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Introduction
By its special nature, a regional theatre is expected to fulfil several different demands the most important of which would be those of variety and novelty. It was especially true in the first half of the twentieth century when the size of the theatre-going public was definitely smaller than today. Although in the period examined in this paper most regional theatres had their subscription or season-ticket system, regular members of the audience might visit the theatre more than once a week. This is well illustrated by the fact that in Debrecen, for instance, there were only three season-tickets in the first two decades of the century. As a result, the main purpose of regional theatre directors was to provide as many new plays as possible or increase the number of revivals of earlier successful and/or popular productions.
As a rule, regional theatres such as those of Oradea or Debrecen were forced to offer a repertory which had to include the highest possible number of plays of practically every genre from operas through ballet to comedies and farces. In this respect the difference between the theatres in the capital and the provincial towns was really significant. While, for example, after around 1873 the major dramatic genres had their own theatres in Budapest, the multi-genre repertory system could not be abandoned (Székely 9). Quite understandably, the audience members of regional theatres wanted to see all the successful plays produced on the stages of the capital which further complicated the matter for the directors who had to be fully aware of what was going on in Budapest, Bucharest, etc.   

Taking all this into consideration, it is not at all surprising that at the beginning of the twentieth century regional theatres produced at least 200, later 100-150 plays in a season. This kind of repertory was to change radically only after the theatres in Romania, Hungary and in other parts of Central Europe were nationalized. As of the early 1950s, state theatres offered no more than 20 productions in a season. The high number of plays in the first half of the twentieth century naturally went hand in hand with a relatively low artistic level although it is also to be added that the whole style of acting was different from what we experience in the modern theatre.  

Even without going into a detailed analysis of the individual seasons of the period between 1900 and 1945, we can notice two interesting phenomena which seem to have determined the repertory policy of the Oradea Theatre. First, it is surprising that unlike in other regional theatres including Debrecen, for example, the number of premieres and revivals did not decrease towards the middle of the century. Theatre historian István Kelemen remarks that under the directorship of Bálint Putnik (1945-48) the productions were not only of a higher level but also significantly more in number than in the early 1940s: Putnik had 200-220 plays a season as opposed to 120-130 half a decade earlier (Kelemen 194). It is worth mentioning here that in Debrecen the number of productions in a season after the 1910s hardly exceeded 50-60 (Katona 1976).   

The other phenomenon to be emphasized here is related to the dominance of foreign plays on the Hungarian and other Central European stages. Although the fact that the number of Hungarian plays has never surpassed that of the foreign dramatic works is evident and common knowledge, there are some interesting aspects worth mentioning. One is that among foreign stage works there was a clear dominance of French plays whose proportion did not change even with the decrease of the whole number of productions. At the same time, there were some national dramatic literatures which could not make it into the Hungarian repertory at all. In the period examined one can hardly find examples of Russian, German, Spanish or Norwegian drama. It is more than surprising, for instance, than no play by Brecht or Chekhov had been produced at all between 1900 and 1950…        
The research project

A research project, which was supported by the Research Institute of Sapientia University, Cluj, Romania, covered the whole twentieth century but because two graduate students, members of the research team, wrote their diploma theses on the period after 1950, this paper concentrates only on the period between 1900 and 1945. Ibolya Nagy examined Anglo-Saxon Plays on the Stage of Oradea between 1989-2005 whereas Kármelh Brodács’s thesis followed the production and reception of plays by Shakespeare on the Stage of the State Theatre of Oradea between 1955 and 2005. The latter’s significance is that it studies Shakespeare’s plays produced both in Hungarian and Romanian in the given period.

During our research—as it may have been expected—several problems have emerged. Although one of the main purposes of the research was to gather every piece of information about each production, in lack of enough primary sources, in certain cases it was impossible to find the exact dates of each and every staging of individual plays. In some other cases there was no way to find the original version of a play produced under a Hungarian title. Certainly the most interesting of these is a stage work called Az elveszett atya—The Lost Father—attributed to George Bernard Shaw which, according to theatre historian Ottó Indig, was a Hungarian premiere in the 1907/1908 season. All our search for the original was in vain: the play could not be identified. Another similar case concerns an operetta entitled Óh, Teréz—Oh, Therese—which was a great success in 1917. The name of the alleged author—Gilbert Jones—might as well be rather suspicious in that Jones reminds one of Sidney Jones, a very popular composer at the turn of the century while Gilbert evokes the name of William Schwenk Gilbert, Sir Arthur Sullivan’s script-writer. Nevertheless, neither of the above authors has any similarly entitled work. One of the possible conclusions is that the name maybe a pseudonym in which case the operetta can be of any nationality. The third unidentifiable work is another operetta called Lotti ezredesei—Lotti’s Colonels—by a certain Rudyard Stone. The musical piece was highly successful on the stages of Budapest and several regional theatres but no reliable information on the work can be found. It is very likely that if the name is real, Rudyard Stone might have been only the composer. Using Allardyce Nicoll’s famous theatre history, we found two plays which had Lotti in the title: one of them is Alfred Davies’s farce Lotti’s Love: or; How To Choose a Husband (1868) or  “comic drama” called Lottie (1884) (Nicoll 338, 712). Based on the story, the Hungarian-language version may be Davies’s work (which is not available) since the plot revolves around Lotti, an actress on holiday, who is to choose her husband from among a series of suitors. Not knowing the original manuscript, however, nothing final can be said. Taking into consideration that there were 91 English and American stage works produced in the Theatre of Oradea in the twentieth century, the three undientified plays seem to be statistically negligible.      

The plays

In the period examined there were 46 plays of Ango-Saxon origin produced in the Theatre of Oradea; statistically speaking, one play per year. 37 of the 46 were British and 9 American. (For further details concerning the data on the individual plays, see the Appendix at the end of the paper.)
The British Plays

Out of the 37 British plays 10 were written by Shakespeare, 5 by G. B. Shaw, 4 by Oscar Wilde and 3 by Somerset Maugham. The number of operettas was 7, of which 3 were composed by Sidney Jones. The longest run—more than 15 productions—was achieved by Sidney Jones’s Greek Slave although certain Shakespeare plays—such as Romeo and Juliet, Hamlet and The Merchant of Venice—also came close to this relatively high number. It should be noted, however, that while Shakespeare’s plays were almost regularly revived every 3-4 years, Jones’s operettas seem to have almost totally disappeared from the European stages after 1910. As a matter of course, the same is true of all the other British (and for that matter American) operettas for obvious reasons.   

It is a well-known fact for theatre historians that the most popular genre in the first half of the twentieth century was the operetta. In the case of Oradea it is even more true since its theatre has been called the “headquarters of operetta” by Kelemen, Indig and others. After an analysis of our period, it can be clearly seen that among the relatively constant number of operettas (amounting to 25-30% of the whole repertory) the proportion of foreign and Hungarian works moves towards the latter. While around the turn of the nineteenth and twentieth centuries either Viennese or French operettas dominated the musical stages in Hungary and for a few years even their British and American counterparts attracted people to the theatre, from the second half of the first decade they were finally replaced by the soon world-famous works of Hungarian composers. This tendency was present in Oradea too.

The English operettas which were first made widely popular by Gilbert and Sullivan differed from their Viennese, French or Hungarian varieties in that they offered spectacle and lots of dance scenes. The most popular British composer in the genre was Sidney Jones whose works got to the Hungarian stages 1-2 years after their premiere at home. According to theatre and music historians his artistically best work was The Geisha but in Oradea the most popular one turned out to be A Greek Slave. A similar success between 1900 and 1902 was reached by A Runaway Girl composed by Ivan Caryll and Lionel Monckton. However, unlike Jones’s operettas, A Runaway Girl was never revived later. The same is true of the unidentifiable musical piece entitled Lotti ezredesei [Lotti’s Colonels] which was produced 10 times between 1902 and 1904 but never more later. 

As for Shakespeare, our research shows that almost all of his major tragedies and comedies were on the repertory, though on the average they would rarely be produced more than once in a season. The English Renaissance was also represented by Ben Jonson’s Volpone in 1933 whereas works of aesthetic value were provided by G. B. Shaw, Oscar Wilde, Somerset Maugham and James M. Barrie. It is of special interest, however, that with the exception of The Doctor’s Dilemma and Pygmalion, Shaw’s major plays were shown to the Oradea audience only in the 1930s and 1940s. In fact, there are some works which had their first night as late as the second half of the century: Mrs. Warren’s Profession and The Devil’s Disciple—1948, The Millionaire—1966 and You Never Can Tell—1988. A similarly surprising fact is that Oscar Wilde’s Bunbury, which had such a successful stage run in Europe, was first produced only in 1985 in Oradea! From this point of view, it is all the more interesting that in addition to Wilde’s other theatrical successes such as Lady Windermere’s Fan, Salome and An Ideal Husband, the Oradea theatre staged his much less known play The Duchess of Padua in 1909.

Today the name of James Matthew Barrie sounds rather vague for most people despite the fact that around the turn of the nineteenth and twentieth centuries he was the most frequently produced British playwright after Shakespeare, Shaw and Wilde. In his own time, he was considered to be one of the greatest dramatists but by now it has become clear that it was a new voice and the new topics that drew the attention of the contemporary audiences.   

The case of Somerset Maugham is more interesting. In Hungary he has become famous primarily as a prose writer although he was a highly successful playwright in the first decades of the twentieth century. He wrote more than 20 plays, 5 of which were produced in Oradea, 3 of them in our period. The most successful one was The Sacred Flame which was on the repertory several times in December 1930 and January 1931. The Letter was produced in two seasons (1928 and 1931), The Theatre only in 1941. Like Maugham, John Galsworthy has also been known as a prose writer but he, too, had significant successes on the stage. In Oradea theatre-goers could see his social drama Loyalties in 1926. 

As opposed to the two previous authors, Arthur Wing Pinero was a master of the stage whose play His House in Order was produced in 1907. It is worth mentioning, however, that while in Debrecen in the same period there were three Pinero works on the repertory, in Oradea this was the only one in the whole century. As a counter-example, Louis Napoleon Parker’s medium-quality play, The Cardinal, was revived three times after its premiere in 1908. According to the Dictionary of National Biography, the play has been regarded as a classic, probably due to the fact that its plot revolves around the conflict between a murder and the sanctity of a confession at the time of the Medici but it is almost completely unknown in the rest of Europe. British comedies in the period would include Thomas Brandon’s great hit Charley’s Aunt which was produced in several seasons, Noël Coward’s similarly successful Private Lives and Van Druten’s Young Woodley, a play totally forgotten by today.       

Looking at the above plays in the repertory of the Oradea Theatre, we might conclude that on the average there was one British play in a season which is a very small number. If, however, we take into consideration the role and significance of these plays from the point of view of theatre history and dramatic literature and try to explain to what extent British drama was represented in the repertory of the Oradea Theatre, the conclusion will be somewhat different: it is a fact that almost every season had a Shakespeare play and a number of outstanding British playwrights’ works were produced. It is also important to bear in mind that the repertory of the Hungarian theatres—particularly in the provincial towns—in the first half of the twentieth century did not as a rule follow the tendencies and new waves of the world stage. As it has been mentioned earlier, several notable playwrights were painfully missing from the Oradea stage and we might as well add such further names as J. M. Synge, Sean O’Casey, T. S. Eliot or Christopher Fry who had influenced the course of the drama to a great extent. The reason why it is worth mentioning is that this picture clearly illustrates the fact that, on the one hand, regional theatres practically took over sucessful plays from the theatres in the capital, and, on the other, they had no chance for any kind of experimenting with new works or new styles.
The American Plays
The number of American plays hardly reaches one-fourth of the sum total of the Anglo-Saxon ones which is not at all surprising since the first flourishing period of American drama began only in the period examined. Such important playwrights as Arthur Miller or Tennessee Williams started their career only after World War Two. The only exception among the notable dramatists is Eugene O’Neill who had significant stage works in the 1920s and 30s. His Days Without End was produced in 1938 and 1945 but nothing else. It should be noted, however, that O’Neill’s plays got to the Hungarian stages with great delay: even in Budapest there were only three other works produced before World War Two—The Hairy Ape in 1928, Ah, Wilderness! in 1934 and Mourning Becomes Electra in 1937. All the rest were to be staged for the first time in the 1960s and 1970s. 

The majority of the playwrigthts on our list seem to have been forgotten even in theatre history despite the fact that some of their plays were highly successful in their own time. The most popular of the nine plays in the period examined was Edward Sheldon’s Romance which had more than a dozen performances in 1913 and each of them was running in front of a full house. A specialty of the time was Emmet Lavery’s Jesuit play called The First Legion about the life and problems of Jesuit monks which was later turned into a movie and was even revived three times in Budapest during the past two decades (Magyar Színház, Várszínház, Bárka Színház). Harold Owen and Henry Maurice Vernon’s play entitled Mr. Wu was produced in 1914 and 1917 but after it was turned into a movie by the British in 1919 and by the Americans in 1927, the play was not revived at all. The other two prose stage pieces—Clyde Fitch’s The Truth and Claire Boothe Luce’s The Women—had a very short life on the stage of the Oradea Theatre.


The greatest success among the musical works was achieved by The Belle of New York, Gustave Kerker and Hugh Morton’s piece which had several performances in each season between 1902 and 1904. The operettas Sherry and Abie’s Irish Rose had a brief run.    

Looking at these plays, one might raise the question: to what extent do the nine works represent the tendencies and characteristics of American drama and theatre in the first half of
the twentieth century? The lack of O’Neill’s works has already been mentioned but we might as well refer to some other playwrights who had a major role in the shaping of modern American drama. It is enough to mention here David Belasco’s Madame Butterfly which was a great success in most European cities, Elmer Rice, Lillian Hellman or Clifford Odets. Of course, it would be a mistake to blame the directors of the Oradea Theatre for this since these authors were practically unrepresented in the Hungarian capital. Furthermore, it is to be noted that American drama was not as famous and attractive as it was to be after 1945 when dozens of talented American playwrights produced new works for the stage. In this sense, then, we might conclude that the American plays produced in Oradea in our period did, to a certain extent, reflect the general artistic quality and search for an authentic voice in the early twentieth-century American theatre.    
The Critical Reception of the British and American Plays 
It would not only be too long and rather boring to enlist and assess the critical comments and reviews of the above productions but it would also be superfluous. First, because in most cases one could read clichés instead of real evaluations, and, second, most of the short reviews concentrated on the abilities, the voice and costumes of the actors and actresses as well as how much they memorized their lines. Therefore, it seems more rational to summarize these opinions published in the dailies of the period, not in a chronological order but by groups of genres and authors.

One of the first general statements we can make on the basis of the available reviews is that the revivals of classical plays were, on the average, weaker than the performances of operettas or comedies. This fact may have had several reasons, the most obvious being that most of the revivals of Shakespeare or Moliere’s plays were realised without any serious rehearsals, especially if the title or main role was done by a visiting star. A similarly important reason may have been the changing taste of the audience which led to the enormous popularity of bourgeois plays and the operetta. Although this change does not inevitably result in a lower standard of classical performances, it is to be borne in mind that classical and modern plays required different acting techniques. It is not accidental that the young Endre Ady commented on a 1901 production of Shakespeare’s Coriolanus in the following way: “After so much modern trash a Shakespeare performance has an almost strange impact on us, and we listen to the energetic declamations of Roman tribunes and gladiators with a silent smile…” (Ady, Vol. 2, 284). On the other hand, critics were not always of the same opinion concerning the same production and it is almost impossible to judge now who was right and who was wrong. This ambiguous reception, of course, was not limited to the classical works, it may have been characteristic of any production which was staged more than once. But there were some exceptions as well. When James M. Barrie’s Admirable Chrichton was advertised before its premiere, the critic wrote that “the director had authentic costumes and new scenery for the grandiose production which will be performed by the remarkable members of the company” (“Egyenlőség” Nagyvárad 34. 33. 5). And it seems that the performances lived up to the expectations of the critics (and audience) because all the reviews were absolutely positive about the actors, the scenery and the reaction of the audience. One of the critics summarised his view in this way: “the company of the Szigligeti Theatre produced a performance the like of which is impossible to achieve by any provincial company” (-zor).                  

At the same time, Ákos Dutka had a rather negative opinion of the production of G. B. Shaw’s The Doctor’s Dilemma. According to Dutka Shaw attacks  “the rottening bourgeois morals”, illuminates social “evils” but unlike his predecessors such as Ibsen and his disciples, Shaw treats the matter with sarcasm and irony. The inadequate translation of the title (“Doctors” instead of “The Doctor’s Dilemma”) misleads the audience who might think that the play has been written as a satire on doctors although, as Dutka puts it, the drama can be about any profession because it is primarily about the waste of talent. The major problem with the show, in Dutka’s opinion, was that the play was treated as a comedy or a farce instead of an ironic drama, which means that the director and the actors did not really understand Shaw’s intention. Nevertheless, he finds an excuse for the creators of the production saying that “in a theatre which has been used to the lighter air of operettas, this deep and difficult task could not be solved better” (Dutka “Orvosok”). The premiere of Saint Joan in 1936 was received more favourably by the unknown critic who found the play a biting satire against social ills and problems although the actress in the title role was far from understanding and realising Joan’s character (“Szent Johanna”). On the other hand, in December 1930 Somerset Maugham’s Sacred Flame, a totally forgotten work by today, was a real success and called “the best and most perfect performance of the season,” a rare praise for a serious work (“Szent láng”).     

As for the lighter genres—operettas and comedies—critical reception in general was correct. Most reviews mention that the plot of these works is banal, undemanding and simple, differences of opinion can be noticed only in connection with the music. Critical comments such as one could read about a performance of A Runaway Girl in 1900 were not infrequent: “The more stupid the more effective” (A kis szökevény. 1900. Napló 3. 258. 4. my translation) It is worth noting, however, that it was only the young Endre Ady who commented upon the Hungarian translation of these popular works. Writing about A Greek Slave, for instance, he had the following remark: “Its story is not a story at all. We think that the translators only enjoyed the original text, perhaps they retained it. And they had fed it with jokes, tirades and puns of Budapest so long that the transplanted set died of it” (Ady, Vol. 1, 302, my translation). After reading all these reviews, one can raise the question: if these operettas were of so low quality what made them so popular and successful? Well, first of all, music. To be more precise, some parts of their music, i.e. a few songs which became popular hits whistled by the people in no time. A second reason may have been the popular actors and actresses who were celebrated stars of the stage—similarly to the stars of the screen in our days. With some exaggeration we might say that it was theatricality, spectacle and acting that mattered for the contemporary audiences and they did not pay much attention to the content or the music of the plays themselves.       

In conclusion, let me illustrate this point by qutoing from a review written on the occasion of a guest appearance of Jenő Ivánfi, a member of the National Theatre, in the title role of The Merchant of Venice in October 1918. It is important to know that the actor started his career in Oradea:
After the celebratory speeches Dezső Fehér and Ákos Bihari handed over the wonderful silver wreath which was the surprise gift of the people of Oradea and the members of the Szigligeti Theatre to Jenő Ivánfi who has become the number one Hungarian Shakespeare actor. … the celebration was followed by the performance of The Merchant of Venice which was fully enjoyed by the elegant audience filling up the whole theatre. At the end of each act there was a curtain call lasting for minutes. (Antal)    
Based on the above, the guest actor was very warmly received by the audiences and he must have been great in his role since he became well-known for his tragic characters in the National Theatre of Budapest. The critic, however, has nothing to say about the production itself which may or may not have been of good or acceptable quality. Maybe it was not important at all. Maybe it was enough for him to note that on that particular night Oradea had three great things: Shakespeare, Jenő Ivánfi and an elegant audience.  
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Appendix

1. British Plays in the Theatre of Oradea between 1900 and 1945

	Author
	Original Title
	Hungarian Title
	Genre
	Year(s) of Production

	Barrie, James
	The Admirable Crichton (1902)
	Egyenlőség
	drama
	1904 

	Brandon, Thomas
	Charley’s Aunt (1892)
	Charley nénje
	comedy
	1901, 1942

	Coward, Noel
	Private Lives (1931)
	Mézeshetek
	comedy
	1933.

	Galsworthy, John
	Loyalties (1922)
	Úriemberek
	drama
	1926

	Gilbert, William Schwenk and Arthur Sullivan 
	The Mikado (1885)
	Mikádó
	operetta
	1901



	Hicks, Seymour, Harry Nicholls,  Lionel Monckton és Ivan Caryll
	A Runaway Girl (1898)
	A kis szökevény
	operetta
	1900, 1901, 

1902

	Jones, Gilbert
	Unidentified
	Oh, Teréz!
	operetta
	1917

	Jones, Sidney
	A Greek Slave (1898)
	Görög rabszolga 


	operetta
	1900, 1901, 

1902, 1908

1919

	Jones, Sidney
	The Geisha (1896)
	Gésák, avagy egy japán teaház története
	operetta
	1901, 1902,  

1909, 1917 

	Jones, Sidney
	San Toy (1899)
	San Toy
	operetta.
	1901, 1902 

	Jonson, Ben
	Volpone (1605)
	Volpone
	comedy
	1933

	Maugham, W. Somerset
	The Letter (1927)
	Levél
	drama
	1928, 1931 

	Maugham, W. Somerset
	The Sacred Flame (1928)
	A szent láng
	drama
	1930, 1931

	Maugham, W. Somerset
	The Theatre (1937)
	Színház
	drama
	1941. okt.

	Parker, Louis Napoleon
	The Cardinal (1936)
	Bíboros
	drama
	1908, 1915,

1918, 1923

	Pinero, Arthur Wing
	His House in Order (1893)
	A tökéletes feleség
	drama
	1907

	Shakespeare, William
	Romeo and Juliet (cca. 1595)
	Rómeó és Júlia
	tragedy
	1900, 1901, 

1916, 1922, 1923, 1929, 1935, 1936

	Shakespeare, William
	Hamlet (cca. 1600)
	Hamlet, a dán királyfi
	tragedy
	1900, 1904, 1911, 1916,  

1918, 1927,  

1937

	Shakespeare, William
	King Lear (cca. 1600)
	Lear király
	tragedy
	1900

	Shakespeare, William
	Coriolanus (1607-08)
	Coriolanus
	tragedy
	1901

	Shakespeare, William
	Othello (cca. 1602)
	Othello, a velencei mór
	tragedy
	1901, 1918 

	Shakespeare, William
	The Merchant of Venice (cca. 1596)
	Velencei kalmár
	drama
	1903, 1909, 1910, 1916, 1918, 1919, 1924, 1931 

	Shakespeare, William
	A Midsummer Night's Dream (cca. 1595)
	Szentivánéji álom
	comedy
	1910, 1945 

	Shakespeare, William
	Taming of the Shrew (cca. 1593)
	A makrancos hölgy
	comedy
	1925

	Shakespeare, William
	As You Like It (cca. 1599)
	Vízkereszt, vagy amit akartok
	drama
	1926

	Shakespeare, William
	The Tempest (cca. 1611)
	Vihar
	drama
	1936

	Shaw, G. Bernard
	Unidentified
	Elveszett atya
	drama
	1907

	Shaw, G. Bernard
	Pygmalion (1914)
	Pygmalion
	drama
	1914, 1944 

	Shaw, G. Bernard
	Great Catherine (1913)
	Nagy Katalin
	comedy
	1925

	Shaw, G. Bernard
	Saint Joan (1923)
	Szent Johanna
	drama
	1936

	Shaw, G. Bernard
	The Doctor’s Dilemma (1906)
	Orvosok, 

Later: Az orvos dilemmája
	
	1910, 1937

	Stone, Rudyard
	azonosíthatatlan az eredeti
	Lotti ezredesei
	operetta.
	1902, 1903, 1904

	Van Druten, John William
	Young Woodley (1925)
	Mindig lesznek Júliák
	comedy
	1932

	Wilde, Oscar
	Lady Windermere’s Fan (1892)
	Lady Windermere 

legyezője
	comedy
	1904

	Wilde, Oscar
	An Ideal Husband (1895)
	Eszményi férj
	comedy
	1907

	Wilde, Oscar
	Salome (1896)
	Salome
	drama
	1907

	Wilde, Oscar
	The Duchess of Padua (1891)
	Pádua hercegnője
	drama
	1909


2. American Plays in the Theatre of Oradea between 1900 and 1945

	Author
	Original Title
	Hungarian Title
	Genre
	Year(s) of Production

	Fitch, Clyde
	The Truth (1907)
	Az igazság
	drama
	1908

	Hoschna, Karl and Otto Heuerbach
	Madame Sherry
	Sherry
	operetta
	1904

	Kerker, Gustave and Hugh Morton
	The Belle of New York (1897)
	New York szépe
	operetta
	1902, 1903, 1904

	Lavery, Emmet
	The First Legion (1934)
	Az Úr katonái
	drama
	1936

	Luce, Clare Boothe
	The Women (1936)
	Asszonyok 
	comedy
	1938

	Nichols, Anna
	Abie’s Irish Rose (1922)
	Ábris rózsája
	comedy
	1929, 1934

	O’Neill, Eugene
	Days Without End (1934)
	Mindörökké
	drama
	1938

	Owen, Harold and Henry Maurice Vernon
	Mr. Wu (1913)
	A mandarin
	drama
	1914, 1917

	Sheldon, Edward
	Romance (1913)
	Románc
	drama
	1917, 1918
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