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LYING CVER THE PLAX
KIER PORM CF THE £TAY
HYTHMICAL IODEA CESTULE
HE SCHEMNE
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TH:
Dr., Rudolf Steiner
PLYING OVER THE FILAY:
Zach dircctor must make some progress with his
play cach day. Therefore he must use a little bit of the
text, a 1little bit of the mettings, cnstumuﬁ, characters,
atc., and tho play as a whole, It is absolutely necessary
1o do as much as posgsible each day -~ the principle of direction
is to fly over the whole pnlay., =zach director should tell his
cagt just how much they have rcached each day, and this will
help the cast to realize what progress has been made, It is

also good for the director to kxnew whether hs has taken a step

forviard,

3alladina: (Director's exercisos:)

Ima;gzination ard atmoaphere:s 3eo the action in
your imazination and create tho atmosphere. First create
the atmosphere when the two 3isters are talking about Kirkov.
Thls is a moment of climax for Alina because she has taken
hor sister completely into hoer confidence. She has given
herself away completely to her sister in a very warm, human
WaYe. Then crecate the atmosphere at the soment vinen Goplana
covers Alina's corpse, Then try to imagine the sounds. firy
to hear Alina's voice when she calls her zister. .1here i3

laughter and ausic in her voice., Goplana and salladina have
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a zegture wher they are swaying together. Goplana says,
L]
“Alive' and Zalladira says, ' "Dead, then Goplana swings

3alladina around and says, "DJevil, thy sister ia dead.™

Criticism:

It is a egood thing for the dircetor to close his
eyegs and listen to his actor'*s speak, [t is a very zood
test because you will know immediately whether the apeech

s true or not,

Larnivall

The idea for the mise on scone was alrizht, but in
exercisine it, everything was too vague, You havo riot ex-
plainad the movementg to your cagt, so that they did tho
actions in their own way with only fifty porcent cnergy, and
finally they bvegan acting, You must tell your cast why
you have ziven them the mige en scene, The tempo was very
zo00d, and it gave the scenes life, and gave vitality to the
cast, It was very gay and yet it could be tragic at the same

't.i_."ﬁﬂi

LLnER PCRI GF THE PLAY

In this play vie are trying to enter the third stage
which we ¢all, "looking for the inner foru! All the four
gtazes we aust go through are corresponding, and, therefore,
it 13 not zood to =aake a clear delinition, Thoy are all

indppendent and aust be taken in different stazes, 'the
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first stage is the exploration, the second staze is Iflying
over thg play, and the thirdhstage is Lrying to fird an inner
form for the performance. %'his inner fora i3 very closo to
tho outer form,

i'then the dircctor gives some mise on scano. it i3
an outer and imner fora at the same time. The actor nust be
able to justify each outer position. The ability to justiry
everything that is given from the outside is something we
must posseas to a very high degree, because if the director
zives a gesture which is necessary for a harmonious part of
tho whole, the actor who is not able to justirly sverythinz he
rocelves from the outside, may not be able to accept the gegturs.
This ig not right because the director cannot change the
gesture, havinz in mind the whole play. Treorefore,it is neceg-
sary for the actors to be able to Justify cverythling the
dircctor zives as outward forms as if they are only notes in
the harmony of the whole tune. So you must try to awaken this

abllity to justify everything.

RIYTIGIICAL IDEA GESTURE)

About the "spine” of tho play. e use the words
"spine. "idea" and “rhythmical zesture" bscause { am not
sure of the iZnglish word, but the meaning 1s the "rhythmical
idea wzesture!. Jde hava not uged thig term beinra, because e
havo to work together on it before it will hecome clear. Thig

"rhythmical idea gesture” ig the most important thins, and
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it can e spine, idea, rhythm and everythiry. <iherefore it
would be wrong 1 we try to dhderatand these terms as dirffer-
ent neanimzs. 1hey arec one thing. 4Lt iﬁ a very complicated
thinzgs It is the result of all the rehearsed work and pre-
paration for euch play. it is & very long and complicated
thing, but whoen it is brought to i1ts most simple foram it is
the "rhythmical idea gesture). It is applicable to the riost
difficult construction of the play, not only for a play like

Lfhe Golden Steed, but for a play like Xinxz ILear, It can be

ozZpressed for the director by ore rhythmical idea gesture.
sut before we can penetrate into tho simple form of something
which 13 very ccmplicated, we must go through the longz path
of preparaticn and'a:alyais.
s ScHET'éur prescent work with schemes is the only way ts
this simple form of the rhythmical idea zZesture. Or. Sudolf
Stelner soys sonewhere that after siaplicity there aust Lfollow
a very complicated period, and then will appear a second
gimplicity which is hizher and which ircludes evorything in
a ginple form. “his can be applied to our ldea of the rhythmical
ldea gesturao,

In our schemes wa try to give an impression, but
the neans vwo uso are derinite. LIt is possidle to set them all
definitely, but in order to do so we wauid have to create
such notes! 2ut the impression in seneral must be done in the
foram of our schemes, such 22 the one we havae fnund ror rhe

Joldan Steed, This iz the beginning of looking through all
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theso thinzs to the movement which 1is invisible, but which we
can £ix as a visihle schene,’ ATter wo have had thig complicated
vorld of the play te worlk on, e will sradually come to sia-
plicity. “e will have nany axperiences inside this seemingly

simple forn, bBut the nath to it nmust Ye complicated,

Balladinas (Director's cxercises:)

lLeading questions: liow old is your character?
7hat natural element is‘ynur charactor similar to? Ior ox-
ample Balladina is fire and carth. Try to walk as your character,
with particular reference to your back, Show how your character
would extend his hand. 3how one clear characteristic for
your character., Crecate an atnosphere throuszh music and the
most simple mevenonts., For instance, 3alladina gstands before
the Saint looking dovm while the Alina theme 1s played, and
vhen the murder theme is played she loska up at him. At-
mosphere throuch imagination, and then through movement,
fralon stands in the cor’er of the room and 2alladina and
Yogtrin in front and behind him., <Xostrin gives 2alladira a
simnal, and tozether they walk in the same tempo towards
Gralon, and close in on hin., Gralon's gesture is from feeling
very tall to collapse. Kostrin ig stealthily advancirg and
controllinz Balladina, Thig is the atmosphere we wish to

create, something stealthy, almost inmpnercentibls and yeot

closinz in on Cralon,

Criticizm:
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- All directors must be aware that if you wish to
create an atmosphere, you muét ask everyone in the room to
help you - they can help or disturb you. The director has
20ld Balladina that she is lookinz on Sralon with “hope"
and then with “despalr.. 'This ig a 1little aoment of tha old
acting, If you had told 3alladina to see in her imagination
how she looks at him, that would have been all right. The
actor tried to do it, and all the old tengion came back into

her., o must not order the feelings., e must give some pre=-

paration by meang of the imagination, the paychological gasture,

atmosphere, otc. ihen you ask for atmogphere, you aust be
sure that the atmosphoro 1o really strong, and then you can
us¢e it to nuch botter offect. You can uge imagination or
nusic to help you with the creation of tho atmosphere,
Somotimes you, the dircctor, do not explain to your
actors what kind of gesture you wish them to use as a means
to reaching the problem, The method you used of approaching
the character was very clear, “ovement? You must have a very
dofinito idea about this. If it is pure movement it must be
definitely and clearly done, and must not be confused with the
objective or the psychological gesture, etc, hat should the
actor do? Is it his objective? The director must say vhether
it is his objective, and the actor nmust find the way to do
it. Tho dircector nust say which type of moveaent he is using,

Othorvilze the z2ctor feels he must act, and the old habitsg will

come up. 3y acting the scene the actors are appealing directly
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to these o0ld habits., When the director 3ays, crecate the at-
mosphere ﬁhraugh novenent, the question is what kxind of move-
nent? This must be clearly stated by the dirsctor as the

agtors are not able to follow unlesg he doeg,



