, and position, and
should also be considered from the viewpolnt of the con-
trolling element; that is, whether it is controlled by
passion, the life; by intellect, the mind; or by will, the
soul. Also the rate of movement of the gesturing member
should be adapted to the mass of the member.

In the light of this preliminary study the notes
dealing with the dynamic mechanism may be evaluated as to
their completeness. Logically there should be a discussion
of the attitudes and inflections of each part of the body.
These attitudes and inflections should be discussed in re-

lation to the three forms of movement, normal, eccentric,

and concentric, and the nine variations of these. The

15« 1DiG., De 22, lines 46-55 and p. 23, lines 1-6.
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positions (planes) in which these movements take place
should be discussed. Of these, the attitudes of the feet,
hand, head, and eye are given. The arm is discussed but
its attitudes are na given. There are no attitudes listed
for the torso or the parts of the face except the eye.

There are no inflections listed except those of the head.
There are additional forms of the eye listed, but they
are not called inflections. The positions are not discussed
separately but are indicated in the descriptionsof the
attitudes and inflections. The notes are thus reasonably
complete. The attitudes and inflections of the various parts
of the body may now be considered.
ATTITUDES OF THE FEET

The three basic attitudes of the feet have already been
given, In brief summary they are: normal attitude-~-feet
parallel, with the weight equally divided on both legs;
concentric attitude--one foot drawn back with the weight
of the body resting on it; eccentric attitude--one foot ad-
vanced with the weight of the body resting on it. MacKaye
lists and describes nine attitudes of the feet and states
that they arise from the combination of the three basic
forms.l6 Therefore these nine attitudes evidently fit into
the classification of normo-normal, normo-eccentric, normo-
concentric, etc., although they are not so classified in
the notes. From a study of the three basic forms of normal,

eccentric, and concentric, and a comparison of them with

16, Ibid., ppe. 8, 9, 10, 11,
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the descriptions of the attitudes, 1t 1s possible to
classify these attitudes as outlined above, It should be
clearly understood thet this classification is not Mac
Kaye's, but is based om the descriptions of the nine atti-
tudes as he gives them. 1;or clarity these attitudes have
been arranged in a chart. The first three attitudes are
the variations of the normal attitude, the next three are
the variations of the eccentric attitwde, and the last
three are the variations of the concentric attitude. Each
square in the chart gilves, respectively, the name of the
attitude, the emotion or condition that the attitude repre-~
sents, and the position of the feet in the attitule. UNore
complete descriptions of each attitude are given following

the chart,.
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. . : . - »
: : Normal : Eccentric : Concentric :
s : Normo~ : Normo- s Normo- :
: : normal, : eccentric. : concentric. :
: :Wealmess, res-:transitory; :strength in
: :pect attentionspreparing to :repose; quiet:
: :feet parallel.:step aside, :force. one

:Normal requal weight :feet parallel, :foot drawn

:one foot bear- :back. weight
ting weight, the:on rear foot.:

e S8 sa o8 e

: sother free. :front foot :
: : :free and knee:
: : sbent. :
: : 1 : 2 : 3 :
: skecentro- skccentro- siececentro- :
: : normal. : eccentric. : concentric. :
: :confidence; tviolence; sdefiance. :
: svertigo; ivehemence. :one foot :
: sabsolute re- :one foot far :drawn back. :
:Eccentric tpose. feet tadvanced. tweight on :
: tparallel and :weight on front:i:rear foot. :
: twide apart. :foot. :front foot :
: tequal weight., :rear foot free.:free and H
: : : textended :
: : 4 : 5 : 6 :
H :Concentro~ sVoncentro- :Concentro- :
: : normal. : eccentric, : concentric. :
: sthesitation. :pomp or cere- :weakness suc-:
: stone foot smony. :ceeding vio- :
: :drawn back, tone foot cross-:lence., one :
: Concentric :the other ted behind. :foot drawn :
: sadvanced. tweight on rear :far back. :
: tequal weight :foot. sweight en- :
: : ' :front foot free:tirely on :
: : : srear foot. :
: : : :front focot :
: : :free :
: 7 : 8 : 9

Variations of The Normal Attitude

1. This ié the normo-normal type, the normal par excellence.
It consists of an equal distribution of the weight on the
two legs with the feet parallel, and close together. It is
the attitude of the soldier but without the stiffness of tle
position of attention. It is also the attitude of men when
they bow respectfully, end it is also characteristic of the

weakness of childhood and of declining old age.
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2. The second is the normo-eccentric attitude. The feet
are parallel but the weight of the body is borne on one
leg, while the other 1s free. Because of this shift of
weight the body is bent slightly to one side. This is a
transitory, suspensive attitude used in preparing to step
aside, It 1is normal in that the feet are parallel and
gives no real expression, and eccentric in that it 1is a
preparation for an outward movement.
3. The third attitude is normo~concentric., It represents
strength in repose or quiet force. The weight of the body
falls upon the rear leg which is drawn back only slightly,
and thus the front leg is left comparatively free and is
bent at the knee. This attitude is primarily normal in
that there is 1i£tle shift from the normal position, but
what shift there is, is in a concentric direction.
Variations of The Eccentric Attitude
4. This attitude isthe eccentro-normal type. The legs are
parallel but wider apart than in the first attitude. The
weight 1s equal on both legs. This characterizes absolute
repose, vertigo, a extreme confidence; also that of the
man who has received a fatal blow. The use of this attitude
for these extremes is based on the idea that weakness
strives to assume the attitude of strength, just as strength
assumes the attitude of weaskness, This abttitude is eccen-
tric in that the legs are spread and have thus moved away
from the center, and 1t is normal in resembling the normal
position ard because the weight is equally divided on both

legs.
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5. The fifth attitude is eccentro-eccentric., This is the
eccentric par excellence. It consists of advancing one
leg far forward and throwing the welght of the body for-
ward onto it. The rear leg, which is compsaratively free,
is stretched backward as far as the farward leg is advanced.
This is the attitude of violence or vehemence.
6. The next attitude is eccentro-concentric. It is much
like the third, but it diffefs in that the free leg is
extended as much as possible without bending. The rear leg,
which bears the weight, should also be straight, not bent.
This attitude expresses defiance. The description of this
attitude is less clear than that of the others, ‘therefore
the classificatlon is less sure. The attitude is clearly
concentric because the weight is borne on the rear foot.
It is possibly eccentric because it 1s expressing a strong
emotion, that of defiance, and one that is external in
nature. Also the front leg is advanced without bending
and thus has some strength. A process of elimination would
also indicate this to be the eccentro-~-concentric attitude.
Variations of The Concentric Attitude
7. This attitude is concentro-normal in type. One leg is
advanced and the other drawn back, but the welght is equal-
1y divided between them. It is midway between the fifth
and ninth attitudes and is the alternative between the offen-
sive and defensive attitudes. In this attitude one may
either advance or retreat., It may be termed the attitude
of hesiﬁation.

8. The eighth attitude is concentro-eccentric. It is some-
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what like the position for the curtsey in which the legs
are crossed slightly, with the rear leg, which is crossed
behind, bearing the welght. This is the attitude of vomp
or ceremony, and 1is assumed only in the presence of princes
or kings, or of persons to whom great respect is due. It
is concentric in that the weight isborne on the rear foot,
and eccentric in that the front leg 1s extended.

9. The last attitude is concentro—concenﬁric. This attitude
consists of bearing the weight of the body strongly back-
ward onto the rear leg which is bent at the knee. The
front leg is comparatively free., This attitude 1is similar
to the second, but differs from it in that the weight is
borne more strongly backward and the knee of the rear leg
is bent. This attitude characterizes the weakness succeeding
violence, It is also the attitude assumed in preparation
for kneeling. This 1s the concentric attitude par excel-
lence.
ATTITUDES OF THE HAND

The hand differs from the feet in that it has two
functions. It has its own intrinsic func tions, and it has
the extrinsic function of expressing the vital,mental, and
moral zones of the body. In the latter the hand moves to
or from a given zone and thus expresses the quality of that
zone. In the former case the hand expresses meanings in-
herent to it and not meanings associated with any zone .17

The attitudes discussed here are the intrinsic ones inherent

17. Ibid., pe. 25, lines 29-35.
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in the hand.

The hand also has the three forms of movement and the
three basic attitudes, normal, eccentric, andl concentric.
When the hand opens without effort it is normalmwhen it
opens forcibly it is eccentric; when it closes it is con-
centric.18 A combination of these three gives the nine
attitudes similar to those listed for the feet.l9 Again
the ndes do not classify the attitudes and the descriptions
are less indicative of the classification than the descrip-
tions of the attitudes of the feet, but by a careful analysis
of the material and by a process of elimination, a possible
clasgl fication may be achieved., This classification is
given, but with the understanding that it is estimated
from the descriptions and not definitely given in the
material. These attitudes may also be given in a chart with
descriptions of the attitudes following. The chart is

arranged in the same way as that for the feet.

18, Ibid., p. 11, lines 30-34,
19, Ibid., p. 11, lines 30-50 and p. 12, lines 1-27.



: Normal Eccentric : Concentric
:Normo- :Normo- :
¢ normal. : eccentric. : concentric.
:Acceptance. :Negation. :Caress,

:Hand opened :Hand slight-:Palm accomo=-:

2% 9o 8o {ve e

twithout ef- :1y bent; :dates itself:
Normal :fort; fingers:moves out- :to object;

ttogether;palm:ward with :slowly out-

supward, srotary move~-:lines its

: tment; palms :form

: toblique. :

s 1 : 2 : S

sLcecentro- tEccentro- tEccentro-

: normal. : eccentric, : concentric

¢:Refusal; :Imprecation.:lMenace.,.

:repulsion, :Palm turned :Fist moves
:Hand oblique;:toward objeckin external

3 08 9o %% 85 e Te sn B |[Be B e Be o v

as sule® o8 se 82 % as e s 92 SB[BE SF 6 Bs me Be B BE we e wR (*E e

s 86 sa ss 0w

Eccentric :fingers :fingers :rotary move-
:spread. s spread. sment; back
: : sof fist
: : :downward.
: 4 : 5] : 6
:Concentro~ :Conc entro- :loncentro-
: normal. : eccentric. : concentric,
:Desire. :Will or :Concentra~

:Hand opened :decision, :tion; dis-

swithout ef- :Fist held :simulation.
Concentric :fort; fingers:forward with:fist closed;

:spread; palm :back upward.:arm hangs

supward. : srnaturally.

: 7 : 8 : 9
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ATTITUDES OF THE HEAD

The head also presents three states or movements;

the normal, the eccentric, and the concentric. Facing the
| object contemplated, with the glance direct and the head
neither high nor low, is the normal state; the head raised
and looking at the object from above, 1ls the eccentric
state; the head inclined forward and toward the object
20

with the glance raised, 1s the concentric state. The se
attitudes may vary, however, as MacKaye explains in the
following note:

"Nota-~I1 est bien entendu que les diverses Ats.
de la tete ne se constatent quten vue de la direction que
prend le regard. Ainsi 11 n'est pas absolument vrail de
dire que/la tete solt a l'etat excentrique parcequlelle
est elevée, parceque il se pourrait que toute elevée
qu'telle soit, la direction du regard fut plus elevée
qutelle; et dans ce cas la tete pourralt quoique elevée
presenter l'aspect de l'etat concentrique., Alors 1l
serait vraili de dire que la tete Presente l'etat concen-
trique dans une direction haute."2l

The combination of normal, eccentric, and concentric

22

again wlll produce nine basic attitudes as listed below.
Again, no classification is given in the notes, but again
it is possible, from the descriptions, to arrive at a
classification. The descriptions are, however, less de-
talled than the descriptions of the attitudes of the feet
and the hand, and therefore it is much harder to arrive
at a clasdfication. These attitudes of the head are arranged

in chart form similar to the other two.

20, Ibid., p. 12, lines 40-46.
2. Ibid., p. 12, lines 28-38.
22, 1bld., p. 13, lines 1-45.



: : Normal : TEccentric : Concentric :
: :Normo- :Normo- :Normo=- :
: : normal, : eccentric. : concentric.:
: :Head neither :Head raised;:Head bent :
:Normal thigh nor low;:eyes obliquesobliquely. :
: teyes direct. :Sensuality. :Tenderness. :
: :No expression: : :
: :given. : : :
: : 1 : 2 : 3 :
: tEccentro=~ s:Eccentro- sheccentro~ :

: normal, : eccentric. : concentric.:

:Head raised. :Head raised :Head bent
teyes direct. thigh; eyes :obliquely; :
Eccentric :Exaltation; :look down- :eyes look :

® s ¢o en se 4B e 3s o8

:passion. :ward., Pride.:downward. :
: : :Abandon; :
: : textreme con-:
: : :fidence. :
: s 4 : 5 : 6 B
: :Concentro- :Concentro- :Concentro- :
: : normal. : eccentric, : comcentric :
: ¢:Head bent :Head raised;:Head bent
: :farward; eyes:eyes oblique:forward and :

;Concentric :look upward. :and upward. :oblique; eyes:
:Scerutiny; re-:Suspicion. :0blique and

; :flection.,. : cupward. :
: : : sVeneration, :
: : 7 : 8 : 9 :

Variations of The Normal Attitude

1, The first attitude is the normo-normal. The head is
neither high nor low arnd the eyes are direct. No parti
cular exp ession is given‘for this attitude,

2. The second is the normo-eccentric attitude. In this
attitude the head 1s raised and the glance 1s oblique.
It expresses sensuality. The attitude is normal in tha
the glance is neither high nor low, but oblique., It is
eccentric in that the head is raised.

3. The next 1s the normo-concentric type. The head is
bent obliquely toward the speaker. The body should not

be turned toward the object, so that the head turns

76

t



a4
laterally toward the object because of the body position.
This expresses tenderness. It is normal in the lateral
quality of the movement, and concentric in that there 1is
some bending downward toward the object.
Variations of The Eccentric Attitude
4, This is the eccentro-normal attitude. The head is
raised but the glance is direct. This expresses exalta-
tion or passion. MacKaye says: "Cette At. est excentrique
et directe comme nous 1l'avons deja dit." Just where the
attitude is described is not given., This attitude 1is
evidently eccentro~-normal,
5. The fifth attitude is eccentro-eccentric. The head is
raised high and the glance is downward. This gives the
eccentric par excellence. This expresses pride.
6e This attitude is eccentro-concentric. The head is
bent obliquely toward the speaker, but the eyes look down-
ward. This expresses abandon or supreme conflidence. The
bending of the head is concentric, while the downward look
of the eyes is eccentric.,
Variations of The Concentric Attitude
7. This attitude is concentro-normal in type. The head is
bent forward as in concentratibn, and the eyes turn upward
to the object under consideration. Thls denotes scrutiny
or reflection., This is clearly concentric in the bending
of the head, but it is less clearly normal. It is probably
less concentric than the ninth attitude, the concentro-
concentric, and is thus concentro-normal,

8. The eighth attitude is concentro-eccentric. The head
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is raised, but the eyes look obliquely upward. This ex~
presses suspicion. The raising of the head is eccentric,
but the raising of the eyes is concentric.

9. The last attitude is concentro-concentric., The head is
bent forward and the eyes are both obligue and upward.
This attitude, the concentric par excellence, expresses
veneration.
INFLECTIQ!I S CF THE HEAD

Inflections have already been defined as the form of
the movement, or the modifications which give fuller ex-
pression to the attitudes by thelr movement and rhythms,
They differ from the attitudes in that the attitudes are
more or less stable while the inflections are the actual
movement and are thus fleeting and transitory. There are
nine inflections of the head. They are so clearly and
simply described in the notgs that a simple translation
will probably suffice here.w5
ls The first inflection denotes resignation. The head is
carried forward and low.
2. The second denotes hope, appellation, or desire. The
head is carried forward and raised.
3+ The third denotes repulsion. The head is thrown vigor-
ously back and the chin is drawn nearer the neck.
4, The fourth denotes confirmation. The head, from its
normal positlon, 1is lowered and raised several times,

5. The fifth denotes exaltation. It is accomplished by

5%. 1bid., De 14, lines 1-25.
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raising the head from low to high.,
6. The sixth denotes impatience. The head is moved from
shoulder to shoulder,
7. The seventh denotes rejection. The head is thrown
upward.
8. The eighth denotes simple negation and is a horizontal
rotary movement of the head absolutely toward the object.
9. The ninth denotes a reticent negation in which the
resolution is opposed to the objecte.

ATTITUDES OF THE EYE

There are three agents or parts of the eye: the
optic agent, that is, the pupil and the direction of the
glance; the eyelids; the eyebrow. Each of these parts or
agents has the three movements or attitudes: the normal,
the eccentric, and the concentric., The attitudes of the
optic agent are described as follows:

"L'agent optiaie expfime 3 regards--un convergens que
nous appelons normal--un parallele ou divergens que nous
appelons vague, indéterminé€,--puis un 3eme, regard qui
participe des 2 autres parcequ'il est determinée dans un
espece ind8terminé,--clest a dire parce'que le point
de convergence n'est pas déterming."

The first of these attitudes is called normal, but
the notes seem to give no definite names to the second and
third.

The eyelids have three attitudes: the normal attltude

is normal winking; the concentric attitude is an energetic

contraction that brings the lids firmly together; the

24. Ibid., v. 14, lines 30-36.
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eccentric attitude is an energetic wideging of the lids,
which consequently opens the eyes wide.~5

The attitudes of the eyebrow are: normal, the
eyebrow is neither raised nor lowered; concentric, the
eyebrow is drawn down energetically; eccentric, the eye~
brow 1s energetically raised toward the forehead.26

If the optic agent is omitted from consideration and
the attitudes of the eye studied only in reference to the
direct look, the combination of the three attltudes of
the eyelids and the three attitudes of the eyebrow will
give nine attitudes that may be called the basglc attitudes
of the eye.gv In the descriptions of these attitudes,
MacKaye always lists the eyelids first when both lids and
brows are mentioned. If this scheme of naming the attitude
of the eyelid first is followed, the attitudes may be clas-
sified as normo-normal, normo-eccentric, normo-concentric,
etc, These are arranged in a chart with descriptions
following., The first three attitudes are variants of the
normal attitude, the next three are variants of the eccen-

tric attitude, and the last three are variaents of the con-

centric attitude.

25, Ibid., pe 14, lines 37-46.
26+ IbiC., DPe 14, lines 47-52 and p. 15, line 1-2,
27. Ibid., pe 15, lines 10-18 and 35-46,
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ATTITUDES OF THE EYE

: : Byebrow : Eyebrow : Lyebrow :
: : Normal : Eccentric : Concentric :
: sNormo=- s Normo- sNormo- H
: : normal, : eccentric. : eccentric. :
: :All agents in:Eyebrow :Eyebrow :
: ‘normal state.:raised; eye-:lowered; :
:Eyelids :No expression:lids normal.:eyellids nor-:
:Normal :given. :Indifference:mal. Bad :
: : : thumor; Wear-:
: : : tiness; moro-:
: : : :sity; dis~
: : : :pleaswre. :
: : 1 : 2 : 3

: ‘Eccentro- :ceentro- tkccentro~

: : normal. : eccentric. : concentric.
: :Eyvelids :Eyelids open:Eyelids open
:Eyelids :opened; eye- :wide; Eye- :Eyebrows
:Eccentric tbrows normal.:brows raised:lowered.

: :Stupor. :Astonishment :Firmness.

: : sAdmiration. :

: : 4 : 5 : 9

: :Uoncentro- :Concentro~ :Concentro-

: : normal., : eccentric. : concentric.

:Eyelids part-:Eyelids part:Eyelids
:1y closed; :ly closed; :partly

*0 44 B0 08 22 Bh 8% 86 69 4% P |se o3 se en S& &8 e sefas

:Eyelids :Eyebrows seyebrow tclosed; eye~
:Concentric :normal., :raised. sbrows low-
: :Fatique; :Scorn; tered.
: :sleepiness; :disgust. :Contention;
theaviness. : tmental
: : : :struggle.
: 7 : 8 : 9

Variations of The Normal Attitude

1. The first attitude is normo-normal, The eyebrows and
the eyelids are in the normal or natural state., This is
the normal attitude par excellence and presents no parti-
cular emotione.

2. This is the normo-eccentric type. The eyelids are
normal while the eyebrow is raised in the eccentric state.
This denotes indifference.

3. The third is normo-concentric. The eyelids are normal,

while the eyebrow is drawn down in the concentric position.
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This denotes bad humor, morosity, weariness, and dls-
pleasure.
Varietions of The Eccentric Attitude
4, The fourth is eccentro-normal. The eyes are opened wide
in the eccentric position, while the eyebrows are normal,
This denotes stupor.
5. The next attitude is eccentro-eccentric. The eyes are
opened wide and the eyebrows are raised. This 1s the
eccentric par excellence, and denotes astonishment or
admiration,.
6. The sixth attitude is eccentro-concentric. The eyes
are opened wide in the eccentric position, while the eye-
brows are drawn down in the concentric attitude. This de-
notes firmness,
Variations of The Concentric Attitude
7. This attitude is concentro-normal. The eyes are partly
closed, while the eyebrows are in the normal attitude.
This denotes fatigue, sleepiness, and heaviness,
8, The eighth attitude is concentro~eccentric. The eyes
are partly closed, while the eyebrows are raised in the
eccentric attitude. This denotes scorn or disgust.
9, The last attitude is concentro-camcentric, The eyes
are partly closed and the eyebrows are drawn down. This
denotes contention or mental struggle.

There are eight additional forms of the eye .28 The

58. Ibid., D. 15, lines 47-53 and p. 16, lines 1-10,
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notes do not indicate whether these are inflections of the
eye or not. They consist largely of variations in the
position of the eyebrow. These eight forms are listed as
follows:

l. The eyelashes lowered on a diverging glance, expresses
rapture.
2. The eyelashes in the eccentric state with the same
glance as in the first form, denotes the cataleptic condi-
tion, sleep~walking, or a condition like desath,
3+ The eyelashes concentric with the top of the eyebrow
ralsed and the end lowered, expresses grief.
4, The eyelashes normal with the eyebrow the same as above,
expresses uneasiness and fear,
S« The eyelashes eccentric with the eyebrow the same as
the third form, denctes fright or terror.
6. The eyelashes concentric with the lower part of the eye-
brow raised and the top lowered, denotes an unsatisfied
attentlon.
7. The eyelashes normal, with the eyebrow the same as
number six, denotes revulsion or disgust,
8+ The eyelashes eccentric with the same eyebrow as above,
denotes fury or anger.,

Some additional brief notes state that in careless-
ness the eye and eyebrow are normal; in indifference the
eyebrow 1ls raised, and in firmness the eyebrow is drawn

down.29

290 Ibido, pc 16’ 1ines ll"gl.
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THE ARM

The material on the arm is rather confused. There
are no attitudes or inflections given. The lack of this
basic material makes it very difficult to follow the
descriptions of movements and gestures. As a result this
discussion of the arm will have to be general rather than
specific.

The three forms of movement, the normal, eccentric,
and concentric, seem to occur in two ways. The extending
of the arm seems to be eccentric, while the flexing of the
arm seems toc be concentric. The normal position is not
described.zo In addition, the rotation of the arm shows
the three forms of movement. Rotation should be under-
stood to mean a simple turning of the extended arm from the
palm down position to the palm up position, and vice versa.
The normal position is that in which the arm is extended
with the hand held edgewise with the thumb side up, as in
shaking hands. An outward rotaztion or turning from this
normal position is eccentric, This is called supination.
An inward rotation or turning from the normal position is
concentric, called pronation.51 Evidently the hand is in
an edgewise position in the normal state, the palm is up
in the eccentric state, and the palm is down in the con-
centric state.

The arm has three centers of articulation in a

gesture, the shoulder, the elbow, and the wrist.%® Articu-

60. Ibido, p. 26, lines 55"’560
51. Ibido, po 29, 1ineS 43"'4:60
32. Ibid., p. 26, lines 27-28.
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lation evidently refers to the joints where the arm may
be bent or moved. The degree of bending or movement
would then express the degree of intensity of expression.
The expression starts in the shoulder where it is in the
emotional state, passes to the elbow, "ou elle se presente
a lletat affectif",55 then to the wrist md thumb, "ou
elle se presente a l'etat affectif et resolutif".54 The se
states, the emotional, the affective, and the resolute,
are not defined,

There are also three centers of activity, or ther-
mometers of expression, in a gesture. The shoulder 1is
the thermometer of the emotion; the wrist the thermometer
of vital energy; the thumb the thermometer of the force
of wi11.55 The se centers of activity, or thermometers,
seem to differ from the articulations in that they are cen-
ters of expression, not of bending. The thumb 1s not a
part of the arm proper, but of the hand. This distinction
is at best an academic one. Both the shoulder and the wrist
seem to express the vital, or life. There is no indication
of expression of the mental state, or mind, unless the el-
bow, which is not mentioned as a thermometer, expresses
the mental state. There is alternatively equality of
equilibrium or successive predominance, among these three
centers.06 Unfortunately the centers are not further ex-

plained in the notes.

53¢ Ibid., pPe 26, lines 30-31,
34, Tbid., p. 26, lines 32-33.
35, 1bid., pe. 18, lines 1-5,
36, 1bid., p. 18, lines 6-8.
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The gesture of attraction, the gesture of phyd cal
abduction or moral respulsion, and the gesture of re-
jection, are described in the notes,57 but the descrip-~
tions are in such elaborate detail and are so confused by
reference to ideas not contained in the notes, that 1t
is impossible to follow them. Undoubtedly these notes
were taken in connection with demonstration so that much
may have been omitted from the notes that was clear to
MacKaeye when he wrote down these descriptions. As an
example of the difficulty in following these descriptions,
a translation of the second definition of the gesture
of attraction or interpellation, is given:58

The gesture of interpellation is composed of nine
movements, which are:

1. The raising of the shoulder depends upon the
passionate intensity of the gesture, the shoulder being
the emotional thermometer of the torso.

2. Rotation of the humerous on the scapula. The
degree of intensity of this movement depends upon the
obliquity of the object; that is, that the epicondyle,
which we call the eye of the arm, should be faced toward
the interlocutor.

3. Fixation of the humerous on the scapula. Its

intensity depends upon the physical effect to be produced.

4, Movement of abduc tion of the arm (forward and

3'7,5 Ibido, ppc 18’ 19, 200
58. I‘biao’ p. 17, 15.1'188 15-55'
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outward). The degree of development of this movement is
subordinated to the development of the first, and of the
second, when the first does not take place.

5. Extension of the forearm over the arm, This
movement is used for the same reason as the preceding.

6. A returning rotation and complementary movement
of extension, which placed the olecrane 1in its first
position relative to the arm. The intensity of this
movement is subordinated to the intensity of the second,
that the reaction may equal the actiocn.

7. Movement of extendon of the hand owver the fore-
arm, followed by the successive extension of the phalanges
on the hand; the extension of the hand should be in
proportion to the extensi on of the forearm on the arm,
(The degree of the extension of the hand is vehemence.)

8. Movement of drawing away the thumb determines
the will's degree of energy.

9. Movement of supination. This should be done
with a rapidity in keeping with the intensity of the
preceding movement.

This 1s probably the simplest of any of the descrip-
tions of gestures., It is almost impossible to follow
the details of the movement. In every case, however,
the movement begins in the shoulder, and progresses along
the arm to the elbow, the wrist, and finally the hand and
fingers.,

There are a few general rules concerning other facts

of gesture that may be given here.
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The law of opposition requires that for every ex-
tension of the arm there rmust be an opposite movement of
the body or the head in order to preserve equilibrium.59

The arm nearest the interlocutor, or the object under
consideration, should always be used in gesturing toward
the object or the interlocutor, except in gestures of
withdrawal. The arm should never cover the body from
the eyes of the spectators.4o

Holding the elbows near the body denotes poverty.
The man who sticks out his elbows is anal sufficient
person, complete in himself.4l

The gesture should alweys be made before the speech.42

There must be homogeneity in all parts of the body
during a gesture; that is, two parts of the body must not
express two different emotions at the same time, but all
parts must contribute to a single impression.43

A most significant law is suggested in the follow-
ing quotation:

"Il faut ne faire de geste que tous justes--ceux

qu'on se sent contraint de faire--La recherche du geste
est pour un acteur le pire de tous lesS vices. 4%

The underlining indicates that MacKaye considered this

a most important rule. If so, it would indicate that the
Delsarte system advcocated a degree of restraint in gesture,
and would therefore be a step in the direction of gresater

realism,

39, Ibid., p. 26, lines 38-42,
40. Ibid., p. 27, lines 3-14.
41, d., P. 39, lines 9-12.
42. +s Pe 31, line 19.

43. sy DPe 31, lines 11~-15,
44, Ibid., p. 21, lines 33-37,

i

]
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It is difficult to give a aammary or to draw con-
clusions concerning the arm. In gemgral, however, the
normal, eccentric, and concentric movements, seem to occur
in two ways; in the flections and extensions of the arm,
and in the rotations of the arm. Gestures start with
the shoulder, the emotional thermometer, pass through the
elbow to the wrist, the thermometer of vital energy, then
on to the hand, where the thumb is the thermometer of
the will., The degree of intensity of the movement at
these three centers or thermometers, iIndicates whether
the gesture 1s primarily emotional or whether it is
under the control of the will,

CONCLUSION

Evidently these notes on the dynamic mechanism
are not complete. For example, MacKaye has headed one
page of the notes "Attitudes du Torse,"45 but the page
is otherwise blank. Another blank page is that headed
"Des neuf manifestations de la Volonté du Poing."46
Eipher the se notes were never taken, or they were never
copied into the large note hook. They are not found in
the small pencilled note books. Possibly these notes
were taken in small note books since lost,

In addition there are other materials not given

that logically could be expected to appear. These are

the inflections of the feect, the inflections of the

45, 1bid., p. 11, line 21.
46, Ibid., p. 31, lines 20-21,

————
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hand, and the attlitudes and inflectlons of the arm.
Also, there is no material on the face other than that
dealing with the eye. These notes may never have been
taken, or again, they may be in lost note books.

From the notes avallable, however, it is obviols

that the dynamic mechanism is composed of a series

of trinities and thelr combinations into nine. From
the combination of the three basic states, the normal,
o e eccentric, and the concentric, arise the nine basic
attitudes of any gesturing part. The nine inflectlons
arise from the three forms of movement, the normal, the
eccentric, and the concentric. (The inflections are
given in full only for the head.) These attitudes and
inflections may occur in any of the three positions,
vertical, lateral, and antero-posterior. Each of these
attitudes and inflections expresses its own particular

emotion or sentiment.
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CHAPTER FIVE
THE SPEECH MECHANISM

The vocal and buccal mechanisms may be considered
together, for while the vocal mechanism expresses the l1life,
and the buccal mechanism expresses the mind,l and sach
might be expected to deserve separate treatment as the
dynamic mechanism expressing the soul did, they are
treated together in MacKaye's notes. There are only
approximately fifteen pages of MacKaye's long hand in
the large note book, totalling approximately forty five
hundred words, devoted to the vocal phases of expression,
This is possibly an indication of the less significant role
which the vocal element plays in the Delsarte system of
expression,

The vocal and buccal mechanisms,like the dynamic
mechanism, are each composed of a trinity. The trinity
conmposing the vocal apparatus consists of the lungs, the
larynx, and the mouth, and the trinity composing the

buccal apparatus consists of the velum, the tongue, and
2

<

the lips.

The vocal elaunent of expression is based on sound.
Sound emanates from a triple agent; it is the product of
a triple activity. Three agents are necessary to produce
sound. These agents, corresponding to the law of the
trinity, must be co-existent, co-necessary, and co-efficient.

The se agents MacKaye lists as: (1) the propelling agent,

1, Supra, p. 5l.
2 Sugra, Pe 51,
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the inciter, the vital principle of sound; (2) the re-
sisting or reverberating agent, the intellectual prin-
ciple of sound; (3) the vibratory, the moral principle
of sound.5 Thus the propelling agent is the 1life of the
sound; the resisting or reverberating agent is the mind of
sound; the vibratory agent is the soul of sound.

In man, these agegts are: Inciting agent, vital,
or corresponding to life, the lungs; resisting or reverber-
ating agent, intellectual, or corresponding to mind, the
mouth; the vibratory agent, moral, or corresponding to
soul, the larynx.4

The notes draw an analogy between the action of
the vocal apparatus in man and the action of musical instru-
ments.5 The violin, for example, shows these same three
agents, that is, the inciting agent, the resisting or re-
verberating agent, and the vibratory agent. The bow is the
ineciting or vital agent, the sounding box or body of the
violin is the reverberating or intellectual agent, and the
strings are the vibrating or moral agent. All of these
three are essential to the proper functioning of the violin.
Wind instruments also show the same phenomenon of the
trinity. The mouthpiece is the vibratory agent; the bell,
or body of the horn, is the resonating agent; and the
player is the inciting agent.

Each of the three human agents has a triple mode of

action; that is, each has three products peculiar to it.

3. Appendix A, p. 64, lines 20-47.
4, Ibid., p. 64, lines 48-52.
5. Ibid., P« 65, lines 3-32,
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Thus the vocal apparatus as a whole produces nine dis-~
tinct activities or products. These nine products form
the basls of voice science. They may be listed as follows:
the lungs, the inciting agent, produces intensities, shades,
durations; the mouth, the resistant or reverberative agent,
produces vowels, consonants, emissions; the larynx, the
vibratory agent, produces registers, pathetic effects,
mechanisms.6
Several of these terms are not clear in themselves
and none of them is explained in the notes except intensities
and durations. While intensities, durations, vowels, con-
sonants, and registers, are terms rather easily understood,
shades, emissions, pathetic effects, and mechanisms, on
the other hand, are vague and difficult terms,
These relationships may now be summarized in the
following chart:
intensity

Lungs——""”ffzﬂﬂ_shades
(Life) —————duration

~””__’__,,,.vowels
Vocal le o Mouth consonants

Apparatus (Mind?zl““‘““--emissions
—””’lﬂ,,,fregisters

pa thetlc effects
(Soul)~§““““‘-~mechanisms

Intensity seems to show normal, eccentric, and con=-
centric manifestations. When the vocal intensity corre-

sponds to the degree of intensity of the passion or emo-

6. lbid., p. 66, lines 1-17., MacKaye gives for this word
Tecanisms ou pronations." There seems to be no other
translation for these terms but mechanisms although
this word seems to have no meaning.
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tion, it is eccentric. When the vocal intensity is con-
trolled, so that it is in inverse relationship to the
intensify of the emotion, it is concentric. The normal
is not described. These two attltudes, the eccentric and
the concentric, are explained in connection with the "man
of the street" and the gentleman., The man on the street
is purely eccentric because he allows his vocal intensity
to express fully his emotion. The gentleman, on the other
hend, whose mind constantly tends to rule his passion, 1is
predominantly concentric, because he restrains his passion.v
The passion is none the less intense, but it is partly con-
cealed, These two forms, eccentric and concentric, give
rise to two states, the clonic and the tonic.8 The clonic
corresponds to the eccentric, and in it the vocal inten-
sity is logically direct or equal to the emotional inten-
g8ity. The tonic corresponds to the concentric, and the
vocal intensity is logically inverse to the intensity of
the emotion.,

Duration seems to express the degree of satisfaction.
When the sound is brief it denotes something poor and miser-
able., When there is well-being and satisfaction, the sound
is prolonged and runs through a 1ongerspitch range, This
may be illustrated with the exclamation "Hal"

"Un Hal satisfait se fait lentment et du grave a

1taigu~-~-malis un Hal douteau et eguivoque, ou mal satisfait
se fait bref et dans le medium."

7. Ibid., p. 33, lines 24-51 and p. 34, lines 1-22.
8. Loc. Cit.
9. Ibiao’ p. 55’ lil’leS 2"‘50
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A few other statements are glven in regard to voice:

"Les son hauts et graves sont le propre de l'exalta-
tion et ces sons prolonger manifeste un etat heureux.,

La volx grave est l'expression de la force--de la
puissance--et de l'authorité."10

"Comment la voix caracterise des choses acceptables
toute fols quton caracterise une chose bonne, acceptable,
ou aimable-~la_voix doit chanter et se prolonger avec
complaisance."

Speech, however, is less truly significant than the
absence of speech--of silence.

"Le silence est le pere de la parole, il doit la
Justifier, Toute parole qul ne procede pas du silence,
et gqui ne trouve pas en lul sa justiflication est une
parole batarde gqul n'a ni valeur ni titre a son considera-
tion puisqu'elle n'a pas d'origine avouee."12

As the mind develops it needs speech less and less,
When it has reached the surmit of its contemplation it
feels the insufficiency of all speech, and, "il entre alors
dans un silence plein de 1umiere."l5 When a lover affection-
ately presses the hand of the woman he loves, he tells her
more by this pressure of the hand than by all possible
speech., The true lover does not speak, he is in silent
contemplation.14

"Ctest par le Silence que 1'Esprit s'eleve a la per-

fection, car le Silence est la Parole de Dieu."15

16
The Delsarte system re-evaluates language entirely.

10, Ibid., p. 35, lines 5-9.
11. Tbid., pe 35, lines 10-13.
12. Ibia-, po 56, 111’168 2-70
13, Ibid., pe 59, lines 36-37,
14. Ibid., p. 59’ 1ines 42“4:5.
150 Ibido, po 56, 1in68 20"220
16, Tbid., p. 55, to 63.
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This re~evaluation is based on a theory of values which
depends on the length of time required for the production
of the initial consonaht, or the initial consonant of the
root, of a word. The second is the time unit in determin-
ing the value or degree, If a consonant is prolonged one
second it has one degree of value; if it is prolonged for
five seconds, 1t has five degrees of value. The molonga-
tion of a consonant is difficult to understand, but MacKaye
uses the word "consonne" in several places, as, for ex-
ample, "Les degres de valeurs des langues resulte du
temps qu'une consonne met a s'executer,"17 and again,
"gjoutons que ces degres de valeur portent exclusivement
sur la consonne initial des mots~-clest a dire sur leur
radicale—-."l8 In further illustration MacKaye gives the
following:

"Example--Etant donné cette proposition--!Cette femme
est charmante!, nous conterons avec nos doights guatre
temps pour cette--un seul temps pour 1'f du mot femme, et
slx temps pour le ch, du mot charmante. Disons donc
ainsi-~1C...ette f.emme est ch....armante!,."19

While MacKaye has said "consonant," it seems more
logical to conslder that the stress should actually be
placed on the first syllable or root syllable of the word,
as he says, "C'est a dire sur leur radicale" above, insofar
as many consonants, plosives, for example, cannot be pro-
longed.

The rate of value as given above, that is, one second

for each degree, is not absolute. The unit of time

T7. 1bid., D. 56, 1lines 20-21,
18, Ipbid., p. 56, lines 30-32,
19 » ij.ao '] p . 56, lineS 54-400
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will vary with the mood, according to whether it is light
and gay, or serious and solemn.zo The degrees are much
slower in tragedy than in comedy. In any case the unit of
time is given by the first degree, and all the others
should conform to it. The rate can be determined by tapping
with the finger and thus counting the number of time units
used in each word.

There are nine classes of ideas in any language, which
form the basis of 1&ngugge.21 These nine classes of ideas
are hierarchic; that is, they have degrees of value ranging
from one to nine, They are in mathematical rela tionship,
and each bears a number corresponding to its own intensity,
or its significance in expressing ideas These nine classes
of ideas, together with their degrees of value, are in-
stinctive, and are universal in all languages; that is, in
all langusges man lnstinctively gilves a certain value to
the substantive, or noun, a certain value to the adjective,
etc. If these values are not observed in an utterance, the
utterance is false.22 The nine classes of idgas may now be
listed in the order of thelr degree of value.~3
1. The noun, or substantive. This idea arises from the
necessity of giving names to objects. The noun has one
degree of value.

2. The adjective. This idea arises from the necessity for
describing the qualificat ions or the attributes of the ob-

ject. The adjective has two degrees of value.

20, Ibid., Dhe 956, lines 43-48,
21, Ibid., pPp. 55,56,
22, 1bid., Pe 56, lines 16-14.
23. mo, pp‘ 57"58.
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%, The verb, This arises from the necessity of determining
the agreement and disagreement, sultableness of the object.
The verb has three degrees of value.
4, The limiting adjective. This idea arises from the
necessity of determining the specific qualities of the ob-
ject, This is different from the second form in that 1t
does not simply qualify the meaning, but definitely limits
it.e The limiting adjective has four degrees of value.
5., The participle. This arises from the necessity of deter-
mining the activity of the object. Tlhe participle has five
degrees of value.
6., The adverb. This idea arises from the necessi ty of deter-
mining the intensity or degree of the activity of the object,.
The adverb has six degrees of value.
7. The preposition. This idea arises from the necessity of
characterising the mode of action, and the relationships
of object to object. The preposition has seven degrees of
value.
8, The conjunction. This idea arises from the necessity of
determining the relationship of act to act, of proposition
to proposition, and the point of view from which these re-
lationships should be considered. The conjunction has elght
degrees of value.
9. The interjection. This idea arises from the necessity
of expressing the life, the mind, and the soul, spontaneous-
1y, independent of all reflection. The inter jection may
express in a sound all the preceding ideas. It is a summary

of all the other ideas. UHence it has nine degrees of value.
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The usual terms of grammar do not satisfactorily ex-
press these relationships and degrees and are, therefore,
inaccurate.

"Nous verrons plus tard a2 quel degre sont impropre
toute ces designations grammaticales auquel nous en
substiturons d'autres plus significatives, et plus
convenante,"24
Unfortunately these other terms are not given in the notes.

The reason for assigning the degroes of value in this
order seems to be based on the theory that the more an idea
is particularized or limited, the more it means. The third
group seems to mean universal ideas. This class € ideas
gives little effect for such ideas are too broad and general
in their meaning to have much significance. They are too
hard to grasp. MacKaye 1llustrates this with the word
"flower".25 This word is too general, its sphere is too
vast, to affect the imagination., When the word "flower"
is particularized, as, for example, with the word "wood",
its significance is greater because "wood flower" is more
easily grasped and understood than the general word "flower".
MacKaye further i1llustrates the principle with the word
"God". This word is also universal and thus has little
meaning, When it is particularized by the use of the word
"trinity", with its relationship of Father, Son, and Holy
Ghost, the word has full significance. Thus things are
understood in proportion to the degree of limitation, and

the restrictive words, frowm the very fact that they character-

24, Ibid., pe D7, lines 38-41,
25. Tbiao, ppo 58"62.
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ise things more, are expressed with greater value.

MacKaye centinues with a lengthy illustration of

the principle by starting with the proposition "flower is
agreeable", and, by addimg particularizing words, 1lllustrates
all of the degrees of value. In this proposition, "flower",
as the substantive, has one degree of value; "is", because
it indicates an attribute that expresses the subject, has
greater value than the substantive, and is thus given two
degrees of value; and the attribute, "agreeable", because
it is definitive and expresses the subject, has a value of
three degrees. If the word "wood" is added to the proposi-
tion, so that the proposition reads, "wood flower is agree-
able", the subject has been given a special meaning, and,
as a limiting word, "wood" has more value than either the
noun or the verb, but not so much as the attribute "agree-
able", which expresses the subject. Hence the word "wood"
is assigned three degrees of value and the atbribute

raised to four degrees. If an individualizing word is
added, such as "this", making the propcsition read "this
wood flower is agreeable", the word "this", because it is
more limiting than "wood", receives four degrees of valus,
thws raising the attribute "agreeable™ to five degrees. If
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