|
- <ds
’ L)
LoV
|

L.w







1;,.J7| C{)Lﬂj‘ JE:‘13E;| G.__lé:
| s dral>-

J,y‘ Z.‘...J‘ -— J’Y‘ J-h”
YAVY

YL E - SN e )

Jer a1 el g S

sladg o adly deldall Gl dades
Vavi/ie/ye [rees

A > ri_-h';-g‘
J.‘bl;_-, -1:’, J,:S.l”

Prl






Sd—afl ld_a 3

gf,_)-l” A .

.'JJ.E: P la,- U"'Z;) J:-J‘ :l.a.lg

i':.-.\LZJ’

J)l;.-’ J:’J _),:f-l“

Sl _alty ol

Jo ius

daad) ae AL

gg.-::qu G‘)’.‘l! J’..-b.dz.nl:i.-
(33990 ) Gr ot T 258 lof e 45 e

(245590 ) -L;,JICJ....,, K JVrL N

L.e_d:a,ﬁ'







o UL i
e P i

g

Lt







e T———

S dmsl by Al 487 |

caliie Lo O5ally oLl Lol Talaal 5,00 4o, S o),
@A el el G Sl e B ey iy L e,
ol Mo sly g ol e Lga LSTsly ¢ ds Ul et S | Y

(A oAy Ly 4 Ogag LWl OIS @l iyl aml u
Wiz g o 038 O G ¢ (gl ol ) 4 el e,
bVl 3eldll 2 0day ¢ pandly el edidly ¢ aaladly G,
B Ll g e S O oy I

3 Laasis dawid Llodl 0pdl islS 4s Sb La g
Aglaaly aldl egecopsll ply GOl e for Gt & Ll O
LS ola wd Lol GUGy gl e L de U
¢ laegl odgd LA Oy llly ¢ Dbl Clojldl a5
FRAl gl JNcauadl Ll a5 A 4wl e plal

¢ e B3 o) 04 LS Lty L Blal ¢ dualddy
gor s ¢ Ly Lol dewgll ade ges o o bl ST o0
ot aenll el 3 bl e e Wl @5 (S Olaall

oo AW e Mgy Gl dI e el
OB lamdu Y Ol G5l 2o G 3 15K O lsy sEL
(aldHly 5,8 A 3 o3l ‘..‘;:;T i i Oy g 8
PAW i ol es o oWl TLT S ke

(0533 4 unys @ Shoe B (5 oo | has! Jiy)

Dt A
.\‘h.'n..li.u\:“_ e







300 s\

S5 4 gama aﬁ S 4oL st P
Ja ¢ !ﬂ&lfu&uibuf;ﬁ)-uwlf
',..SJ_’ ‘ (-.A)L.u}'f M_?Jl LS Hlee s <l o 0
S Alal g sy L dL.sm ool e
G Lo ) saliall syl S BIN cldat )
dBenS ¢ (Aol sLIYEY ) adlt o8 Aaslie i J e
= Dush a0 e ISy Ry S it

o Wl 050 W3 “’j‘.:a--.m_’ S W) oty

. e R N
J)L"-bu‘-‘l-u\‘ e 1‘_’..:-0‘&.]14..-«&:-1;5_9.!1
uL.—-o-J rﬂ)gJuJi’-UJJ -'uL..ZSL.H PR
,‘,_.-‘-ﬂ)da-'l da3l gy o ""JU@L-‘ ffﬂau)b
L Al Ut alab Lgie oLl e
e F13 e 3 e Saind L2 4 U

*"-’,.Ulaglf p-*'fg’J "*“"‘(""v’

gt R b iy sy ¢ pl s el

st

sl Jb @5 Gz Wity « (o SKls Oty Jaslt .

Lade oy 8 5" 80 s s Lelazaly LU0
iS¢ il Wusl ) Sy Gl e tas
Al B plezaVly e el Apas JI1 Y
Gkl o Sl eds 3 L e SR

e ool O Ka A i) clusldy 53 J)

eV ELUIN Lo o B Dy s Sleased (u

B o S PRNTSTN || R e | K v ey | SV SO K
lyl-’,_’ J-:A LJb' s -L;J_’ L ‘_,ﬂa-aﬂ} 9.l.|j1‘

O O o VI Yol o Sltit o Y s e gl

o3 Ao N Slglall 4 s ¥ Gine

PRNTI KN gy 14.:.:“,:..‘1 Sty ’E}Y’U 1:.-1--\" Al

Pl b gle G WE el

R RC R BT S N
P It ey @53 01 A sl
LYl OF ©ogar ¢ Javy ey PR € I

cilf s

T len f peald) bl ,_,.v B Juzy

1 ‘wjgwyd,w1 o2 (gt J1 N gD o

e ?l.‘.’.f.l..omj g lassy Al sdituihegp e
el ALy i) Clil> Adal SOl ¢ o il
+ il S Oy g yea - AL

o,....m Vgl J il ode O pedigh oS

"j,n O3~ Ol gzl Cilida < o ALl

‘L—.adb"&iib} Wbl e palls ¥ O o\ audt
"g.._s.,u_nhhﬂmjl ollaly (J ¢ aug polall

W’éh,w@w%ldfﬂ
‘-L___iu'u: Pl e e O w3
© AT AU s Sl ol gl e ) e
J Sty Yol L ol I"'""J“ Jde ean rSov_J
Lals s L po o Lol e 1 Sl

T Gy b N e e OB g "_4..-;.91.:}\
shie Ol o) g agat W3y 0 L ,UT, Loy U gee

Lgia
Ty ¢ Gt e ol bl )
o) ade oy g 5 Ll U 4 .
I TN [ SRRy
Sl B ) eda sy ¢ b IS gl
L1 4aladl LBV -5 010 gn idSny
LYl _*:JJ-.H ol st 350 @i
INE G o Ll igealt ot Uakow 0 Gk 8
w3 e M Pl SN ) A Sl
Lwdld)  gud g Pl £ 8 Slldodl sde (g
Ll sl 55 iy Ltk olacl) JuS
oy ey Y"-*-:S'QJU Lsl3s (o A A7 *,J

C__“_,.Jq

ek Ay TS b sy Pry

oy Rl gl W dsgime arx Y el da iyl (V)
* A ] Gl gl e ] sy S byl g L gsith ()

-Y -

Feam

g

wth ih

Cmy



E ) o A 5y o 15 O gy
T P L el S
k. Sy eall dyey; A el (A)yslans Lkl UV
o
o Ay ity gt Vet ol
cld ) ((Oshennb ) A A el S EY

B 3 e ) L it o b e

st Wity g8 Sl B 8 Il

Cdl) Yo ) e ) el K Lol
B uldi il see VRSO Pl P T Rl
UM e O asT JL&Y!=U-.J.>_¢ ._.,JU ‘ ‘;»:'L&“
LS e O 4y O el U o5 A el
) Wb p W el i e A5 * Lo\l
R S el e o
b U1 350 g e samdt OB ) et 41
.L—:-‘J ) ((,'\F plad) 23 ) ua-—-!l g C';':- REUR)
L i e b Wasd do¥) iil] ) £

ﬁ)h‘?(ﬁ\‘ll)eﬁ;t‘b&\ Llos Uy
5“\&?’&&-\2&"}0“‘\@)&“{}%

Aald JUT Wil Susdi p 08 D92 L) S

o Ogolndt ol e L JUIY ¢ =S 925
. o & )
b g sy Sl P o S \_-'-u‘

J'LL.-{.J "&:'-'-IJL} J-&.:Ji :_;.:_J -k,ual.iil b’, g:'x-’ljl
. D AW sl

g Ot a8 O A 1 Wil WS
f'J-‘ Sl Awshill 319 O ¢ BN 1 ga o5y
b ) CUA = gt aa 9 I X

[ R i ad
gl Uiz, U 3y JY ool SV

55 pall

o Al et Bt b Joi (0 B UGBy

L el Ve Y B ded O Are 4l
_ 7 _ § Al e )

CUS Gl iy 45 1 e ) sslall Gay
i i e e Y Afls e
O e Jlest galt (- YV -~ Y2 ) g
A0 Y SIS |

Lty oo 4 b ol iy gkt b cma s
odgn 34l Skl (N W leabl &csia
) ()4l LY diay M (e Aewwslal) E jan
e G O JI g Jead B Sl Sole W)
 Jair alall ode ¢ JYazowt G L

w20 J9 ¢ 2 AN Tlee il Tl

CU I R e

e g i P

. (O)\d oA Mg Wty P Dl OB

b ) o Olhe J) ey e WL sy

camby o) by ¢ ol O e A (ST O
o il el b Uate oI S0 b e
) cu e 45 E iy 05 WA Al I 136
b Bl O G aana (S Bl ) Gl
.;,\.J.u;,ak,;__,scs,l\d,&imqvﬁrélﬁn@c;,_
o . £l S ey ¢ eosle b 1y
AN O 5 ¢ JN el @l 5l
(S Gl ) 5o Jlo o W dA O6 s - oy
R 35000 i sl B Rl 0% O,
Lt P ooy OV 1 s < 4kl Gl ol
C A S deld) AWl be W e O

Sl ziol] Ja sy Js! s O
Y e elal) w0 Jddlt g ole) o Ly
Yy e ol }HY.J\’JMIJ,B«.#;} )J"‘.'.
G Sugmall il Jadasdl GalSy o0l Gy
g Sluy (i b s Salus &
o) & i o) S BT OISV §

‘ L.a_ﬂa- by \4:3 Jﬂ.’t{ JLEJ\‘ oy (V);Jfgn

P EAge 1 YD) Syl g e

11 1w Sy () YU Y N R GVRCRU - Y )
| ! e f bge JEe o D G e b Wi os . Adladh b Qe gb oy B plge B O K B 08 By Y

bl e aglzl

ol e pme g0 oW1 pady W pall Uh 4 ps Ib of e GAL ke DLy Wzt T O Skl O kg (55
Lkatre ple o Bl Yo uall pu L 1y ¢ gl

ool yo t Y ¢ Sl ()

| Gld] AL el g GN) gz ity v Gjle Gos Jus Sla gy ¢ gudti xve dulsai b by

St 909 folal dg

) 3 sapali EEL e x N il &3 B4 by

bogihean g deds 3ELY! e oy

.&in




T Ty
CHAMTe (OXA AR







S aeSH Bo gl ey Sl U ede uie

()4 el 4> 1 5 diead) "v. CFT-. 2 [ IR
ORI RSO0, < I SO
;,.é Uit oty ULy sl £ pbpe o Lmaalal
- e )
YL Ggalaly bty o o) bl 8 31 2

e VS L 3 5 Y 5, el Ll (B

J it bess

LSl g so g Ldlae s e ¥ o dalaYl
i) < o sad) Lils I bt sde B mdins s
At lwlat N OF el ) s OU

oell panid 35 gealt Lalal J1 Yl cwdd sl
: i_fJA o bl SN Lhaan s Laleyl b
Sopall el o ety o ) cdds laic
ooy OV Y sl Do S O B wgrasy S SO
O S eall Ur ol O @) P sllddly e )
B Csomans 3o o et OY ¢ ) b Jivens
ol o S5« eld ey Jlah Ja_,]n> O ks

Cempdl d e e Sl Sl e o3

soaall fabse o Adaindl T Al O) WS

Fot) et Sl Sl

edl f g gahie )3 Al 1 WL Ladtay)
c Wy -ty

2‘1"\! & Gy <1 _,:ﬁ\ JaY Jis O

Lwladt Ly )1 4 915 Sl g2 5,80 55 00all )
Lol Jomolad) sde mren Olaniesd J ety Al
by cod) e bl . QMU -%)\.ﬂl_}
Gl y Uil o O L)) @Blidls ¢ dasd
el Bl 1 g ) Ul Jhegd) s w21 5
s small (b Caen) LS r-uﬂ-«,u Jes ¢ U"'J'U‘ ‘S...‘.-

R0 g | U | VISV g W1 | I JOPU0S |

5y sl o Ja ) BB O o)) el

S 31 Uil @l Hloy ¢ G2V e 0B e e
Lwnld) 831 o O 2351 0L Y1 ikl S5
SO
Sladd Ja 1oae anl g pdall g0 S olbedd)
L&l colsy o Gasl culy W5 ¢ dlay La

oY of Cé;f‘ 4 \h.;.,:g. oy JJUJU.

Y 3algail JeeBl pam g >l 08
w--sj L-‘-_’.-\'J‘, d:u.déuh Q:J Q-LZJ F}‘! da ;1_*‘.‘-“ .
T gl Al g gy

:mW&mle.

3 J}-—” e gf 2 A R O
Pl Jhis

o dall Jug B O A U el b W)
© QRN Sig ¥

e 1 b 3 sad M e W) bl B
Badodt W) B L) @n Lo d U O e
O (S O ) Gl e ds eudl O
&g W e O Sl S S el O e
OBl e b g solan O f e ) Lo el
© Lo\l A8 Ay

(O £t ) QU L Lyl soliall G
oo K S it A ey cee @05 N
WS ¢ (V) sty qudall Gw ) Gwededl g
candy el O dI Lal s (YNHOWS s O
l__.:JUAqJ;,,.'auwdq.:J\ggJéciio&gs
Sl Ly 5 Aol S b Cinaly r e
solealt iy Ayaa db sk Bl am s o)
$ s.-u..udi_,.aodu

4_.»_,‘..&«.]1 ‘o—_,JJ\ 9—’ Das! peis Jul ol
GVl B Camdyy (S5 OB ) s H) e
o e g0 ) ol J1 o i)l e 415
:L-a.ﬂ“)m-w;chL}:iJ\&nlﬂb(iJ)—di
i S o A s b el ) paall OY
sl b Gl Gl dws (Y p3) Sl i)
¢ Sogal) sl Gn K G L cae) & o)
sl L) Lo ) okl O 30 J o ke
IS T :b_l&_lJ-Lq Aozl el Gl co
sy pall Lale) P Canudgs ¢ Spall 5 AD Llebt
sy WS ¢ o b doh Oy oy 8 gannil 0
OV bans L gud o O6 5 ¢ gy ity ) bupr
or it Sl 1y ¢ e gab ) e Do BB
c e B VL) cmsyy Bsall o

'm—’!ﬁ}d&)w-” o_;”-—“ 9“.;” ),.JJW:‘WMI}'GO'

‘ !J‘-‘ vxy @ lguld c...ol 5#:&“ 3;,.4” ol WS

o < YE Sl (v 8™

YV e ¢ SUIAY . Slaldy t,.:# A3}
Y ) polh guwb 4 el Gy ¢ Sl p JUW R:.:_,Jli;;_,bl_,gyl_g walt - Vg ) Ayt ogadt BL AR QR
© (NAOY Qg ¢ el plalt sls
o Soad pallae avAll Sl & and ) gall cudnb 433 (\D)
oy dndll Byyall > Sl BN S




Foe W) ool Judlt gl OL e o jita phaiy
b e ) St Ao clon JI Glal s ¢ L
Sl B (N 0)auie i -3
e b deow lea (Dl ) 4G pade sl
o S s © il Wl Jb L) ey 0 s
Ll 7y GY ¢ ol 4ol E b O
i ) Laldt O 3 peay WKl LUt Gn
. C(E s S Rt
b oaoY) el cldar ¢ R ]
L.'-a-'j‘tj!‘_} M_}Ll',:u J}q.».- CWL} ;J'J—»Ah. Jn.-.-rj
€ »o sl \as Oy -
(center of effect) 3, all i &1a=Y) sy

hCs gl 1o ol Ute olati Liay
AERNVY c.ub.ln_\,s.ﬂ CaniS) 150
iz ) Yiodaw g1 B 2D O K 3 gaal)
il e W3 sl OV 18« O BYY 3
Uty 0 3 e ) JW sl e O
b)) S 4y bt OF Sl Ll OU

BV P4 /PR W PR N U VP I R s
Uy« Lol (mopp Slae) st Jud) e [FEJICITIES
C W A dnesl oy Sl lde 5
R R e

30 On b giia 1) 30 Lrhe pin 3 Y b
Lot Gl @55 by e Aw s Ll Al
o la¥) Qag

Soall Glasl paesr izl go Joudi e

R o W RN LoV Ll S
: ¢ adaly Aoy Lila)y das) -

db Lyl e Yo e 5 Sl <y

Lzl 3 pldl Jodt ey O) sy Je OV

ol i)l Uacaudil O Lpuasy LYl abYI
iy 2wl dewsld) U ae OV 1 L ol
s s G5 W5 0 Aol pladl pggdl (6 Ll
ey A ity Guadadlh s Sr Gl
Lol —k:....aaf.i.i'l g Y ¢ ssle Sohll 4y Tas

Ol e

dagb s Jodl) Ogerle U

=l il

il oWl 4 dgmia Whow 3 Qaoedl & K]
b A s S e
B 55 ¢ bl Lt @il B all OB Lsu skt

J(m_;b.]l w‘c‘u’*’&d' E
© el @l el G )

. rU\ t_’..p_,UJL:'-"'V .8

SU sy ) sles LIy - ekl Oy JUT
AL T _all Sha) Ss) e Lieza dhas Loge Sale

Jay dadasd) g p Sead misl ;;JJL; da
o,u.ﬂ.]‘l -k.u-'J LI I L5 sl 3 i) 5 pald
s oo d plad ¢ sl decldt OOl B ey
(bird's eye-view)  oUBLLy 3 poed) Dy KL
e Gl 60 ¢ lal ekl Uhshes B oS
TN B0 Bageall 1) el

3 Gadadl JL@de et 505 cuti A
aly i b i leze < & Al (L) (6 4D
c AT Al P e ) St g b e i N

Guod) 1 005 K¢ ey das G5 e by

Srpdll B sl Saw S edmy )
. (center of effect)

o0 U et P AV Sl Gue slid OB

Y 1‘-’1'-‘}. %ﬁ‘ﬁ-ﬂ‘uﬂ)‘u&“”{f&‘

L N G Tl Je sl e ) sl Ve

A Pty Geedadl P Golid) naddl
o (@ ol s Y Al N dail a3 seall
A%
or S pad) B G s et 0 Judd) e
Poles ) o O T A

calsg -« LS, o, gﬂ Al e sl Us

; rﬂl—-‘,thﬁﬂ Jl Ju)b see Slagl s W
s ,;-"

Wi iy = e Ml;m
Jeih L Ju g Tl 1 Jeeity 4

: d‘-‘““"‘ aexay r-pli_’ ,t"agﬂl AP 000 Ufyl‘ :

oo JELiie Juifly peoley, il Joxb ¢ Ouid
553ﬁmd-—dlﬁdéww,§;4f
g axiid o finie S3ganln T b anly Sabiy

. (\i)wci”da‘f_,s

asb o pliadll @i Judlt OV Sy

O e oo leele Oy o) 4 G
PO pEas T s s G oslele Sl i
¢ Tu.J‘u,.u_ Oa 58 2 A G b ey wusd) e
o gl Sh J s JWsW e s 61 )
b @t O Lt Ll am 5 51 & e
Cr—ad dagl So U daiy Judd) O ) by g lied)
Sl ol ) o) conall Ga OV 0 eV 4

000 o ¢ ‘"ﬁ ‘ JJ‘_H" \f)

. (L_;Elﬁ}"e »Yho0A « QK_..J.: Wln « Ll LT, o Al _'l o)

-\-




ety
b bV SAB ol o 43
¥ s

ALY Sy o i
i C Ll ks (¢ Vox .y
h |

Y f._s; e







b ¢ L Sall Usthidh m e @300 Ay ¢ 35 puat Ll DB % o ke B BT,
Uj rl,-ua' ‘",Jf —Luq..n.z ‘-‘)’Ilw:o- c.“&l L;l i;" J;N-%’-l A.:-‘ ! ;’& QMZJ_‘U‘--U?:; ; ;S‘J‘:J J’ 1 -.)’--’ Lq.l.:.(.._.‘.:_,
L._:.iLu ‘ -L*..J! &....s....u Je dds 1.\.4\ ‘_9_,.4.51 C’JL!
MJL»J-U-MJWI‘;!EQM JSLQU,U s :J‘ P -I_ ;ﬁ‘ - é\}c:éﬂ‘w}“?ﬁr
L st Lt g 505 B0 b (o) da iy =30 g D gend 5 B 1 G Jusloan
*———ffl‘ Ykt dgm g Jor -L:+-~‘ dl B 1 i Bl s 20 O 1 JB = sl ag 3

. ( \ M‘ :)EJ' )LQA-ML.D-J o * (\'\))‘:ﬁ’:‘ W U‘Hh.J1c°3 »"j

s Uil (il gl Jlme s - o Bk il
Feill G AL A g gy ALY Gp A J.AJ\J,W ot Ol 1 s
o)l VMg RNl sy ¢ auy) QYW g AW dmar G 1 JB AL iE Jd 0 9._:1 u‘-,

P g M e Akl i P ama ¢ NS
COVRS e o iy

¢ il fus- 996 .;?3"3 P TP s sy -
sk bty iy b S pualty Bodt CH> By 1 a ol 36 el e e ALl ads ..
¢ Lgimty wbbdydelidh. 15058 A ko pole. . 5, ol O JoVs pomdlls Gl 53 gall
DO Vpaesteerelioly < Mdad Wi 5 st Wi Gy Daekedl g O il Er

& ‘“‘*ﬁ"’ﬁﬁ‘“’"*’i‘& S T b el e Ud)) s ek, e p & 8 5 s Llowe & jaa
S e S gl 03878 A N Askizaty i © (0 B Ergall JBi) e e g e, 1-:
kfa‘f*u&w bl s Jeilladlls plany sty p8
[PV R LIS RS 5 VO N TSP R 9 R o VAT SN PR S de o Ll Wy ol LS
Feilt e gy v Al e o) & gulaiy AL e a0l leal) Wt el 5 05 Ol wy
ot ki o Al ke GENL 4 LS e IS G Dl 3l op LS Gl
F—dltile: (B il s ¢ Al e AN (AT SE TP TR
(Y ¢35 sopaall ity 3y 4uall Guss E.)lo-dl’u@-‘y‘ L ay Moo s fG gl (9 5 ¥y
(Fore-ground) 135 ,. 4y, fastip ke ) AiKm 5 -1 5 ) sl Uiladia . Caniiy "f’:rﬂ‘a’.,_&lx"“h :
i seuldhdisldt g (Middle-gro und) - Wawsgn i o plgadd S_uy G (Fore-ground)
SRS Sl iy ¢ BV e e Je Ok a Srpeall

il 3 oy ety Y ). @S oz 0 ,.J..Ju Macdl g o 3 Gniln AT LW 3 pall
(V e b g all sk} ) dalasend Ay uy-all ¢ A BT o) Aumdt ) Ladld s )l pan il
Lilsdiuggiey Lalih) il M‘*NMM DS Ay Bl ) s o udow Ol c.vl_,l! pe->1) .)h
‘,._.:U‘-H\J&ujlgpbfnf_,»ﬂi ,_,-_,Aa-t.yhl#\ M‘J“-’r"“r&-""-”x‘ J"‘_"‘“‘."”t‘"‘“"*ﬁ
2 Yhige Jolims oV A T R ~ - Ryt P 8 | I TPy | EPC I W PRSP I PR
Pt it el Gogll) S sl Sb s Al il SR a e JA e A Giall
Lol or it oin 0451 Yoo 1 e B 0. SRS 3 I PR

NV e ¢ Y « SAMT OV

pd lald o Bojllalt ekt O JUHY Ja1 090 b e AL e Tl Cux ¢ 050 s ¢ Yp ¢ gl (V)
: Core AT oot 93 4 5 T 5ol e SIS ¢ ptiol W fgatal Sl Lt b @ JG g el
CAE T St o J v Lt I¥F Ay S e XAl an Ay | BES aw ASILL i gloxt 3 gonll el o st
e Gneldt g @ibe b (b U WALl 0 oot e Ao e RPN R RO (Y
035 Wl b O BN o B g gl 59Ty ¢ Al T dih oy i Spgealt 1 3] WLS . U3 P A S
DA Lo c_;_;u 3L




B 50 5 a5 1,5 s 5 o
J ‘1 doiiat 2 AR Lo g1 g sn e \sdad
B 1 G e Okt Be e 00 Sy
-\ﬂ)&s‘..‘;:%\j Vit _d,l!b Ol 4l b} 2l
| e tlguVl A ) Ll wades
B 5y |t s 2l AR REUNG SN
B ool a3 5 gl ALBla B J
B i )y ¢ pra 2] e Le 3L
B s LW Eas g 38 pr Lron Jp 2B
s - 551 01 J) s el O Y L)
Lo3b i Vo gt JUy ol Lo p e
B, 315 gt ¢ Anilty LMY Sogedlt 0255
B 0 W g A S0 O 4Y o Ay
B il W 3 91 1B O gl ) B s
10 Y pogeais Cante s LS udd B

Ea flecaYl e @ L1 g Bl e
A PO WAR L RFSY Ot (uddl) (WAl

O G ed N o Sl lal ¢ Gty Wi 540
1)) 5t Ul o paail) b U) edlony Guilsed
B o1 : e ol § W B oells gos Ly
e e 151 O Gakedt OY U 53 Gusbsill )
L o 550 aly by P Ol 0l o )
o)) J—ta 1ol OF o) U5 ot
L€y (& Tomino i1 ) JuY) il 3 o S0
oy sk 3 stz Gldly wall d) o
g © Jedl e L
G sy J6 lnenar Sl 5 gladaV GAS10
Bl oL We s JoWy cadt Judl Wid g Jused))
B, o0 58y o) gy o ppede < ANT 5 el
B ) J el On Sl ey is - L1 Jey
, Wde 4oLl W WLl Guiaiie et
Caygall S S e KB Frn Yo
3y ) ) e Leasaal Wil canudy
LY s SR ) ) (Yol 1k
e Cond L o g B L S0 0
._JU »»lal \5.5_’_} ‘ bL.aYL: C"’-"‘; J.'.'f_, ) o)

R I L
g Y e L ) G

i ] ol p [ — S "’.Llh ;_,:f.d\.i- (Y'):-::.d_)wl -

S Sl Y sood) O S Lo S
Gi Ny () i SR 5y seal) duidey dawes
i ) Aty g egas Opeded] Bt S
T L B e | ai

IS o wlias) Oa i Y 310 el SR Jasdl
W by Loy W Oy ¢ ogmall ol e S
¢ LUKy Lsu Wl Oete W)

Lowolll Uol—wal) JI g o o Y oy
¢ la S Lloa) s dole Lo pghis!
T N et (J) came
K A Je Dt 92 (\A)dans J o3 JI oy
. i eEt O

P Gl N e i) guena Yo @y
o ALYl ooy e 9

e e L) b O Ol el
s s b g3 8 @l S 31 ¢ A ddaza
a2 C gl G st
e (L1 dny * el B e omg D
M,!w,rgiff.nq;l,.,m;,“?,h
o gl G o O35 s S (s ¢ Sk
s b a5l G Syl s

Cﬁn-u‘_)-"

: '_)__,,.,_-m\wdw\..ko‘,s,w&sﬁ‘.]-;,,dh

Wi Sdii gt el Sene @il radend) S
Lsw st oolall Sl B g N 0933 ¢ God e
c (N M Jsah st

Doy Tino Jo NI $p ) Joloo O3
‘\{,Sh*b.d.gugp_,h.‘,llh,s@\aw 15!
Wi Jo Loldy « pomdl oo Sped) o) Lieedd LW
dais Jadas 5)gem ol Syl K ) @Ak

ol 8 W o pae Lals elaisl wuis s

Mu‘&h CJLA A1y g (silanan s Soa4)
Sty plst Jud elldy o 4 oy
C ol g Lgntilay &) Ly am ¢ Sl
b e SLIY 0B 0 4l el Susdl et )
Lowe 3t ol Srmn pome aaly ) T D JubF
g T ekl stL._,_,m‘_,{l-y_.olL_s(g-_,ah
B‘LLJ\JJ ‘--\.EJ_'JWJ uif&‘yL;J)aJ\ o5 At

Ll el il ¢ LKen LG

¢ Sodalt ) g o= d) ool e li—s Ul

C ANy BN B g3 g AIE -
¢ Pl Ayl b OU e Cold) S Dl SUYE & e Qaldl]  guoes

0fq go « Vg ¢ SpE (VN
ofe o ¢ Vg SR (VD
oo ¢ YE < SoHl (v
Blel S coanal (YY)

e\ - 00

B -

=TS s




Apolid\ - B Sl s -
A b r i WdL sl Ve S ad 4B

i.['_"-)JL":'

J 5 é‘lrb_"u‘ c_')"_,pc e
Wl g ol dend 85

[~ r__é')ﬁ_.&







oAl G o ) S pall Al Ga )
J“Sﬂ = e la_s4 . u”;’fi'?“ J(-—vuu_ﬁ i) B
s o i d’ - Lg-:.n.b— L}W S)J-.aj! Ja.....; dlAlal
il Aoy oealona Js U Juju\ slay chny
plmte ] Gy oy 3 gl gte Lol U
—$103 G0y ¢ Ul G5 O Gaededl B gis
Sy Al e gy e A SR Or Ol il
A1y o )l Sl ooy alaly wlls Bt i
S Gasdl 55 W (O ) sl )il
S N Wads g O Jd Susly 5k o jland
S e Bl Uil Ly o i) 131 Wi gd
GV adl S ¢ bowdly dals iy il Saea
C O gty il e S
el GV fly AT ) pall Lils gy
i ¢ Landall slod) o 3 &l sl s oy
R

Cdl St it JSll e 3yl JUS) am

Ay gu.a_, Soadt & gl o bl waae
el el asd) W 5t s
Y Ll gl G ey el Tyl
s ¢l Sl sl e el A8 s
e TP 1 U REPC SIE RS RPPT gft R WY
23S A1 3 ¢ 0 pall Clowe¥ly daladt Lssl)
dey (B g A BB pie) poga at O Sl
Il il 5 Wy Gl e e AR
Co—31 Gl gy ¢ Gy Al G dzesy i
Joar g AW (Ol ) dall wdeVl pur,

g\ oW ity slay Ledla¥) SLIN o1yl -

¢ o e Sl zal) s g

ed £sY 5 paall plel A3 T s e
o=t Wiy Wl LU clia¥y ¢ 5,e Y wlud)
Ot 5 T ot OF clinY A3 ¢ ge b ety R
Wiy sl ) 5 Wl & Ghaoy 1 55 et Lalel
e OU 7 g5 WU i) Ghee ) Juad
G aesls + G il Gsd) Ogiee o 0 gemt &l
ol 15055 Uy s ¢ b pies ot I ol amy
A Ltrer Dol il Lo Ciis Job o S
LS ol @ ezt tigy StV JI el G &l
Sahae Gp Ml e Sosaal) Jany e A0Sax))
Vol (Bl pill JeiG e el

:‘—:-':Tl:i*‘-’;’.“u*“uu}ﬂi‘c-&a\l‘ibtifo'
Ol 7 bl S Ao saw il y 4
.,,L.__.j © Ny el e ke il &3
g s (Fore-ground) Cealat 3 Brgusdliy T
( cemposition ) I | S IR (TS
§ el Lt ( perspective ) Sshadly ol '
Uolil bll) O o ( Background )
@=3 ol bl Oo ) s G -
el e Ushtay 5r3le B3k 0 \mats 41
eda g+ 2Nl :.J;-UJ 2:.4.“ 1-”".)".'“ e e b .
J—aU - LA U D os5 b o Bl
Sl me Lo Ll 5 ¢ Gde d Gy aall e
Gt oo * (2N 4w pad b 4y,
ol g L:JJ-U]J o) S5y &P Ay o .
e Sl de e 3 peall ey i g e 12
3 sl ol g b5l SOy o),
Ooulgs Wasd 1 L) i s 3 beas) shais @il
¥l JlS) e oy 6 sl
odes Juodd doilly A Flwyl oo coud)
S Kl W pealy dad ol
: L
o inoy e widy 2 i s I
g e 38 LAl (8 48 Gun (YY) sk
dier S dasd) 4 culyy ¢ FAl S ol il
AL 3308 azal 1315 ¢ ) il Il S
paill & pa ol GG sleadl Ols 'J1_i.£=_ -
!..'&a_, * ‘m:-ﬁ:.h_, JWY‘ ua ‘)‘-‘,— KJ’-U &M
r——olif A paial LA plasal 5 K6 A <l oS
il o 1ages A1 & KilY iy ¢ (S0 o
ole J) deland 3)4edl) W Jo sl G o0 324
.(\{.:-.J;),.Ai_,m;- )
AW 508 O ga daiial) dw e s K
Spalt Al Gy Guid J) ) seall G M
© RS Ciadl Lea HLA 3 s )
it Lo o 2 Gl Us o Wld Sy
Y St L3Ut]) b s Gy Gty S
Sl Lesl L) 2 Lt (s orhis i
ha——aie Blisdll (Y¥) L)l 3508 O 5 Srgual
el Galline (b 5 geall 0T P been ]l
L) oy Sy Wl 0 5eall p13Y Gt

i iR
-

PO

00f 4o ¢ Y ¢ Syl N3

iy Lt g (o jieie v A Gighos B Ojexe Gl Gl OF it plle deal ol Wi U Wy (T _
C iy U e by wigke Ggagmy e il Sl et il Gaeiald
Pl b Jo ¥ s il eyt el el guandl ba OeKh Aol galy SU Gg VY1 Wak b W

-




Fro
e
3

oYy
)
20

o _I.,,

Pt

L
1= Y
gt i 4

3t sk o oW g pald O gt b SIS L - a1 |
o ey ey Tl ey g e s
SrIYRRUIE RS @L}&‘L:\,yﬁ}l!f_x’ VA o st gkl it Ly e 3
b Sl ) 5y geatl) eSS pldy bt S e ek L cikiaair NS
s .'\ Ji3 L e (5 A A PPCIR T ERE J,'-'_""“" & dts _“‘A' * Jer :J W
\' : 10 il o s IS CR R B o e e e
& Di.}j‘l_’ ¢ ¢ ... 1 s\ et Y] '; , | B ol -’ihd'\; % 2 il ! - y
o Gy ¢ AL A s ¢ et Hs o4 RO Al t:”:i*” f:_j
" ae s Sz i) L s B
= f—"—:i“{ sada s\,_,: < 2 g:ab 14 - _ s g6
i I\YJ,LI -{Jp- 13_)\_,..2»‘1’ Je n*a_'pavjl 2»::-\.-“ rJ 'i{}u\n e =
e sk ol Gad ek <3901 caist T e X
B T maetly ey, S B ) 6T B3 Y
o Jleaniyy &aally s gy i _LM_UW! s

o b g aediild PO e =)
BRSO (N O S L P ST PRI I T W St el
g gl = e regh ol 85 10 NS oas el Sl
so v gpadl ogad) — ¥ : uumwwuamﬁnca\wbvﬂ 1. oy
it ety ol e A

)

: w”"" Jelily — A
i gl LSt gl b e 65 B, ;\‘Qgﬂ\'@ﬁ - X
oo Sl pelie o -sukatae tipen QT ¢ OV b uu.smwneﬁkwiﬁpw Als
b oS 41 Y Wil i e et Sml) il gl LiesS Al on ol G ) Seaal
el Ly iy A Sl sy Sladl) L3 pa jidad s gl 2030 Aibaleidelsn Aol oo Ay
BRSSP R S S o1 i by eaal) 1 ¢ Fpllahene Al Oo U3
‘Value , Hue -7 Density:, /Brightness, . sy u; Eleplants; ."quhgrq,_,qamingmn,
,_,‘L:""j'ﬁj v oL ww J 8 PPN MPL _(«Pelican Books, 1958 )
- L gt pelis gl Vs i S é:'?“ Bou=Y
s A oo J) = Y ) ey il ¢ S S s pbas
Al e Y G380 R e gl e R BT
N ] P FEPRPTIEe CYF LI E| S Ipr e P o STl Ve
ot ket p et — £ # ANMALS IN MOTION PR
"'3.;;’313“?‘3.':&"1-!53”‘ JEEN 0 ¢+ + Fulton Press , 1940 .
Coee @blad) = 2 - 1y L--‘%g)l [s - 1]
Sl AL L S ogaaly ola O3) ot dimadiinnd G £3peid) g8 ) Joad) OF
sl rotiadt o iy ‘«y}lllﬂlwiﬂ Jolad b e ihisa g3led) Saupia slladeid a2 (Cned Cag
‘ Lt Al RS st S L ptulfesladeal) gde, pln ip Sdiad < WGE
e omid BT pakt slidh Auanslill (g3lgdt 3305 i o il
H;ﬂf,_.;yuk,;,bu;lf,m&f,oﬁ el
Lator add uall sipdb b Ly slazas L3790 YK L, S gl st gelidley g ¥
2 A Jalalt ST T [ Scs S\ ERTEVE I TR BETRN SR BUS S R (LR ool e
Ll oo WAl On Lie ¢ Laslbl S S et ¢ lad of s © o 5 U Al <3 131 b
5] o )y U e ole 130 W6 g S b O e O - @) T PUPAA B 0% L P VOO
Ay Ss gl Gk DBt P et G Ut (K s
ol ) ol Jalalt e ¢ g e ol g gl i AL Gl P 8 aall rdll 2saldl (n




1

et B O pread GBI Geaded) L5 04 58
laaa ¢ 4o ) P LIV plad) dnndl Wiy
LS r—w)“ Ufu 3 g dn.‘a...m J"};."-'J'u 4\»._._..:.: Je L

i L e s il

DA ) AW Gl OVl

SLIW OU Ul Ls iYWy eI Ol OF
CJL-D )_,-J’Aj‘ ﬂ-{ib‘-\.ﬁlw‘;‘}‘ ‘J:'_}:.O_:! wl{
© s gage eV 0L ( Clolline ) wgele

L |

) SN 4y Jbeae o g Y
s ey Sl A3y ) el B A Ay
Iy 5w dl s Tl ey ) deaadl 381
= (0 dales W Ol Liame 1395 O
08 fmoliy a0 OF st
d_.JJ ‘Jl_..aJl Ol WS+ eliy ",a'f'ga Aew 33 g
O Wy Dy ¢ Lt LS SO LG s
s B gk VS ) oW (e bl
eyl e uw.)u\ PRV Jc ;.,JL-.]I Q)UU ‘ C.J_,JI
Ot 0S5 epeldd it W W Godte Lols
beses poy © plpu Bl (Lalils ) Josb oy
Wege old Ge Lo\l pogadl S5 Jy - Sl
AU i Baned) Jueolitll ode OF LS Lics sl
sl J e e Loy

b odoellt

ool b aad SS Gadd) ey g O S

S M s D ol o e i

Il A Lyl Wb ¢ Al <515 Lol s A

i 5 puaead el Y W ¢ S i JEs 4

o g A B i) el ST e
el e s ) s 6T (elKannd) )

Sl W U e Gt 1 Lt 1)

Sl b ST et dmd plls S5 ) 00 - Lty
VO Onedidly Call eate T L LU W LLssle
e 5 Il &b s el el e W
pime s B caned it L) 545400 e gl

-\ -

: QLJ‘\}:oJL’ quaJrY'_, c‘;lo_-l\ ‘}r r--_) g’ *’...Ju“_" I}

sl Y Q.Lu.:: a3 3\d1 g 85l ol WYL :k;'u,:.w\m
Jaladl Ma O ellsy S5l Oy s awfj;
BV M.:.u EEVCERP LRIV Q‘}JY‘ Wi . Lq_:_g Frp
2 Jeldl lhs - IR g e gk i) 3o Jalafl
d:-:-lﬂ-'-‘-r.’ v dplzad) oLl & i:m..d'l 4:.5&;{_, ) 44l
AU AapKe: B gliie e sl Tt 13
o At 48 o ol 2t Gl L) i - e
e+ Wt ) Siain 5 peall ey 0 gy
W O Lo ) Len b 81 ) )0l G 3 s
Wil g o pue Lo 61 13] 1 L liza iy U )
¢ dy 3l ada GK05 0 eV ga O s - W)
iy ¢ dad) SUL sde e e ) )
N LIV VIV e IV R VO¥' S Gl
s Jt 5 & 1y Al & gb iy ol gl 256
Ol 31 ¢ Ol saseld GV Ol Oe il Oy ) g
Jodl O I 4,5 colol i daady oy Gl
(pedh) L Og Glai 8 U L) Wi . et
L5 O L O L5 4 e O ey ¢ L)
o I L UV ) PR | PR EA W
¢ Al el W Lodhed)l siadl J gl plan O
=) Jale OY Ky ¢ Jais Lo 8 LA OY Y
U__A:\AL..;_T) s OV cath b (dals ) agll )
SASE pror b ol Bapy Uil 0o - O3
S F M Dol Tl e 131 - e

‘ﬁ_ﬂ;wlkﬂbﬂu’

:&5"4..")35;“—"

P4 el el Yo deze bld gl _rY
L—...Jflil....lic-"«:....{pl._.w.;{ 33 wewzd] e
= i W 0 e 5 W Sla)) @i
S O35 Lyl das O 1 Wil & nad) sueli)]
Yais Bsmme coshill jhsy S8 wlh Gy R
© oY saclil sy

Maa 3

- - . l—d‘t

DA jafly ALY eI O ol ]

el ey W Gan sty sias dls ) b o o
. L by . e A y L '.)_,L"E
MR O R R TR VITITEE e

by € Slrldll Guatla Oa) 38 Loy § wisd) udhe O




L

k.
o

iyl OF el Sl S edl-

J)_:-\.] '\..J...u -L’J F) ;J..AE‘ Liu: Q‘J 1._«3&...-?1;
A :Jﬁ-g'&;;;.\.‘l-

iy k) e 4o al) sb5Y) o Ly
e v LR e lu.g,u'\ i g.z'\'_,'l;u.- ol Do
e il g el

Wt sy bl b« o s el ¢ Ll

ol 393 ‘:‘_,-"J‘)_,ﬂ 3“,.;. 5'\;&_@ rJds e ""1:‘1/}'}
""f"'b Q"ﬁf N ‘154'-@

ean ST s o] O e S Lo

1:{_,.11 LoV ) ety U3 g o b ghasea i &}.?.L:A

-\Y -




Sla)

Fm R
SES) SOPY BY SV

Pl gy et I S iy
S el jiJ ras S JVJJU-;’.HJ Soull) g
20 S5y Wl UG Ll ) ells L
C ety Sl gy e ooy by ) s
S e Gl My e i i,
s Sl el sl el - Ly
R T RVE U PRSI RIS O ldaiV) Ll
Gt Juadis ¥ sl e il CANLG s
s p Slust o UL i‘i_‘ﬂl goerLy)| G'J’.
oL Ay D "1:‘.-.-‘}-0_’&.)_}\.:‘,‘ ia.....i;_q
G Sl duyr day R L PR ES TR e
L5 Lemsil ) Clladl wliika &t TS s
L ] Akl Slelal oda Wl s Stay ey
- (Y)3_p 2l
= ds S sl G Ead) lde Lgs o
S de Al S o shaiy Syl blil sua

Ead) Moy Oy via ) Gl Sl gas .

edes Lot 4 At Slagsns) Gl ey

bedly U s bglol ds 5 of el PHER AT
ol pay o (V)5 il Loy, oo et (raabodae 13

Old¥l Vs o5 Ads o sl Sobandly il
57 < Homo Sapiens YA OlsYL s s
EA— o s ST Lo @, by Do o

A Dl ke w s iy gl 1 gd

O P ol Ol Ly gt gx g Py S5y

-. " __' " P_'aju i »',. ;ﬁ‘ .3:_"_% ﬁ;?;r—‘
O Pt s 3 SIS
’ & ) e B AR Ry R Rl oo
Pl 3583 el il A 75 6 SN S
Bt Sl Sy iy AL

el o 1y ¢ o i s
ugi“ﬁuﬁth}l SN Edl LSl u‘}f o

Mot &1 el 31+ e gaysy B ik 5y By
U7 UL dglus W g HJL*?‘q';é“
By Oy g Tute s gar ity

bt e e Sy glna 56 SV Sy ¥ 51
J=rgll U9 Ll Sl s W Bae o o gy

S e 06l e bl 3l 35 0 ¢ iy
= P U B g Uik o5V bk
OB iyt o gl Ol ¥1O1 38 Cdl s
el O pea g it S Jo uis
e iy 3 Y ko U gil 1 poi il Pytad,
J= 9 @l ) deah, J5 e ble Ll
Jmedesil oud sl 8 2 o it chaeal]
S AN B Bl g 5y ity
Pt A3 09 o Lolwi il , 35 401
* (MDA g 1 ,Jsl;-v..a&:«.@f J

Jean Duvzgnaug, sociologie de 1 art , P . U.F. 1967, P . 10., 12... : 1Y

Thomas Munro » Evolution In The Arts y b .

BRSO 0 B ey iy ge & Lt el Ll e el b eae gy el X
o T AL S O e bis SRR R T Y

- \¥a

W\ lelu‘d&‘,a} e (3 ¢Y) s
135‘ . e v A b L e s (‘.) : s

(4]

ihoyoay




LA

o S

Jc

—— P )U.“ﬂ e ,i‘!-i\” ‘..H-nh d" 03 4> 4

Do) ds
VST RTERY (I VOO VOV ISRV
()_)L-’-'?u\ LA '-—‘-L:-J UE S R 1) JoW
GV G Gbla B e )
woilor dlaze JF 4 Jaa¥) ool - ¥
el 53l 1da O Dy ally ¢ bl i 3 S
i O \glogmges ) ol i1y A b

2l oY) cod g s Ll o ;\Eg__)ln.» Loanl) DY)
S ogbla (b cude IKS fe 4 g

Lia 5 gl ods ooy iglls “4.-:1‘,-11 Lol Ge

b)) Gl ey Loty Ly 31 s Gl

| e l:JLIj:f Be-rrR) &h?ﬂ-\ijl‘ja‘ﬁ_} Jﬂ-u_;\”
lLi.auﬂb-Jiub Q,.LSJ:,.;JL,.:-‘_,:
"SJ'J.H

ala L J‘ih—-u o] (G i gl sl — X
Ll L B Ol e b s Y

b Ll O el Ghlia o L) ods uai s
Lp.s Mu, -L..;,‘lL}LU;,Js 1alls ottt

% (°)J\JJ-ML.J|

_l"_ a)L.as- ‘h_,u.-.u)U OJL@‘” -lau gaU

Eorei g-u--‘JJYl raally g -b..u-,..a_,..as,
JJiJLa-"’JM.kMJILMMWi

5y Ll-.l\ S Ladaza ‘_,-9 e I, L._._...I
8 S Sle gusen i_._.‘.h '—‘L’-Lu-“ {ol (e

alals Jo ot Ko fn @ J1 deu o kel
¥ e o) Vs JB OLdYL s
el ey o Wby sl sy Newoys & !
sde s O 3 e I e ¢ Lpllie JICSH
e s U o pae) i S Jid i)
dab L jma O o 0 ol Jedastll skt Jol
Jalsadt Sty Doy pe izl g OLad ¥l Y gl
Nl s B Lld g o Ladall
© el

Al 1 LS 1L e ) G
Lgnsss blie dads Lglads Ol e (g
Sl Sleler Sl jizal dagms b polad] S )
()L adsdl spadl Je Vil Ojamid o Ay gbot i)
NVl Al Loy 51 plest de o a0 A
Sl ¥ dellazod) w4 ldt 01 9oVL L )
NURWEIETSEIN Y SERE WA WP T O
& J-L}U\ 5'5_)\.«'4»-.“

‘L—'-zu\ o el Ghlia dI s DoY) ode

sl Slthe o W 50 JHY ikl Lo
it Ol W 21 e S8 ) O L)l
S b e el Ol ede ¢ gl G0y
O\ e Losl @ sie glia OF 3 Lt 555
AgoY) eds Judiaiy ¢ padl b e Ghla £l
023 O Jeoldl O - (..i.\.ijl c}_}’"‘“ | Gensd
ool Ualan p Jaiy ol Jad p 1 SOl
Gblie P Al sl L dadseiadd Sl YLy

{
Jtﬂl

J——] u.# W olplin Cuy s .ful L g gll

' Rust ,

s Souanlh ot | st GUNZ
(RSB, oih bl ( govpenn

VIII 1958 , P . 127 — 156

Bty 35 0 On Zlos Lads Ob@ a)l 2y Jledh dsoy 3Kl Gial o gald] Cli ol o (f)

ol CURBY W 3,27 Ot JI syt 3 gy 68 Dadad| Obgll odo Syie At W o b 53 WL
aalh LSt Gl J1 A oda dpadadl O Gl Cogeny ¢ A ¥t 50 Jlogs B ST sy ettt pladl Gy
Pt N Maga b e L Cuswy Opltl i gl st st B
- Oregene )y v duml] JAa 325 iy ’5‘ e - PR P O R T CRF TR |
dafllgd joiwll S lale ( Veueee ) leumzﬂ P Badad] O g Suplye ( Yersrera ¥Yepeee ) 9

Chads s Blaw e Ul S pedl iy ped Slall N 2 >

&-30-1: WUl (3 Byailws Liw a ‘:')““. Eizy Shui¥h rpgdl s ad AL pige Jol S L ol demdt| (o)

fRlie 3 1RG1 3 Aot ode Gl B iy ¢ Dl Ol Wl Juoy I As lt G gl A Syl K
3 Al I CUlgandh 8 g1yt panll L Gggf 3 A5 Shyfig shes o Sp1 B0 proes Sl dad N ciF
: 1Y) ol ey WSegerd ey iy Gdu a bely pud i iy oY) dudl Swaedt ASU Gy MU D LN

- ;,..Jlj J’hﬂ :,“ MHI

> Ol a4 py ¢ Gulddy sasy SIa Wy JWI 3 B S BBl S oSN ol il At AW

Mellaart , J. Excavtions At Hacil’ar , Anatolian studies ., DAY WS a1 5y
;IX,1959 ,P. 61 — 65 ; X, 1960 , P . 83 — 104 ;

i A N i A Cdey Logw GBSy

, Die Hohlenfunde von Jabrud , Neumiinster , 1950 . r il Gy b

LYl 5yl Cay SISy l';,ar_', QI Sl ¢ Wy Y (GRas ) Sl Al B Uit Jld aitgs

© SpPles BTy Ml L S Adel AN A

i N



o slazt) W) s esd) s 5 > AR PO
A 35 Ot s GVl 9 een Ky
Sl S Lo o o Ghle S el
P | RS W1 PREION | R L pae, o) doui )
b Ghla ke oleladl sds U Sl ey
Ot e Bt o BT 0T B psle s 5
Skl Lt
Sl f3 M Gl O WS . By o)
Wlad G2 o 5 nandl @l Jta Linn Ghlie 3y
Satla B 3oy o L b 5 Lyl el
spme Be Jla I Guislend) G iala 2 g
Gole 33y Ll Jumy Uiy 3ty Lol el (o
L Gty Wi opimy WilLod Sl Sl G
Wby ) Jld 5 Gyl Loyl g
L LR S

ol n kit U U)ol e g

S Gass e 8 glae Us o Lslmdly Lty
O ea Qs B L Aty o JER N (R
¢ O30l S s e oty L1yt
Veores = Vo e e 5o Ll ods 5,2l suszy
Sl ol Lo szl ey taed L

A ) Slleyr, LK)

ol "):..2; a8 -l:ua“ ‘;JU.}T'_, g_’_,ml s

AL G gouil) abill aol ¢ 5 gind] chidlly o
o ot pinlly ((Gosads iy - 3
o p bk Wy Lot Ll oy s
1) s e I e Ji los L

8l g

el & q;._;--,' E . Latet ,_A;__“ il

b i)l pacedi 5 Gually VAT ‘.lco\;gui_,
cla Lobd) Wlopgn Lol pesds g
Crmmed J) Ly Wi G b5 G ol iy

gg___c fJJo-_’ L....v_)- j}leL’ QL‘J:O&” ‘_}:.i._'.;:;

U_'j ol C.\L..d 'us.t.,,_, EJ:.G.“ sl 5l (.,-J‘p
o= thde Gblay Wty L 5y Wil

A e po 5 Lt ol Gny davs¥1 G0
S AL (MVE Ol Wacl yp SlsLasyl A

| 00 L YAjo IO
g2 skl Ges 5 2 Byus Us P2y
B B L STl adll 555 e g )lin) b

sy - L.JJi‘_,j)l_,lJUGJL-JFZEL.',.‘f"'}j_ &y

A _ e VAo e L Aol e Ut o il
Loay - "*::):-" <oyl 9—-«: & oVt ol ol s B a1y sshn Ll JaeSy ter J—"'.."":‘
3 Sl Ly s L3l slizeWt 5 el I8 il ¢ (VI plasad y o At Gl Je el
o o Tl Lyt G1aot L p oF ey, L oia o 2kl pa bl il Lie o, -
P 2 B8 i e L Gl Lty R Sl 5 Tt & ot oyl
Liled s « SN S5V 4y 087 65 O35 O * Al oy ! ‘f
: I
M. Chel Brezillon , Dictionnaire de la prehist oire , Paris , 1969, P. 38 — 39 . & | f |
LA Syl W s b AL Cent l;,i..b,t.__:;.g A jgeae Togexe s leall aB1yS] 34 Attt
F P Wbl Uil seaaalh ol Slgs¥l a degunt! ois ¢ i1 oln Ohaily 59l & Sludt ¢ JoWdl Gyt g Loyl aithy L
Hode Ghle e JWI 0 s GhLe @ GUW Sl e Ay o PN S paaglly Elie¥1y  Slamll el H’
B : ‘ © LRy Ll e Bite Ghlay 23,20 oyl vy ‘;_,t..,a.
S by Ssnypt W Eyzies.de Tayacf‘ VWIALLE G JgY I gkttt pialh op gy O v—-".r
Lty Fuse Ol day Juegdl B it g g s il sk Jliwy, OTO -magmon ., g Y -
GBS A VA VA Wh Al Gy Sl gag g gey Neanthropiens 9 ey b Al gl Jf -
© reladl Sl eyl s OFSUs 5 iy jeolall Gl oyl ohyiany SEN ALG Lt o Lglll Lt | defild
Jyadl Sy dlaitt dowil g a1 LGSH k) pale Ity gt C - 14 g s wp : M?ﬁ?
TR Y el ) By e ey | R W LI W ,
el Syadlt S WSt o Sgy1 phiizo Ol Dol gkl paey Jo pedltl gt SN Ao e o (O Lowecs
Ll Sof M 4l kL FAN gy T 9 ¢ pame ] ol e Jeoas O S T S ey SN Rogs Rast.,
Glhgeny 231y \00) ple Gilirt gy Font-de-Gaume £ 85 09 Ui ey L b S D009 LBy Sy 1

TN e S Gt b Clgene JEO e On st lgtas OUtaxll ALelh

_\ow




<
ahued

() Py I

ppea s D)galsd o gind

W19 Opimai 1> 8
¢ (peVVOYe ) @t £00
A JES Brgealt

st ot 26 geat

TR S T ==




R | R CIR WV | Sl e ity s S
o] n g Y s gy s () V)slea¥ls Baally

o gdiis it G0 M) e J' O ll) Gl e
' LS L-’-'-uU-Lra‘* s )
i.._._.»_-ujl Ja..-ﬂl Gl g < i Ol sy
b L) O szl Sauodd) At 51 yesall
Slmsme el oo b By’ Blie 08 o et
iy e JI Lyesl) bia o lgia Ly i)
i Y aiia 53 gl ay W5 S i 4\9‘):-‘,!1;
(\7).1,»1 ISl g P Suny e el
ot L Ol O3 4«...4.3 Ll L o o il
P S ) On sub wed piliy 4lus
Toeugea ey p o_}.,.,_, Lol 3 daasl JWC20y u1_,..:
-1-'\-"‘_93*)_,’9-11 J-Juiw‘*c_,.pu '-—‘-L'-J Oy
U °45'.}c_--"Jg""WU uLud‘_}.i‘..J*u.a.s
L.-.a:i e ‘v_}l-la.jl c-aLn_,....-_,ﬂ Ol ¢« sds ola
c..._»u: N> dad, I‘""" ;I u.ola.«v\’ Y]
ol s3Y1 J.,.Ja.!! O ‘ac_,...m I dgetll iy P
' ‘.A.A..s Arall gl e (gbli AN ety ea
ul.-.,..-)cuuwa-ucubwu_,u_,
M‘ﬂ‘rﬂ_)‘d“ﬂ““ﬂ‘dﬁ}
;;.:J\'l",,r.}b_,‘ﬂ JL.- ,_,LLA ._&;JUJ IJ»
A UYI s Lg.-.s g.a...:.:fu wlﬂ.ﬂw.U "u-d_’—-«-“
s J_,u ()4 uh}u) J& ‘IS}@U la3 4u
G Veve Jogus 1 Lyl («;-U‘u-‘r}ujl
u‘—-—wl.f_y dble <l gl bal ey 0e g
& QL~&-\LJ uh-».a-b\f;_,-.c,u Ok aky
Q-l_)-\__a-.!l Je r}.......u_,” PRPN MJLA .)L-:..‘:.;l il
Mf«MluWI&Jdel o_p...‘u
oA ) A5 W S tJn...,r‘,a \.fm or 5l
&-—-......Jyr_y.e)g«l-h-h.“dl . &u‘m@’

M D sdad” Sl e

'.JJ: i L)uu-lb:“ alyl o_,-j:unj'

' .Jl.(...w, Jy-.ua.“ g ul._,...._.n u- «.,.a..- 4..»-:11
_ d___a w' UIJ.}YI ‘k-ol-_, o)_,o.l.ll_, 8y :
d—diny gt Al a.a.c, «lemhlle,

R S "":-\QJ} r}u)” ol u-...l...aw UJ'-'...-I H‘A

'fwmw,vmru;uuu,us

Tl ey _Hgl

e sousell MA:»’ bﬁu..l_;y‘uj 5 b s
.>_5-L._.._=w Crma il &Yy Gy Sl Ghlia
Al s ‘»-:-L«l d_,',aJ s} 00 el
‘LL:-_;‘ r..‘_,.l.‘._ \.aUJ_} u;-qﬂl L,.s J-....Jl .L,_I-,, L
Gblie B s s (;JL@WﬂM\”C’.M
ul;__o.JIUHLM.,.,I «L-,_,- e s oLl Cis e
<okl o.A,man.u.a.;JﬂJ.d,QUJ“
Gblin b Sy e G A iS5 g
3. ghzea J&IJHLW‘)LL:;JHJ,‘SJQ;%

E”UJ‘ ULJJ,_,\’R-UJJ *L.:U’J..ﬁ JM!U.
AL P iy 5y
U ‘i;lﬁ ‘ _,‘—"ulc—:- ULGJ«.-:JJ! Sle g
.4..,._,5 MLﬂ.e-but_UJ'sLLJuafj)@bh
b el

- g._,».n...u_x..__ww.‘_;,l_,».m u.-Jb
Y L._.ijk.u,_.-o.u.a.c«,swuj,
UAJL{-«&DO,))W ‘_gf-l YLK«-IJJN'J&‘«-_,M
C-.J.:_)-:-W CJ_’“J ,.,-L.....»b_, ul_,a ubuvm
L_.__:'l_,.c-uca)\“ uln_,..uJJI J&uﬂ_’c L“...:I

v

4

wa t‘-_.‘.au_, U.an.a L‘.-.aau & "’6-5
')Lu hu‘ﬁo
nuL...quLJJ .L:.,Il__c,‘..iu;, _,i &(,...,

I p
P gnaddl |

&—LL*WMU)&{@‘J*’-J:W _,-A.-J:‘
IJ)Yl JL:.‘TU-! d‘ LngH
0“‘““ u)LwY! B

L]

oo Shnl G d,.ﬂi um “p-h-a J;b ‘5 u-—-l-di‘l'_,..n
e Jels oty @AW G bu.,ll, S gty pges oLy uy..:l Hl P e Ju-s 33 e ,.s.- JW‘ J\xm__
NP o iy Clage 1 01 -y,- Slia @I-a o> MY b_,:,.all, Sy —gﬂ
Syt Cliges ) Grgs) .,;n PETION J ,.n Qe iy ,t:...Jt,I-I ) ¢ Ul 1...;,.. LA SN ageis .s,avl g :»ryi“ J
Erdm S L o ‘_,”Henn Breuil - -‘S-v-'-z S i ERRTIPS IR st _’,b Jg,_, ;Ml & :
s & oad s z.,;,n ‘,g..r Hd aylie ‘J&.d,ib_,r 25 Sl .;:b, t.us,b, o 1 w&J' =

el s 5 g Loladl LY ooy ( S alic JEny sy Sy gLbs byt Ly ‘w
i 06 gt ‘rﬂ-lf, f\A b:lql gyo ou;l-o u..b‘,u-d_, uq& Je JJ-JI n..-abl g,«-.n,,! h-ll‘- L'L" W
S [ RV TN $b Cugl o citas Ao Usatiy ¢ I R ng' (e o Lr-u-a ;_wi_,_ s

¢ gl E:_sa “_,@' L e
Roman Black , Pottery Qurterly , IX |, 1956 , P, 91 , AySTaa
Meflaart * J . eatal Hiiyiik , London , 1967 (\f) !
Miroslay , kisica , de I’institut Anthropos a Brno ( Tchescoslovoquie ) In i (\T’} # :

Archeologia . Mai . Juin . 1969

T
-l

uu,.,.. @ b ,n a...ul ut...l.u.u ﬂ_ Ay

WUWL‘AW";U%#‘

st

"‘V-ﬁ




ﬂ% i e iy
e Cofnn Te0hipetp GR
SR Fkd arfi0 w09 € £ o

w0 ¢ (W

""\A—




ij,_-__-,.d'.f ';‘;;".}} a').....a 4_/'\*.::- 1.‘9—__,3} “odo- mak J____;_\": \L:.s L‘_,;___‘:“fl \.;"‘j' Cd—"ll ey IR (\E)-‘.’JB&B
L, Lol olbly g ol Golasy da) ga s S lgie waadl P el s 8
Ciwmas 4 K Lobas aeelie ) ol Aol e gihl) de L o buisl
bt R g 1 SISV Gaalae (o el O posl e Lslen B3l deg inas iUy 54y L
7] S G g pilgn (# 4 ) ch“j'" YT Oaeddl) syt (V0D 4l RIS URRTT

e ol 1 Gl Gy S W s o il a0 5 e ]
1 5 bl‘,_b u‘i -L‘J'n’ |J£¢} ¢ ,f.a.ﬂ o L_,\L...Jl u___...) QJ.._._.! L;-L!'! {.»_..aﬂ JCLL'I Lq,\.u_, ub]}‘:‘tt

] u:“ ;‘.‘.‘-L:""J'-’ 1‘.‘.‘.\}:‘"” J"’l";"'h o 1‘_"".“ : meﬂ; u—-L-.mJl TR JL_,,_]U , (""( Vool
Gpia gl 1> 4 Ldb <) Yo« A= pLily S8Y Al ezt OU R
M‘w-\hh]ﬂwﬂ‘#"‘wy’m»J [P TP S S [RRPROUNS TR  A N1
i)l Ay ¢ Layall W Al Y. AV Lebysht Sl g8 S et
R oA Wb s 1 el s o udll G Sy e gY Gl
(VDb oball Je U geu L) 5 pal) eds Ol J‘&l&T St s iard gualilysle 0
o S S ey pgen ) g e OV oY) il o Nillaie ¢ sl £l

A Papov‘ Jd = VAV Pl Gl DL Wais pblge 4 JKWE (V) o
Sy syl Jo g J) b St Clgere plo AWy Ll bl QA B pe ) el Gl @ ey
g.._ﬁ_sdlr.ar,ujl.hulu-dl;:u-ﬂ|o‘,mn,,_,_.d|$| 253 gt pyw U pedall J e 7
| e Wy * Oleosdt S OalE
o e A el .,o g Syt Jo gyt Lo Wt = G Sl Jled S St Jegs ¢ (D
s OV Baw Jity ¢ Y] gtm oFs Ll SRR el AR Ggn Olse ooy O s L o“*'
Y Al g el Ajlell Badl p Ly Op0 01 4y Wb CMIL Ot e S Opld Wk gl

gysstl 10 Jia b pugill 5 ¢ e SgWll 03 lha U nsl 0 Gpn Ope DLl G S dstiar U

i Jo A el degp Sl JKST G Boke my JoVIASSy g A JBW1 SLYS glee B SN OUM] Ges
sogay Lui b Lyiny it Jlod Fhla 3 Dge Oloiad &b SLLLIT ade WL O ¢ Syt Dl (r S50 pldil
D] ey el JLr A U U ey ek
Dr . Carballo , J . The Cave of Altamira . 2'edit , 1958
e J S Clab by by JSly byl abl gl dilike OlUd o pae J Ol G Oy CIAT
it gl &R OlgYL eds Sl Sai¥l 1de Oyt dily ot B oY) LYl 1 Ol p Ll ey gkt
g g il e S SRR Y ey mledl JEO o Okl s OF Gl b Ol O Sally ¢ Yl
g ek WSl SBUL & Y1 Jolwi Cudly LGVI (s dadal | Gl Yl g J1 Jio B esghi Jol a0 3 JaW! ¥ Joaiwh
iy SULIN e Gt el kel G ¢ ClSs Ae cd Wl bt Jedy LSS orn
WUy Wi JO OlY] ke Cuddiwly Spully A1y dlly a2¥l 8 ods pau St S ERPEEI R I B 2 |
OF OF ¢ Al Afst o gb GF el SN il 5yl Oty e S WS Sl Ll Y Gt W
gl got Aoty iRl gl Go pakial 2p¥1 Gy ce padly ooy (T Lo% aemdly chis ogtyh
: Ceds dlt B gl gty g Skl X
B9 gt S uu.u...-l -\nJJJi Oltaally ol o a,...li A ol g1 Ul Sigyh e WL
Pl JI O W Wy ddst ,! 'u__,a..dl bl m,..-.lt...-_;udl YN i O Ayl L) gy LN S
. PR RTY al,Ll amfp,w,wa.}édwi ;
ooy #al,’_;}'l Oaldt 2y i b)l-l’ paws Y UJ&_, w.Jlu,‘ﬂi ehima '.i hPY pldeionl pe &y, ot 81 & gl b ._r_".’
Jie pm Gty pli Condes hnadd Balyy oy 13 al] 5 el DS G ¢ 1] e P i
b A DRI he B A D e Lext B ASH Cdndly Sy JI Joo Sell O Cum Jueld) 3 g
VMYl s b 13 Yy e bl o] o e A
egipm Oty VoY ple P UBY Ssp g8 i Aol 1y SULE deddl | aldl Gig Slige iy o8 .
A4 gt Wl pll g0 @0 Ukl b 1l 5l €1y dus il ol J 3y $Up o O oY) ml-f-u
Reylia poawp doddj dbyios wighd] e 1,4 Cas sliwld Joudy |l i e SaeUb A paihe Gl gy
Sl I3 g AT s p b R et Sl o] e IS ¢ et e g8 L ey Ut pe ke R
v s5rasl e s s et

-\ .




] . @662 par—0 At afsy @ o« B g el iprl et .
- n% ¥ (\) i

i
A
E

&"o.




“-Lt--,}o—'-:—““y!'kf«-“}’g’ﬁc_,“;uh
byl canis I el A &%y
LS N R S OF S

o) Jay s.,L.....»Y!l oL uy&j‘ O3,
Ul O eaidd 45 2 s bl g oY 1ia
.,,_pb Jnm U L‘?ﬂ _)—--{JU ¢ 40_}“.‘ 2 gl ‘Ja...a'l
C._Jl_j-dl S oVl ds AR O] |
il Uy Sl ode do e ilsig
Sl SU eaal bde L) oo By aly Wﬁ.,
oled Sl sds Sy Loy oL o
N ‘Lﬂ_;—’*u—‘c——-ﬂyu"—»Jo-oJJ_-s
Lol wudh Slivt ¢ 4t & Sl sl
bl ol G0 Lol G100 Law ne o
L LIPSC R BT | T SO VN e
T OV e il
e 3 palt gy J1 ode Ob Gy i¥1 g e
Up_,ln, Lg..” Bl &..AJa.U Ll ) gmaey wili o
S _)""—“ o 32 34l ot ! pdiy Wﬁ'l 2
L s i3 imas Ledl Rl g1 3 gl kg
QUL B R I PO R L VI P P
Sl s o, By b ) Tialaceini
rd Oy N L gal) Uyl s Je O
g ¢ M pd JUY el 3 Iy
e il Sl ot sde Ao LU Jy ) Bt
d— bl SUisodl G Ldds- Ude Jls
A5 ) ol Lo oy Gy Oy O
Lsslbo¥ £ 5 g Jos o0 Wk dtian' s
e et Ll Ay £y )1 Jigd g

LB ey e mal) LUl ST
O Mg 0 ymai 3 paild) s 2l a) Jo Jpeandh ¢
bi P 8 J1 A Loyt Vg o1 b 1y
Lk fe Jpeamd) Jo T i3 1iKay i) el
e 3G RN D D e LWy Ay b dasdhe ¢

- (£) p90 JKS ,
Oleaxdl iy oy soli g5 dilie C4 29 gl “*H
Sl Olaxdt phy b 25 SN QU Jpaoy g KL ' s

M LR U e o

T g

SR L gl St panl] Jrs gl e el Jilen D560 Seem B WAt B Gedtadl e JiLS 3D V)

eyl Jead riy Ao mliy ¢ iad b ¢ DAY ugib o 3 ppkis call Uil WS b Gaa Cud g La) «:,:--ﬂfg_-

) ¢ Lah Ly OB JG A b Gy el KT s -"'

el Sy 3 e wan O lorys Aalll SN plis o OF JaY1 daallt GU Wayt dleddt e e WS

oy BLII (2 padt W g JaS| B O Ay ¢ Gu alie e alsl OF b dugale JCSI 3 ety el

© welox 215 Gy Cu Y1 Jal5 B R oF Ol o

Jeet ¥t W g2 7 ) B Wl L0 pler o opedalad] Y dpue 5 ey bat kLY Olad] o

rohedd pblgn S9 besl alga e S30¥1 B dwd N1 L LT ISt | P ) L PRS- W 1] T JP%-1 [ LR il o

ke b ot Ret¥h e esy ppedt Olgent] Gl pe | Ipleaial Geditad] O Lis B gaedt Jal (VAY
- ¥\




C e g ) e Blaegll JEEYY
: fay s L:Jl’u-_l' St lds OF aal
i 5 LYl o ool ol okl 1 gl 3
iy Widiiea b U e OWb £ aw o8 G
1y 8 iy £ U Ghs e Lga LWL
by pendd) oAb ) Olsyt Sl O
e O o T P e S el )
| el
5ol by el dacda) Gl OB WU
,.K‘YJ ‘sqj JAJH a3t =Ly ) 1:"‘.‘.; 4571
s izt O 4L Glogory Lndlyy bl 3305
b 5 pa pmacin G O £ et am
) s am o A ¢ lporsae A ples)
Mia O s b ghsdt Jloazab alazay) st sz
IR £ oo b o) e Ael) Lo glasd)
ol (o Jam) W& 0 Skl o g Ul
3 Loshey 01! Jlazot 1 Doghasdd) oun

© Lad Ol Y ol PR alaa
L AUt A iy Olas Y1 Lis gy 10Ka

el g0 s gt B T dage U KT
il > b5 b & pdi ods gilis + OV
B oYL 3 S sy ) El parpallo ,l.
Lgea il Wy edls iy (Wl
Bl 50 Sy e N Ly S Odenal) Guld))
C S padl Ll ) Sold) Wl s
30 O3 & gt 5 il Ol W oeust

. (©) ¢ & :
* Wl P gy B edgh (ar SIS paalt Ohgaaed duolis dald )5 seixe JKwi ¢ LYV A I

AT o Gs g Szl Gueeti 2 ot

Ll Jismy ¢ ldes stall Mis by W e
L ol Gy Ol oo LBUS asly
g oY) B aw das e S Ga v 3y sheie
i) G sl e r g Je Syl Ul
Il oled s ¢ A gams saall 1o el S e

) hplia bugib b w1 poles

- qé gasdl (5 p ‘_sf,» o AlY Ladkat B o

o Jai gl b b Jpeas Ot Ny Slags
POl Yl las sy JOIER] skl 1as
( J—dlalt Jg¥t St gt ) Y 4y
gl Ol Jot @3 501 Aot SV -
St dingyy CAIY P dad Dloalt 58 35
Bglss N5 ey 53 @) 000 Sy SIS
o9 bingliie JIKSL g 4oy & a JLIL
ity Clntog 3300 Tyl Oy JEIVI o
ohep dbglts padlia guih &1 +o oo dadl S
¢ L e Lol
o Al W dadas Jal Wy 1iKay
Ladas b gl Ot B Vo dansly wladt
L (Y e ) Do 31sh L e ot U Lt
Dt i B Oy ) Sl 3l O
Ml.t)ﬂ ] i - O304 o P
LIS Lot Go o) gae oy J1 50 S Juola)
WLl 5ea L) s+ 0¥l LU Gn
roet b v gl Ve s 3 O Jsbe s
v Lieca JIC2T LoU ) Jee gty JCSYE by
plelinl s pomtn OV JYI plasnint J) Juo gty NS

B o oVYaEY e Cu Sl (VAVe) Ye\p S d
Breuil , H , et R . Lantier , Les hommes de la pierre ancienne . Paris.payot , 1959 . .,

Bernard , s. Myers , Art And Civilization , 2'edit . ( New York , 1957 ) P . 9 .

i, GJlb & Ball a8 €F iy 5501y daddl Sles¥) B0 Aobl et Lelalt A—lolt Lib

At el et s
ol Al 5 y! Lo




s W SIS 0y 90

A3 O by 5 5)gea

.l m.l dﬁ .J - -I-I_,.
¢ Bl ¢ gL

LR O] S Uy i VY R S
it La Lin Loy ol pgisle O+ L)
il JRA 2 4 Dkl (6 Juaica st
gundl  Juolidl o 5ot (Spedl )
e U od il O JK2 ) b il ety
dedm s Akl WIK2L sl gl sl a
Ja D 9 (Ul ) L) paadl padd) pslie g
o § el 1y uo O c-...S!Q_,JIJ dacdalt by W
SsG (B ) S0 o A s Slade Bl sy
o3 S pandl O (OIIV ey b ghs)
ke faza O ) €15 Gt « Gi) B g ol 31 k)N
Ol gt Ot s g pudll Y
33)_.7.'—-.'.-‘ ¢s¢ias « Theo van Doesburg ) geuss
JEE AV e il G S dow 4) L gl
V_FfJ\J;UIQJ'M,:-:J\,H,iJE»&QIy

© il aaie fe slzewn

e &t o AL W10 ey 3ok 23l O
et d o NEEST R | PP T IR
_,-okv pS _piE ‘.‘,JL.H AW 3 JI S| w_;”y\

o Y -

O d.s U .ﬂ,u plaszad 3 J2) uﬁg,.yb
Lacy Vo 335 W s s {JJ*-:\»"E,«»
ui_,...e- r) CJL}J ﬂ_,t-_’ 0_,.! <l wﬂ&.ﬂ
O3t blia 3 GTeZE 5 5 i (u il
p3—e I OV QIS 521 oddd S)see sl Bilaet
. IJ Q}AUJJ_ 1.5)“ d‘_’,f:_,. 21y Olanld et
Sy Lt Uity UL @l pay Junalich Zoiashy
O+ s 1 Lalaot B 5% 80 WK b gl
Jeolitdly s Wl ¢ B s He OluiYhLie
Cadal i G r’_;-h-.nu P LY Lt
Esmisel] e ) JRKAIL dalzal sad Lzl
s b Wy L8 bghse YK ey

s (Vo ot Y JKay L)

Ladyy py J) odgh Wt Sl OF
dop O demn OF Slidy) Vs O) et Wl
O ot 3 ponnda S 5L Eosee Ju p WLS)I
g SUPPRCIE PPN -la-UJ&..-u‘J:f’iw LW e
G Ot Je Vs leawy OLSY) Lo i 8
pAs e A J el st d cazal dawly Ol
v P Ll e il e o
ol S olael cdoyy ) peat) Niaux
LSl oo 81 1 Opgl ot Slrer Jo dger ll
Uwﬂi rxJIUAJJ—T IR ) L-J_,QWJ
C )l i

gl sl ezl a g SV el 0 ol X
s St S OLas¥l lie Jud (n g M
L:;t;' L:'-:-J’ W s S eds Gla g ol dﬁﬂ'

o=y OB Jl Bams 4 ghat iy Ol Ladly on)

o Tl gy &5t @ psle & g Lo S5




ki 5 B sty o pioes Slhpmy ol Y W
PRV TTRIIE AR ol e RN PR AR Lot
o gy gob By i S st PR HINY
el oK) eds dosodt 2 alall JY 7 AR PVEN)
u——"""*"' St e ) Ol B o) O U
G AN U B D ) 8 pala) (uea
auds g (5 Ped) 2l Ol @Y glwe 4 U
Wrad JSLdl gl gy camily sl 3o g
J.._A.an,.-_..ﬁ.gN\J&mJu..:;,;u,.s\.
plie At 9oy Auy) O A plidosY)
S3590) gy B eI ST paddl Gl
JE 2ty ol coudly Lindl P Vsl Sy
Sl 33V e bl g M by 8 hasos Jiod
JE 2 ode ja gy bie Yl Jo dgeie S
COA IS 1) (YY) el 350 Jr Lt

el o WK B gmia pudlsn o) A

Ol guill 0de P gubge OB 3 5 SO) et plad des
Hthl.a\,&,ﬂwqu
el S il sl ) el O ¢ glally el
o\l sl (YT)SIM g sudyr 1 OLd¥) 1A L
J_.:.J_,EL«J\;.:h;p-of.:.-;b-\ uﬂb‘y_):&.lij
Lgian 3131 o ste A 1Y) S (S e
(Yol fpddied il I gl po- 3l [

NI | I (3= o ol g-.:?‘aji- o ol
bl oy O slon AN ULV ey Ol
) o e ! Lndal Gl W6 3 69, W
linall ode 0 b dowsyly LW gear By
s gy JibY! ooy Lsdha Wds cors U
P e et
g WSy gt Go erpa t Jee
¢ dia G Y ’d"‘.'h o) 4o

el b Bl sl Jas Wb ey

Sl MLl s sl oy Lid 3 Sheds Caad L)l
W) e B Ol o Glages S SN ISV
Shlll J1 Wasdl Logt peslse Selidl Gam 5ol

(V) ¢ S

Moulin , R . J ., sources de la peinture , Lausane , 1965 P . 174 . av

B 1 el pyenll Lblisly dialt Al J1 g2y 410y AV P pudy paotay et GEN (a (YT)

Batae iy 3 i U1 Jyeut) 4 353 ¥y 0 Y i 1 g3l Sy Oty balklly Wbl [ Bde gi»
\agy _ ] Ame o U bl 3 ) OUlenlt JICH Ll iy 1 dugue g grdtall g Sy Sese Jiey!
3 + VAN e
! Dictionnaire archeologique des Techniques .1t , P . 903 — 904 _ ' P,

- Yt -




o .

S B e el Al ———

 Moulin ,

D o
b alas Lol

Yagy —
™

. Diction




e ,_' ou- ‘.,.s Ll Lyl slsu s ey I

Ly i Moy sadadl 5y dall Aladl sl o
Aoy fJLd1 ) r;)Ul O e

) 5 et JI G g et O O
U S s U el Csk.s RO PR V)
] ':.J.»J;..J\ o :Jn_,!\ n_a}Lu'l A L\
\.h. SAglsl s slas) Sl J3lt olas Ji\>
) gt Jsle FW s A IS
. 6ﬂ* Ao S5

WV s ) e e .t»_,uw ol

BV 3 gdow S °.f‘ ﬁﬁa LH R ‘,iakn‘ \f’ o= 4
b)) L) o oy O Gillais ¢ 00O Gp el
ey S0 O e A ¢ A3l Ll

e J9ea) Ws v ¢l adly ool

_ung_uaﬁ..u,u,.o.w-.}s Lot I L
'MLNMMJ\S.-A‘&J-_;J{.«J\

‘\a.b dasday JUC2YY s oo Jul‘l ol

L o5 55650 s BE 3 pa )T
wL.a ol e Jult O ¢ Akt saelia
il (K ¥ Ll LgaYs e Oadll
21 Ghw We pleladlly Jbgude JKui ety
s JSt skl ol Lplie polie ols
i) sl 1505l D1 Gl OV 1K,
gees) U;'h Lail I Iﬁ-L...- 20 148y opi g o9y
B WU S92 O oy b ey el
TURCICIRCINHEE L PR RV H R S
s Sl pam) Pl ey il
Laitss Long Sy radl o 4 Ladly @ ols
Ll as gl ol J S e Al e
s

.

2 grr it 4ualhkﬂ]\ fﬂJ"“ﬂJJ\ o ‘,ﬁtaltj ‘

s il il WK s G Sdaadt
g ol ",'14..5\ Sl y) al.-.,- oa S e e
AVl Aoy N (esi f ) Wass oy ¢ D)
i 1 Cpom Oledpd) Ghs Lo pdd) G0 53
ot Lk G0 Bl JE ) S psm s
w U S £Vl e ,.,i\l\j\ Julty « Lost
sty O e kb L W Sl dies)
el Alai e Sl g kil Gl b A
OWNy Jad 18y ¢ Cuual jaaall B ol ) By
o> O L o 55 puadly (V) sy 2 5y
Ot B8 m Aagun o W5 B dh )l
o—andt \J 3505 5 it de Sy Me sy
oo\ Bal gy Ltas 50 Sl (n 05 O
Gl & g O u& Sm oY an ¢ (o

* (YO e 108 flas

Gl sl st S JuoW gt O

3 J‘&.-\J C"‘“lf o belae u’*""' ‘....-_'J\

u,._._.é’ ol;.b- Je Aol ipsea il ‘u,ﬂ-hh
et bl

A daY it Slagasd) sde O M) s
<l W) Olsdedt Je 0LV pse )l oda Camsle
il Ob Sy ¢ dandall ity QAN 5
J5 W LeluzsW) pbMe dands Jo¥ Claazadd
33 ot U5 5 OluiVly oyl Wlaatpw 3 Leie
0 7] SRR VN [ RPISURR ST VYR B WV 3 DS
J=s PLai) iyl y ¢ 0 puae Sluailin (o alsed)
YA Gam S Gy WLl 8K

O s lgd Wdad) 4t e (0o 4ee ) S0 il
-‘_'._...‘.f'{.—jl-.}i P ol CE.J";JI Jd e Ol
i plazy O gliel Gl Jll Sdowe i Jolaza

Duvig'na::d , J ..

socio]og{e de lart , P . 10 and note :

I,2and P.12.
Ibid , P . 10

o)
Ye)




I ORI el

~ Angxl Hdus wnl‘.u

.-;_}1::. bt oL Sl peaddl LS 131

s (2T bt 1 O S e o
P I 2 VA R YW N VOIS JARTH
Bl (R el e oAbl
Sl e el b WG (e LS
Yo Liblye Lo blsi ¥ Lol L Lass
A e osde W Jazy Yy e el s
wt_,cva'-juljl;gﬂb-w L&bl_}c_,arj'f\-w“
Gl He e dondally radl GUy G

.d....:_,w e \uu-l__,o-l_,Jl L5 L 6 u.;l

g AT 45 L)) B Glilss LSOy Cibl sal)

_‘,DJ'DJI J.uj'l 25 s La\al saealt Goladt Libel ge

s o e bl 21 S Ublah U5 leiei ¢ &
L-._ab' L-l...-ﬂl o bl cb_,l s y Cr-\!b
u.ﬂfh ddewi O L-&d._, (W}CLJ_)\“ GUa o e J...u
R "= WS PO FROPS I [P W 1
RO TP Ve R PP S TR

VUL-«.@“J"! Gdle botaa 01 gad Lis olly sadly

* apladl ‘l’_,..)-dl slayl
OS5 S 'bb S0 pyea Lol L - ¥
on Gl olidlyy ol Law Sl iy
. g i
L ) 405 Lendlge oddt butal b - ¥
Tl e L s sl ged Lase 01 W Ly

Bt
Lo pudl b TSI O Cmd) Vi ﬁ.ugw.‘g‘
Lot Wity Jads o] Gl &»bww
Jugh - teloly bai 431 ,a) “babaa Ot 12 leil
b, oo bl Luw S 5 Lk @
Lt S Lol pn Ld U 2 allean S
Lol s Jobi OV S 0 LaViy Ay
Lo rald L) Claall Jo s gud kil oo A
Lopdl gign 3w OF ells aw S0 S Ludy i~
| R Joh
OF dow Lt st Jool di by cans baiiery’ f i
A gl Lb) iy el e AU 51 Gl
© (VG AV e Ludl SVl B AES 3
Wleis gimn  Osinldly S ity o
g S WU ) ek s Lk I leba _f'*""
o A St 4 5 guailly Ogllelt el ot ﬂ. | U‘E’L
€ d) u,»_, (N p sl P G"J o IRGIN
el b yuls .’Jllp;-ll Wi (")(“U"' -
o3V W m s ¢ s @l Lopn A B s
sV ¥ Bl s ) Lol ‘-P""-:‘ 'Lj_,
Pl o SV 3 WL (O)glawrit i
et (S Jog ol S K ad S

et

§ .u,if;j."". s

Sue (VAef L SN = B pall SIOYE A ) Sa ol o — Uipuols lgiub LS dpadl ()

Yoy we ( VAN & 3ol & & s A A ) s sl xy ¢ el ale o et "J‘ﬂ (‘T’} 2
€ Ya0A & '5eun aylty GUU & palh At ) ads a3l dem 5 e € J = dailly >t S e (")

o\iu—‘

Yhe e (VoA &w 5l o u..u.lu, oyl dxa ) a3 g...:;. »-_,' J,S-: T | L’r’“ Fls U-')

L, - -
) By Ogea gy S - SR @t uvi

Fundamentalts of Play Directing by Alexander Dean - Rinehart Co. NY. p4. Q)

-YY -




»

s DLV Sl (6 Lt Sws - ) N

s ‘ _

o "’ o 01 e ) G gatally bt KN B el by RS Ly JaVhs U Juads
: . g - (""J‘LJIF"”JEJ i.qﬂff y}.ﬂj‘ﬂ a)h b L.J)_, r.L..........JU oleadl) C.-J-H.b Pt
_;?_ B0y M! Lay «J\Jl «f'_,».h, &j‘\ i WS-

LA %}'ﬁ'

1““?&“.@" neal) e e dete aw fL"l--.-"-Y\ > Jabw baet 2 . ° |
g1 5@‘ B it 5 Sls¥) N e Lan s - Y Salie easlasl pelhayt sl baw Kl et
: PN I IRCIC U ) I PYEL PV Ve S SRPPL P IR VP PRCA LY
i CoalsYhy WYY e il e WIPU gy Ll G -
Bt o Ol Sl 06 Lt Gl — ¥ e Al Jos WU S35 basasTly o i) e
By 5pdatlly gaetdt gl delisWt F3 0 Je _ o sl
+ el WAl raiey % P P doazid) g Glowadll al> lay ‘
Lo 0% st Gl e Lin des - 8 b ulgalLJu)bwj‘l!J___Jbuﬂl

- Or dae il 005 O Wb Clsy ufM‘oA&)MJ¢M\J‘fJJ‘_’J\ULqu
Lole Ll 5 isgdh 045 o olasyl uL_.fh,_}(g,-u;ad_,.ﬁ)f.b-J—J‘M
Ot Dl pan VT OV e s Y Sl Sy A G (V) M‘)
s oo o) QU Somg pelall ede Ga paie ye L_AJ:,.-J,L.A\,MM.»,&# Py
Jioot $aW J}nJI db 8 dia dowa i DASIE Y o Y Ohaanll Cluiae g4 Jk-ﬂ
°wl..Jt U)L_) w...-JI \.HJJ Sled W b pai (JL..J b,‘_ 1

, . oo B el dilsdl G «.w&....,;,.n__

e "v,,-\-,-,-‘gﬁ‘ -9-U° i Vgt Iy LY S o G Y
B0 S o) gl Ol s en W ey Jes! Yo ot WY Sowae 055 W .‘.‘_,«-J\ '
B o e dle (05 Wiy dbusY) e o e o) Syt SLdYE Y L_.p pae ¥
o.s_,a-_,l\ waed) phsly widdl gy bl JMI $ ¢ d Jpedll plda (m Jaendt » (A)M"
8 gt ge Jalss RPN OVIES o C..aJ-I L___..h © ey r..._.Jl’. o oot Ulow U..LJ‘!_,,'_,.J :
b JA Gl I Jesis ¢ ol A )5 e il Camaa O $m (A O 209 )
ba e W Ot I Jeaiy Sleaiedll pn 4 g Gileey gl 0 G Jalley fgme ga Lo
FO V(2308 Jsiny  olasedl) N e L ] A W
, ﬁl%yyﬁkp,d\ e Lataa o501 e M1J\JL.J%‘,:F~JM,«».,;-)_,~
b - «..:.,...,1\ St gl Mu \._\....\._,.Jt st Fowdll s gt e ge O _piu (\+ )(u-bl.l)
’l_,] 'u»;,.b Jﬁ e ‘ua!"}n.h \a.\.uﬁi u‘ canllaj o Gl s Wy u\..i_,..u Ey .........L..Jt e
s e Aoy L) ey Y GG B W e g ) S AL e phdensd
G gu‘ﬂ ) bl <ol A GMYY fe Bymae sl d) el S fe e el G OV S 2
N el el 32 ) el s Jey (VDrdlt @3 Lk fe eds dluaall
E)(SAS) Sbaws Go s e 3 b W, b dE e soleas e (Ke Sl

gy A Sl (V)

© JeKS ¥t - Aot gl ()

¢ Bl ] i

¢ @l kall ki (V)

¢ dailgdos pdl B St (V)

: ‘ Lt nalt b (VY)

fundamentalts of Play Directing by Alexander Dean pd. an

My o AV = SR o el Sty Syt agany San 1 e ¢ 2 0 St P Rl Ao pmelh (D)
g @b e JLBYL 1LY aellt g dalhy IV S (31 Gl o i3y

- A -




pan ¥ ey aatodiy JSaiYl 5 el Uy b 57
P, B W [ G SN LS [T Ju

Coosadl Sogasd 4, al etlay

Je g

=, ST e GRes eV s Jes

POty O Gagll sl e ba S

g A A Lol el I g g2
Sl ' S I g LS Gl 1 L il
Bl e Or leaals J1 (VANG N B 3

’ u\...! '-‘5 (\‘)(.3"':.3':‘) s i 3 S ek

g5 Al Bl de ) gl e
Y B [ R NP S I B AT
2 WS bl S b Sl e g b b
Lo ridide S i) Cnds s S S
ol G i ey (Y ) badiils)
Crdd W5 0 Sl UK 150y Al
o St Lo B 4l U (YA (e
ARV A S TEET PVIRE -2 SRS B

Loten o501 A5
AW s ey U Lw i Y
LB ) e W R A
bt 1 Aeantl) G 5 Ak by Sle sl

o oa Bl el S0 L S o =2 1
Chilall o W e O L . wl S
et LR SR BN Clm P iiﬁ,_.:,m :
Do o e il s gy o B
Rl e o SRy G b It
S s o R

P Omeed d1 Gab o Oma S Onaile gt
GLES sos 00 ha W1 el gt Uiy il 1
Gomm 30l v G piilh don 5 aiy s i

b et e WS S iy
S OO AL ) S Gy S
e S P TSNV PP N DS et ;
it o b ot sl i e 4
Ll by Adh iJ,.Ul Jﬁ_’; B
oed Y B sy e Gl - s
ATy ol e ookl Uity dats etieafiingl
T OV S b Lo e s Pt
133 Gt he Y S ot ey Ll
e il L3l Gl Sl et U1 Y1
O O T Y A GLLS B ol s s
oS Y W Cae (F GG Wy LS o s
Sl a B I e LS L Yoty L kb
V@) o 3

Sl Gl

el gl ey e A 3 et iy iyl

Slegtl Jms b o Glliy + VN0E B Sty (S LM Ohyptia ) P N D, OO
o goi pa Laan (I gt G ) Jw,g-&ﬂmw .

‘ A si@wfﬂk,"__-.‘;‘gfrﬁ;,- b . i
F—tdh el et S NaVe e i sy A ot Wity ipgile i by Aol s SOV .;_ toe B "

Tl ge SuBSl gmley i BTl b b Il (A gl ey G Lagfifh L i
Qg AL A (4 Cdss VY ke Credly Lidt &6 £ un o Se07 V£ Tose B3 J3 oo Ao pull odo Gadd (\V) T RGN
Broeli e okt O Y Wiy o e Ll ottt gy G6 ilegtl b o i1 - Ok

Er——dslt * Jrddl aaity -

TG g by g A W) b s Op AU IS e BUasls it 31 ol Ol s sas (VA) s
Hﬂl Ml Ol s o Gl e — Ll Ao pues  pgidt ol f) Pt Jolt 1A Guuiy OV g
GM!‘,_MI-&.J,IIF wBlger dealoll ( Ao B ogled )i)gga—aill GL> s g ¢

Tt 8 AN e fallen st alien s il gl ohaiyt tis puy (Beyond The Fringe) o
U kil Latad Uy VAV ple b Glo g e r ol s gay

dxe Shis! danlje ofars

© BBU ddlle uolis Cudis 4y ple dar lay o Cah Hjew do e B (YY)
J—s ppalt plgb o Coge oxe Sleudly Slagh e degexa & oSl Lo ol B Jd o do el 0dp Cud (YY)
CAalddly sVl st e ASULI L alf AUl Aol o aTs sy by CJU leplar s, -

b orls a3y

el S edl g sl

Y gl by Al
¢ A el o it damall AL

(Fortune)

. oesaidt lig yany 4 Plays and Players

TR S St Lt Gt g Jua> ol gl iu-‘“ Usely 3

& F””




g1 1)

R R R L Jaiclt O

AaYl g ¢ Jhdt e b Lt & > F
i Loty 4es o5 On cbmadll 2 G
P lizas > a3l I s S SN
5 Y1 Oh ol o S Me pes
By ~olie 5ipt e detn OF oo btaa S
SRROVE ) oliall ade Slily c.-.b\'} i -]
B s o5y ol sl G5 G A
: . Gk
L o ol 2 el ! Julxt
By doudll 5 b Ly o>y O K

b ey Ldaoty @l ORI e s Sl

LS e il g) ¢ kel — ¥

B LGl baegtoh (S 1 Oty Jead)
R | AR e
19 Jel) dgedl) (S} 5 hageddt — ¥

E 5o o Sl ol el W Aowall
. t5f‘
b oS g et Shpb b ¢ oMt — ¢

' S J P P W QPRI L e
A g ol il LS e o s
) 5 Jetedt olot OF ¢ e 300 Lten S
B e YA oo Ll 3 M L) I8 LS
1y ¢ gl P Wy ¢ G gty ¢ O
Bolialt oda J5 dag 5y * Ll ¢ P
il cily hn Lo Olea¥iy ool 3 Geally
J—-—’*LC" N Y e J‘:*“ J" l:-:\...!_,
1 C e ey e O LS
2 o1 o O Bt 1 ) -

¢ gl Yns s

:i i sy sl g 2t 'Ub-,_;;‘\iil-.

e Wed

Sl W1 Lt sSOY ey

i O j oty Lk GF) DY) o3
e sy Law sl (o losw gl Y1 Jutaslt
L 501 (3 Luadidalss On deaills ¢ Lt 2
Bl T JoesW polis 55 Gl G ua
Q;-\‘,“Mwuw&c‘)wdﬂw‘,ﬂl_
gy calaall Jutad) S RN g Al B e
it O ¢ Llall 4 puall @l feslhy i) S
Sl 4y (TR Joled S28) Blaall s > Je
- ot

i ale g 431l Lo pdt LS DL '
Tyl A b QU O 6F ol LSl
A pr 5 S SousN J.u.g.S' LIS e oY)
ool ol ) ey ¢ St e Je
(FEWALIN pA) Pomomdt SN el 4 1
(o) p13 G ) P SN Sz I iy
¢ SWh

st 9SO a1
B Bpe o Yo B SO Lol ez
v e YR @) L 1) el 5o Ligme DU
g )G b e leli idyn bl oim
S LSy Lokags” o St O ( Jgiles
S Jo S Aty by S S
FEPRTCR SR Wids + (YO a2
o by Laiddly Ol g Jaal s bt

it elte 3 g Sl A Jaal A

P S iy J Jpeest e s

Yus  panatt SIS O Oy s goAd) Je
i) gt s Jainns b A SN ) A
o) < .\_‘,’.-_,l\
SSENSE synatdl Ga J gl Sutow s el e Y
Jadhia Jo ( Heiiht By ) god ¢ 22 poR
awdd) B pudd OV3 ¢ oo ) JudW () s Jun
Jmng oW1 5LaaN OB - (YV)( Lyl U Judidt
& il o U LW L) W el g
Buey ¢ eileadl Om gl SRSl S gl

o VMY A Si Bt daddas )

Yo go ¢ gl gAY O

Vo s Ml B leh U (YD)

o PV gy Gl (T0)

ok a8 ¢ 2l A (Y.
Sl saath bl (V)

oW ( dpalt A1) ilarpa Sl 5y A Jledd geispe = SRt card (TR

i N3 g




dhglad bt 1 SH(pagslasl ) 0
S5 Oy Sl At (o ek e ) sl Bl
Ll e G35 G Jewzal) Jatlh oy
o33 Ll pass g D Laad
Ml ol it 055 OF oy 3311 bata 0
el SV el 4 5 Oty L
el st LS e Lot ) Lol ey
beed Uamzedl & pdly e medh Jondl) L @il
LRCIVAW L I GESEIOT QI % Y o) 'u.al...-'m s Jey
(o) & ¢ Sl s B Lgiialy ¢ Lt S
St d) G 0 (FORIE Dkengt Sl
AL ¢ e e M ey 45 gy L Jas
L ol pa Jlal Ll Ol ol ¢ Gl
e 4 G2 G g

i T IRV I S P TR K P P
O A ¢ Gl A Lt 1 Lol o=l

Ve sl Lo ndh ol Ay v (o jates

Lol Sl pulh G0 30 Glany ol Jaliss
* e e e il G G

UrkoagS0l oy glall

L pdl Ganliia Jo Juis @3t £ il O
b S5 Lo pn AY Je UL31 (o 50 Lute S
eddl a7 A 4 5 Lt Lo b
JsV O g5 Al - Gl el i 5
Hsi¥l e G 81 gty Th  lh e
(_,._.-_,_Liksl,_,_.i‘s-l__.nh gl g
Aid JlS ‘5_,J£~y| gt S5y o Sl s
Lo ot L S g Lm ol g adl Jgbt O
Wb g ddepls ddd ghay 57 UE1 Lzl 5L(VY )ontanal)
G2 s phy L e (VWON) VAV Ot
3 Juay ol Lo o (Yovr) (PN J0L W Lo e
Or AT (VR SUL Lol Lol oy e
R A T Y
F P (VO L pn g 0 2 55 o

Cedtply Lol Ll wel Sl v o P e
o Laasell] 45 4ul) 5, sall Syt — ¥, ’

C i g s
J_....J\ Jaznl fe a0 o ) ey '

Al e et e s oy - o R ¢
Ay ULaJ " 3 . & i [PSEE
S bhaw b &80 baw U 4 S L |
Al a3y J! ﬁab..’ ‘W‘;JI iy asl) u . Al a‘ia\l.l._“
JJJW‘ J_,_Jb [t ;.L..v g‘ oL Yy o+ -)L"‘"Yiu ; fl J—'«—«-:':
Sl = b ‘-J.-.ﬂ o> 3 ,___u}“ u'b (‘,\% 5 \.h.;-..ﬂ
w sl

I Ml f"}‘M‘M ‘5.\]1 L)U"'-‘
Farce ,_,-;wl N n;LAn ,’i rig j.n

£15 b st 5 Wl b IS ol i
49-_,1.1 CJJH J) Jw 'Y‘,(J bubfi?: u‘o"p

ity 5yluall A J‘“J Vgt U W o g
A oY Ladass b laai Y rogss Ssi el
Goudll okt gt Uaadt il OF LY WS e .
Aot b (AT st Lad Ualdll o il PRt
'L_a-_):_,wuljt‘bda.b‘,-.}\w}ﬁh&b’
b (Kar s Tempo e & ‘o&
b gl olsh pw Guta 501 SoLall u.a.ll

¢ Ll ladey Whe sl ‘fagﬁ“:,t

| Lateag 3 4 21 8
Sy oS Jut L o0 (5 ‘Wj"h J‘-“‘"’A.
ir_‘.hh S5 Q-_,f) ol J..L e os o) J...li LFMA‘
A s bl 41 4 JJJ"-“‘C’"L"L“
Gt 313 a8 S Y i) sy Y
ol e owalt U1 o Woudl) J-’.«“,‘_

£

. ‘_,.uwll 0"‘." wucsﬁ.ﬂ (&3] W Q-L_ql." 4-“!" bu,ﬂﬁ Aeadt ("")
Fundamentals of Play Du'ectmg, Alexander Dean, p304. )

(L IRV T LU S MERIPE- P R A 7 I_,MI"...H ode o JB5 W
Plays and Players T ¢ it

¢t

VaYs of et

w ¥\ -

(Mouse Trap)
( Charly girl ) _
( Hadrran the Seventh ) )

( The Price ) v




o

]
) e A Ol L K 4o AL
Bl ik ot e yn e b ozt AF

B CrlO o B oVl e Sl Jead! «.Mnj

BEUY @ oLt o el Y e ale el
b lemly Ball el st e il
b1 e s Pl be gAY ()
e e P o H T I T
iy Lten S Ao dt G G (Y
B dl o KN e O cus o Dbl
> raed ¢ ety Lgger oo W) N L S
U Gar ) (1S e g o] 9298 U
* Qe GBI e ) e bl gia)
oo gl ooyl s U_;bu (v
Lol g ook S (o S Dl S5 O cnts
A Lol e On paB A1 L nall ot bty
* (V)G AT B sl g;n,
Litn ' Sl e witis or S (8
¢ el y Sl Y
Al Sl At o G a0 Usloea (0
31,00 oMy ey SRy St Lotn
' ¢ oM Sle ia e Sl Ay
T RN I3 Pt grdl sl 5 el O
DWW vt ot w2 bosod wsts WL 1is e
J--l'l Js ‘_,....J Ly '.,J‘sjul CJ—-“-’-..-&'l A3
_,ﬁr Lol 5P ey G al Lo S
Al S5 Gl B0 Ay L) L )

_,-wll‘-\..__ﬁf M‘d#‘%wbu".

a3l jall e oI >l 5500
.:,;.,.._J U‘_r“‘.r’l‘,-f-&mdu\-b“f? |
‘9)3 S5 G B LS Sy alt et
e 51 0 W) Jediaazel Jo2o¥t olat O LS
e A Y (SASTY ) A, oA

dis g nall 7 reeld Al W 5 Lo e (8NN o
Sy e s GL (VN7 el Al 5 el
JS £l s et aend i ¥ 5500 Lo e
Lo pun b o o bty 0 sl (VAEAY) o

| S e g3l Amas GLP‘-‘}', u.-:f_,}‘)‘nj UJ&;}‘

Ay Badt B Jd) iy ¢ lslae (TV0)
PO S Y .':'n_,.gdb At Lo e 319, C'b ;
ool b Laa s delis e W 38
YVobaxilo pua Shas 5300 i UL -
S gl b L dGA Laaas Y BT Dol
NNBBR N s pins il (8 4 P O gme
gha Aees Da ST Lastyy aie ab ¢ Lt SO
A T R
g Yoo a8 Reglt B Lgas
oo O Hes IAs Sl el Sl il
Crgels DleaiaVl @il Jbo i ot (e )
YW A S Qs et b w3 s gb 338
Wiy a1 g el
NESRRIVCRR O TP | I VPR TNV UE-P) P U T O
Sl padl b ot Jud OF Ols ) low i L
N I QI P-"1 I W LT VIR T N EpCIUPR-{ WOR [ § o L
Sl O 181 = ‘.J ts-;\“‘-h CJ&JJ ols ;_5_)0-1 1-3-
Wil e ole all Guslie o o 2> 7ol
M&g)ﬂcﬂl:ﬂxd\j\.&‘ 1:.:.5%.:.-;
oem O Oadl alt Qg ad) AS) W3y Foiond
waiins pia 58N O (gmsdee S £adt J1 4
G Y ely Gl by ey 45
J¢ Yoy T S Gas Boledh bean 51 O
(&) ataladl fany OF WS izl G4 joe & M
sl Jo (i Jor 5 055 dsd gt
Ll buta i 44 0Liel 0 b o 8T jualenl)
C Al S i e Ll 0 o6 aanls
Sl sy et Ol et SLAN Lam O

4 Jaei s @& pall c_,-ﬂ ihu (vaj

VAVesVal 8 Eaeally VYA W30 Coreald Bl F 00 Coundt it Tl B o vy

P BAL A g polalt (vV)
Sl Ml et ot A pdb £ o8 N (OYA)

VAT = W80 p padly bdliadias e Jo Cud gy Lol £1AL Cad (7Y)
* ol S Slaldt Gy sad I S IR e 3 Lk (54)

C N B Ol aay S U O G 8Y)
2 S et OF Y Ate L Ay dLBU jarddg 0 0 (Y el ) W B w11

ARLATS oY s A S ot L OB el sl GV B G ST Wl O e VAU
t s Galdyd o Adegll LaagSIl Cla S pY ol by

-t -




Ca el Gl (B St el pelae a0
PR ok WP U I T TR
) ool O Simn At g hadt Ll
dp Ay el OMas s 5 Kia dsliia ) geddy
demary SV U gl e gendl GG sliac) (e
455 Wa 0 S Gy peBYL el el
¥l il Lo gdan 4l 3 piin oyl LT Gt oda

— b e pallat b Koy

21 8 plall Codaddl acal slaeyr =)
Alalt &, ot L
C okl ol b G sl b Koo
Leants 3Ll olewasedll Je slezeW) — ¥
oY ‘\-.amu_, S5 )
= ubJL, Ll el Jc slzeyr - ¥
C(EA) et s o s

emadll Glgd

'!JJ..J' DAl b SN Jreay QU 51 ey
Gl O S (§)cmaillod oo Il s
okl OYV J1got Lol Lmndd) oWt 8L e
ey s b dlan La) O ey - L
Lo o] il ol Aiaddan ey« aslally
o el b s A 451 L SO0

© el el B el QU e
(0 +)Cadt H’ Sedall L ls a tl e
L Jid 9 iy Less ot A1 Jie o
SV sl an S Ciey W) Gla
OFcp paalt O 0 3 JAJg ped 3 0\pig) ASIs o

ozt aslal) d) o a8 O w iy, ool o

Js-di’w‘ (£l J.lu‘-u- L \genis, oy s"‘l )5,

‘_’L?y\ i JUJ beslezel 408 Jb J‘Juu“,‘a LS
s - s s o
S ) Sl Al Jat e Lidi O WC:"E 7
J—k S gt baw LuUaJ-..a.uUu;fM _-}-411'.

(££)5ha>9 4> nn <il5 = *—’r-l‘uo;n-i\l&g,
G @ A ol aldl dl G ;,{L‘__
Aih  Aowal) luatanlly Gy s,
WMUW‘M&%AIDM
Sootd) Fmad B Aol dbusy)
Uoery NM*—NU‘ W33 DY o o
RS JJ-;,LL P T L NP & X
*Jow oW lacily Vi rU'EJL-‘JV ot
ceYIol sl (e AW ezl
byl 5 Flowalt pluszad b sl .uw-
Al o WY J‘,._,h lebetess o3 307
(£0) w30 91 Blpall o n olic) Ua:.,._ﬂ,*_, W
G_nalh «u...-,&h Sl audl il u*“:yﬁﬂhd" :
ks 3 sadl Jouiosal Upee U 55 Wiges
bt o 031 L AR dezet By 4 ) G -
BowsV peze J1 o 41 5 dde o peill Pyinon B
Ty g"J‘P‘“ bl il
Ay
iv“"’"’.}"“sﬁ J'-GJ’ Ol dovi sl SV Ll 150

P o
rs; .

Gy JJ gty & ,_,.:x: ";,- F-2 oY) t;l'...‘ Js o s '{.ﬁm{ platt & ..r‘f. S J:-olt i J’ .dﬁ‘,";".‘* . |
wadd G il gb D palt St o i 5 Yol g oy I A LG pdly Gy ¢ A Clyie "'*’;_f‘j!
i

C O 5 0 T 9 - Bl A A0 oy - KT L e Sl g aad g Ay AT U 5
CAVL L 5N - Ay Wt Clwhadlly Ogxdt dges g Il e seTAl SVl b A Wl ds ] paty (£0)

PG a9 it BN sldsl Skt 0 LIS i Lgitlgis Bgjalls VAN o Lgaxtl odgd soeb Jat OF (V)
PP Gegealt st Brery VUEA ple Sl At Gl AU hld b AS Usm 0Pl Ll s by
Lty dawgilt At el U S5 1ty Alext Goidl| aga B Jeiit o St

pe pdadt Jomacy

o Wa et Shet Lulles U3 KU b JI oWt ')Agi 2381 b G GULLY jaa P degexlt S (EN)
WAL a3y gdye VAo ple B VAT el Shlir b caail] el ol pgadb Ay (£ ais
© dotlieds aex S eIl BLA esle .,tr, Loddai 3590 b SN Saodalt Sl Joo @ &0 Lalacyt by daegdl

LI I T P

¢ Ay kall ki (£0) oo
v it Bludh dalt ¢y

LT || PPN < .’ar.liuﬂ-lgd)‘&:."

© S ey o agmee optt et 00 :‘”
* pahe ol g ¥ OV 4y
SWI Gy ol 2 gl adl (OF) '

ol




i

odie oYl

L lsy ol Gloesa e
Bt bt o5 Jain O Lo Ll sl
SERUNRUEN RIS T LI L
. - 1 . & & Q"\J

& «

(oV) g\t u...ay
)SM N boaill Olgd b s
B doe Ll S ol OV sl iwy
., s odaad) am ol o)
Buis 5 (OA) S S0 I ol B EHRVIR
(0 P3N g3 gee OF S Sgixdl LT
2 Lo pons od Lol o 458 g0 (o
L) el Ay Gt QAN (B Jy ped
s ilaly oldadl sl b ey gl P >
BT L pudi O W Jdomy T <loYiy aalall
B Clgl pa )l aa g a8 ey OF il
B Lo 2y« ) B Ogdall Lo pur iU
D) pgue <53 VALY gl SN iean (P4
4 ,...11 Uos Gy 5 sl 48 ,ﬂ,aL-J\ ) QROWE
o J by O s 1—'\4..—'\-5«-: %,-Ji uﬁy.c—.h
.. P i pudl GULE glaas O B aad) e o)
o) W Gy OV A3 Sl el Jo
e Wl @ s Y cmadll Oled oo M e
i) oo 99 9 llldliit uly (o Ty S Y Gl s
G iy g ge G ol 0 S WU Sy
o JBLaYL We * 3l el gl SIS e
}‘w:‘w FMs Haig sl SEUWN p
; u-ﬁlnh u"Jﬁ"’ e O &Ua...-.al N ._‘..anlh
f 3 o Al s 4 sl polis o

= - g .
Lsacl et e pea A
- 1™ - ¥ 1 - P S 1 \ i A
el A8 u! )'Lx.-.nr‘;“ el et 3\ e I

SRRC T e g 1
it S it g S

- 4. ’ i Y b
8 tavea . dA3mio o =Y sus
2 g

SledSJl Soeniza Jo deisl 3

TSN giadl Cioe ,,sw\ (WL T J,I 9!
© (%) 109 v Sy sy @ = Jalally
P!l (8 e Jeazw] &) Jasis
L) 0 61 WF ¢ didb e 5T bl Lol

ke Lol L)) gl Jemzel 4T L)

Laies * lad el o Woy oeail 40 )
o Vol gt IR A O e ) Ve s
Olnaied Gho) Jgid ¢ 4 gty Dl Livs

-t g Ay Gugll Ll 4> Al

L ot 131 Mol ddlee
(0 £)hlrda j> 0850 p90 95

h,i'lé‘\ c-‘l'—o’{l hf-:‘
L>g > a0 Usd

Ul s dand o s O Oled S A3y

© L) Lo Al B4 WL Al
5 3hiky G 5 B ekl s s

Lo ps hop Wi ol Vs 1K
+ (00)do ) Lo gl Dl M Sy ad

Lo pn wmadll Ol st b oy
doby Jead a L oy Gt S Opdall
a1 Lol g3l gl lais W o i
vam bd G S

Gl n plina 3 dazeh 3 cadl) OF Loy

e deimy s W Sl L) pel U s

o BLJl pialt di (07
s Sl paall b (0f

2 b Ly AAYY rls alle B oMk (g2 AL LL--JG Cadly 2ot Glodkw Lol ohisty gy a8 (00) -

o oMk Seils &b ol e i
«oX i S sheall i (07)

aliogilt dgan JB3 o 0emfd pb Wb gAY Geini LA JoBay S gepds VATY gl Eplilt S A3 V)

oy Ao bl ) pi Cotnd] poudd B gulsy pB By q0¥A0T ple Gl sy 4 Jusd Cu> wlid Jofo s

L SRR TP} ,.ls ot = Ul Juad I - cnllt BBE e o Lo sr Gl o plai¥) Y Lae> S B
- * g I3 dlaall b Wb Alies OYF Joass

S8 a.&m wlad’ u_,a.u padl Commet Ns wyld! S ot It SIh B bsaden - SWh ey O (0N)

: 2 vﬁ.ﬁ; o ALY ey lgdey Slast da ae ddledf] wsllll e -

Bl St o Lgblli woled uﬂv’ VLY ple SUS el Bes ey Fgimdt LS Ll p dgeme (04)

v ol by 3:,..!5 iy o) o AL b JWb o9 W OWs VAR ple Dl Sy Py

: o e B Olygdla JWE ey o AL W (W)

© godiy leliandt dxloal

N -




JdI Clevhy - (V) & 1) L1 (A 4
(V‘)J-rk--n b Slai ,JJ.‘ ‘_L«.A S ,:-,‘ “-.. .u,,‘ %L.;--WA
(V1) 4dEll o Lo mas o 2 (VY) 09t ugld

2 LJ’.‘.\-;-A
oo

55_54""*"("‘1“"'

| POV S5 L S o dJL....'i Caro £ il

bewlle co o Sleoss 5wl oia P S p A3
Jted 1;_-\.:.-)91 Ll._‘.\...JMJLf &,.a Caenlny gl
i Sloase ] sds 00 L ) Gleased))
Wb bae foadll dblian o e gl (V)5 radd)
Cldsed ad lalie gidly 34+ OloYh 45 o
Jals gzl (VE) @RI g0 Conilsy pall 4 g )
S Ay ol ikt e Lt ool ga
Clliad F J dezel Gy * Geatioy Waod o0
iy gl 1 815 e M) ass Je
Ll 1 gwaae Llie Calserll otolonn Loasedy
BRI gs dems Sradls * VO S lss g
JU ) L;.JI g..h Gt ) W el Aot g
JYe b\?' Aius L5 GUa e gy Lidsd
Ldldey dbloall olalhl « Gl bdp o )
ol 4 Sl diny LiSey ¢ Lol Gkl
bakid Jyud o fe ¥ dbled ity el sl
et g Wity alst Ly WL Gy

N R

edb cabst bedie dals Gsls \,M};‘
AVJés a0 An e uel h-...c(.g‘_;._,‘w ;
el SO s e (‘\T)dw‘,ﬂa i) |_,w_ 1;

!

i 4! (:-a.Lu -c.uja- LM... k:.._\,.:u JJL_D, g

RO TSN -4 ULWJ =1 s o) «J,[,,.ﬂ

St SV Lmolh 0 L)) J e i 1.&..,J
oy (Sl ol gs ldmy - ‘5'\"‘3':‘"‘:’
Ow L G Jalsf) o Y Gl i ] o

(:ve.‘.Jh_Au_’ )q‘ar.” o)i.v\ Iy L‘.-LL‘Y by
slem¥l pla W Gdes) T e )
el olalily, B
slandl o ol gl -5 s
Lt by Ll 2 el S ey &
st S Glhan ey (%) L L)
LSS ) alands 35 Dadls 1em Liaft 5200 3 3
an ey | by fes 5 K
3 Do O (VU Sl Ll s
G prd) s g Sxadft Oy ¢ gals >9 Ao

+ ol Al a‘,...: ._’...r

u.m,dufbj;w\..ﬁs%&c
3 QV) Tl 9 (V) s> Ss4ee 5 (N0)

R T M P N ‘,»UI 3 W g Gl e (0)
i) &l gt o WA Ly Syt G Tt B g oA gusJU degdae tew T b>gig dcgda L (1)

Ll i dsly Torws S & AN 2o oAby w-&a” L o VLS JUR | 39300 &gl T 97 a5 jgeica » v -

VAV ple sl bal.uJ[' YESY] Ll-hm - gt gy -bl_,'AJI' el
Loty VAV L é'\-u.) Cour Jo ‘-3;“‘ s o9 Cudai I_’-.B[c_p..ﬂ @ b SY g o Hoiy gin U @ gdin (N9)

# VUM Sl ke o Jo¥' st Lo dcgexa (V0)
IR R TN ,,,..n.... ke o JW g Gl ia,.:u ({A]

1401 ple c_,:ug IS e S2g lgd upds VoY I'“ sha 4 Ay (VD)

oA 3 Wl QU3 IF G 2b Ay
o) sl il (ry

e S S sl jraly ()

¢ BLJb halt i ()

o

¢ hanlile ale £l3E es VATV ple

© deadlas gl Al 1y gl Tty
Aexltiy

cdesy J
—ale |

o deme g g0

+ bt Ly v e s plaeen 0 padl gl Susl S S by VE) 6. _ wdn &
¢ O jlal TS OY Jemrg ( @t et G ymaliy 8 Rea Jecs Uanty ug—d!-l‘muﬁc_,;u (Vo) ¢
-0 -




b
4

. . Qe o TEEE
> et JJ rehaza) e d.: Agiim! A2 L ALL

doabld suall e dssl ldie (AY) olg> 200

R IO 3| FEYS i.;\,:) L_,..J\.n_.; JJ% &%V'LML‘]
¥ l.i}q.—'fth o -L:»Lu laae 4‘-:"'\4.:.-’.)—\&1-‘4 C.."a_w.,ad;‘

Sa i E SR e 30 L) edd

u,_.om_m Loan i (A0)8N B Jad S

i L goma 0 209

o dde daim s W el

- U7 Jr ooyt JJ;.;J O el Homza
B b Lo e 5 0 AW A ST R RN
B ) I\ cud i M) A s gema Jlis
b LS L oy Sl o Lo

s J el el dasaon T c:_,!ﬂ-«U\

G BLs Wb Usy dw Juay S V)

B LYY o ey v o o geee L1y 1D ga slos

¢« Lal (AV) skt 5 41 by 8,01

¢ (M) F L e o

Bt et Jid s S SV
Clpleais S oolidy Ll S Ll
| it g Aty sl gy Ll G e

i . R . Y e -
e i T R 1 g ezt syt )
T ; ‘ = . . S |
% S Y ,___-‘—..__..}' d‘ ._:}:-e.._. - u..-.d‘S s ,‘)&&U"ﬂ"
Fooleall ) ducdaia 3 oY) lde 5 o gy oy

A W QREVIRE N

(YWl 4o

el pdl G2 dha el Jidl 5 430
Vim Jolm 33 0 (Selen N c.a_\h.‘\ de e 9.._1
acid Jadlls 7 Vpmea Wl GUWEL Jew O B
VA 0> 303 & VA b S lens) 3o Uall 1ds s
d5) AT jeen a (AY) Wolina Loy (Av) 359501
Sy 8 Gl (§yama o4 P Lpast By 025
gelis) o poin ) Sla sl ey L)
Jols min Jdio b iy 0 dogal S el
Gl S K AU G Glasd asy S L
3¢ Ny @iV et Sl S g 9
b O el ey Sl s fe ety
Lt Gl OF ST e Jabu s s S 4 sl
el ey Tlladh gLl Je dowid s ety LU
e S s 4 ) im0 OMI £l e Jo
JaY) saall ¢ Jows¥t ol o aeerlslp sdaaa
plll o dadly e B L o I
Loased sgo Aid (AV)gunilgd Lo n 4 Jad LS
L 31l e T~ Rl gl \n_)f& Ny Ma)
ol s a Gaaiy gl pa Tl Upes
S iy 3y (g pm OF Wl e sl Al

B L A1y W gl Gt sl B g O Lol Jopid lails palie pid g0y ilglt S jhaia yadl (VA)

_;I..p o Aeoldd] Wlab 5pE OV am Cuom g S (B S0 duagJt shodl CIls Clik> ued B dldea (V)

o SB eUd &gy

o Tt B A G b Jeredl] geola SN J15 Leg plaes” Jusy oS Dt dgae cp 7 AT (VYY)

¢ oY) Oyt B rweld LUK

s et

G Y Bl Gl St B b o Mk £ et plly fada gd amy Wifialt A gheda el (VY)

A s U2 By VA4 gl el it B b et

pby pasdae pd gmy Maglt gl dede aldb (A4

e b Uzgbly VAVY plé dbealt gl ) Jd ot pBy i 2 30 wilighl g4 Jhgi el (AV)

o it bzl o VaVe e Santan Rarka oSl bl Olygadle & e b - udld (AD)

o aas b g 3510
S e s ¢ A ple A A Olldedf RS

Ve AR ) (A

va il it (Af

A+ R BV (Ae)

gache g oy Cligll S gt ailh (A

e grally blowll &U dopu Js b AV

fy daxt| Dgdlt a3 Wge Jom AN
b Jetett o VE B lgmadh U el




o ey

TADWBYE Sy (AY) ol Gy

. 1 " } 3 BTy e . st
...-""‘l"’| S U’:.‘f.:‘&\ Q..‘,.JL)\_,TI Ja 2 ua ,.I-jbl

t

Y ooda ".J.A"\f_\ J’ :J-\...'-.‘ A ,__‘! ...mr L__, ;,- J"Jw’

6 On 5 b 1 AT e Gt Y L
dalia o S Sl o)l ds Tl aaled
Laan s BLLT a3l J o ati st bda S
ety wi bl Setan pliLL SO Ol e s
oWl Lol gl e Lpghot Sl Lpiabon
o Wt Aoyt s (A8l saie « wbl ole
St 0S5 WS lasn s i sl ol
WL Sl Gan e s (Al
Sk ol S5 5Ll ol jan oo 4

© AV gl Ly

s tea 91 s pull o blos
431
L5 a3l Gam didiy Sl JJ‘ut-‘:ml

ot S moliadl G pl G sloes L8 all Olas
b kﬂ_).}‘\-\aal d‘ Lﬂ-)'u.-—ﬂ_’

gl 834s
o emalll Oled e A ) ede

s ity Sl

O 7 Ja
Zaom (AR g0, vz LLTVI | B S ‘:5; (o 'i :

A= b V‘Jjn—ﬂu-\.-—lul_,,.hg; _‘f«;
oot el ..q,.y Fhy iy U3l A : 2
wﬂag:uu-lb_,‘?rmitﬂ_)bﬂﬁ Pt e
Gl Q) JRes i Sl U oy (4 eydald -
deed Ak el Gl Sy Al Jals :
At D S L O ok e 3l §
Il Sl 3 miata Ol2 iby ot .
JL;-UAU%-«&'\U»LJ1.1;J;_,r _h*:
LU pein il paiol) 31 s g ,1};‘“.-
= =

U g8 W as el L
Sl Foaid ol cosyt ol
oA JPa_.Mu ! oty u-.‘.l"‘“’ . w_,y_{; &
A5 etidll 1-{‘.“4.-“5 <Lldh L.JS‘)A ug
e ool AV 8398 L renie TSy

Lo pdl sda o Ladl gl die Land) ou...
A3 L OY a5 s ) i
Fldl O e Wl 2 50U col ey olowaies
Gl il ) 85 ST 50k a5 f"
5!,_@_ (,:4: b.a,..,i.h O O ,é‘_,lb,*

FUHE danet TS Gy VWl glly Lol &6 Lo fs o ! Gy Sea VE B8 G4 Bgia et ALY
U Shae daut By Y gk Trlly loiedl &U £ s @0 @adiy Sa05 VE W3 W Seie el @c)
v Ol il g G Sad N ple B Sl Cf‘jt Cﬁl

JU ( daa "

Som Ob d ol il Gog By ¢ At Gyt dgas o
Ao pua gy VATV el T et A8 Lgad 0 Caelld jliml ) Ao pua oM D e Jaly 0 ul@e
bt Tome WP W St Sl ) By e gl 00 VAT pll g B S 1 (g
T Aty OBl ) 9 Ll Clagds gl A e Vave pBEE B ol
S b Jol Bey padly bl dxlas & 0 WAl Aot Gt dayab) e B Joke g S @AY |
It = Lo s Sodt ot &0 cadd o 0 NANE P At Sy ugal SN bl g B I GBkN 4
d— (RA) Ao pn luds B & Catd For mexllas Al g1 3] iy VAN ple slaiy g 5 - u,,,-}uﬂ' ‘:
Gpme s hAL D Oleadh) Lo e JiZl Lagll T AN CuB @ VAVe ple dudi gl gl e S
s R ekl Suled Slga B o8 gty VAV {-la

S LI LW IVERR B A LA SRS I [P, PRyCPes (R | Tl B3 ol geia el (A5)

+ Lay s bl ﬁ!}l o8 VAYY el Catld

§ J}U.i: O sdt.all rmi u__n":f..'c.‘bai;a sld Gt Gedd L _,5-! é.‘.JI’ 3&,4’_“ ‘53‘_1" ")

= XY =

f ol pll oo g3lad ) pasdpn S AV) epH

w3 Va0 ol AIWE G salt Sl (0 A AT ] .
b dotan AL
b Sttt ¢

c Coddl padl 3y S e e (R0)
Y N o gd! U A




Bl ) Llail e L e gl U Jat ¥

By Vs lodan ¢ oW LG

e ll S sl Y o8 0 W) el sl
) slad LS g plats Yy B
Mia Lk Gsbym ¥y Wl Slasl Ggezp ¥

P I e gt Gl Y b s pédlelas
S GMe LW W e S0 paa e o
Vil S B A s

> 1gaals Joot pAll dlaws = 51,00

o Jxall dlataly
Uonin Oz golall 108 g = bt ot
By akobly di> Wb 92 b~ ot
' s (VeHywiRe

)| ru\—& c._o_,.: HYl Jku—..” PY )
© (Wosedl

B U Gl d olyy (4 pa ) = B
B o o1y i 19 U Jlo o Waldl g a1
L ceee (Vo) Jh S EWN s Ll oy

R Y e Ja¥) eds g

O O e I P I PN
P A i ) res gl p S5y el
B il Jowsl ¢ JIKOY) Goeia Loasedd) ode
Loty Il oaad) ds S50 bas e

i B S V‘_L;; el ~._.U.:- d_! ey

L gl i-ﬂi"}] TR GO Iy P US R Ve

e Ot N osln o 0 Ao el daalddl

'\1
-

\_'-'LG‘._J—"‘ oAk W b --:—-JJ.L-' icls u&.—h dzld

” f‘ oJ,.J.ﬂ.,‘ e ;_,.- u\bul C\b- *...r.,‘ .A .bu._

Wl o131 be Lo al) whalad) 5 8 ‘_ﬂ-‘\ﬁu s
s oW Wl Ayl de S aezst il
o Walaslele Sle iy Zoldl dE g (pddt S
(-JMJJLJL]@«WU&%'LJWJJM' :}uaf‘ua.ut
Ay 3 easls bos oy el oL, S ot e
S dain JwsYl Sdeae 5 1Key ¢ W)
pnidy Sl Gr Wt 3l A conn Leis Bl

o ey Bl ULt A3 5130 Jabe sy -

ol Gl g (e Ll S o) Al e ddlaa
Ol el 18 lpld O o L8all Ly O silany
O Cadalow s Hm g yaiear s 11 jellal)
WLt 4y slaadl Chay O350 Vs beslien
o W 055 O Sl Jobs i - ey )
Iyme A Sy S8 g2 A gl (K Lt lea
) Pl Jo o8 peimald Lgiall 4 gy ¢ pezall
A5 3 o d) Sopee Koy (AA) wlikly £l
oLy ¢ 18 Jee Wity dide o Y mezadd
LN Sl i sima J @855 (] et Bage
OasOley i S f s e Jati) LIS OV
O W L L R s e
o AW oY K e Lol ¢ Lo ) e
sandsbey 4l alat LY Sl Jaili Lad)
Dt s ) ol G w5 WL A
PbYICL ¢ USad) Less el Lo pull 0da je 45U
iz o S WY e e A 6 el ool et
1S ay ol bt gl Or Ol ) ke
g s eKad Ol e Y Sl elles
Upamy pn )l Sl Ghol 15as W51 (g1
Lgaplory Laus 41 15003 Ay (1o ol
. .LL_J’ BV ‘H-LEJ- S’J

AL ey
i) o pud) sdm G Al sy o e

G S i) o 55 P e S Sl Olal g1

ceziiy cantdl ol Lleys WL W o jkew

c 0 e N0k b ( BLamlA BN Cgdi ) Sl dhag o ALY WD @AM

Voo @l paall Wb (A9)
YA go Bt saall gudi (Veo)
YA o GLdl shall g (Vo))
Vo go bt saall L (Vem)

- YA =




Told) Gl s 4 i O SN il sl
G oS sl L) Ladl 1 b s sl
s Ge Gleldai) gy b 528 5 L3100 L)
T ISR L Ll g )

Sl Sl il ks A Sl S
OV Ve oilB Ll L1 O ol Al (s
Sy N O e Ol deab LS Ly
At Class oo e J31 WWhaars o,
LosSs sy A1 5 ada slat OU 01ty
Cl i GOl ) Obest hlan 5 pai Lol o
o md) Jadt Bl o 1agedls Seldl e s
Lael s 3dsb b OF g laia ULl @l J%s
Bl S5l Lldhy Lol W) Slndl e
fo— A s < Ol b S W) 5
b Ll 1 G Sl on deal) wlidalt
Ao leyt,_.cugu,wsouwd;ﬂ;xm&.
Cledly s ol ikl sde b uSW)
G Py el s ma el 41 )
Al PSRy —-1) CJI—..U gl i) 3 Uo_,:.;- da 5y
© malt

o Ol W ‘w-f.»ll sis i ‘_,»t.Jac.h..... ‘.J
h}lall uL&JﬂJ\ rYT s e * aL.»LL! aleld)
© el 3| 4l W ek 5 p A Leadlany
~J;Lm;uely,4\mgsw1¢ﬁ

SV roliall 5 Ga wal gmy Sl Ja

r)‘,.h Jammasd daliia Lpa ¢ o8 dde Vsl g
e e Bl gy O b O S el
S Jeat OV (W pal) pagia sl b ) by
s—rs ¢RI Jgeed wptes 0 dpmes L s
AU GE A g e Sl L L O S
. H:U:d\_jlp g’ lale ik 8 L J...c d-d'l
Oledladb slawddl pusd ) 35 0il) 5,85 Mo gty
Lome ¥ 3,0t oud) Lib W) oty Leis
e e I8 Gl e AL iy L3100

il i ha gy Ll L«U\w

St 4 G aib gl e Sl
e B S 5 L8 15 14l
u,,-—w S~ ey tad ratd e 4
oo Olaid dI L el ,«h@
e Ol gt Al L JIsbw gaJé :
Jred O 1 ) e dai s
15O Osibll 4 oy il
s Al Ut Lol

. Q?I“"U 5

Oleaid Gadb gl o Juow 1 i)

— Bl @b, L [
sz O SWI glhiol ligy (V¢
u_J.él 3 deiclas s v ﬁ»ut
s Rldy il gl ovian fo Lo
T VRS [ S TR Uy
il o O izl by G b AL
Tl st A Gl e Sl s 3 |
M Sl € ade 4 ia o ‘
Mgy + Gty Sledl @lls jo sty
¢ S okl 3 OOV e
F L..:Lb_,!x A o ;L:.:_.:H J3e
szl dl ey Voshiey Lal 6 g
O3 o S i Sl B3t b
ol bn AU ddnld) Sy o

T (Y o)Ll
edes S SN 0l gt O
Al b ddn WL

. (\ +1)

BUR IS R S [V

[WVENEN ] el Tl i3 5 Al sy U gablt atlt I S (Y

63 Ol dgm F Lesae Jead sl bt sl Haiay cwdy Alextl Qi dgas B gt 3 (V)
T e Y Ol ) AR GOy Syt i gt W

c Bl aldl fae gF UL (Ve

* Bl aalt b (Ve
19wl ul (e




11

I L g e e l"'a"‘“"‘ g.,ubJ&JJ-':J}

L I |

. ool A b dasd) e 2l ECR VI

B o s Sl P e Sl
1) desdly ¢ e i OF st lu i
Bl st pey W) G PV Gela3d) AL
1 ERURCHERS A 5 il dgalealdVg dusloi>W g
L, Wadlod) o)) il gl OV aizas W1 8
s gm gl agm OF e e
s 1 alil) 350 gand) e )
Bis s Ol i B o) Y ¥ o
e b 8 3 R e JUI oo
PERCEEREN IR (R b S0
b oSO by Rl i) L) Ogene
A i g el L i B b a3 QLS
PRSI WP VAt P B
‘--cfl,-L..éh df""“"!" L’B?ij\ C;w-u Az CQJ-J
d’ eSS Liashy ¢ Lol Gl Joow )
osethl s Ay o A SISV e
T T U P N
) 5 el 56 o Lt ade D1y 5
L) g Uil Cldonan s Uad o stV
ot on W g 55 et Ll Ol (G

(V) ey (Vs> s

b - LW Lol e Ll

1 MJ(.L\YJAE-\.‘.,:K.;‘,:JM;\«’;JJE
L \.5!.:: J=u (.-lo\f Jales o ;n.w-_,ih jma-dm-l\
sy, 4a g Pt Jobu g Sllisn P Lne
il L ) Ll Gl OFT shpe e
B Ll Jiln e e i 0 ol
B il kil Sl A g1 gl
L) ol Jaed e il ¢ pedalt Slie s
| phadll Slasa i P gAY el Ol
—! (V) S O N G sl Gl
B s e s ) g i) OlesY) g gk
B Loy o)) lio ke S YRR EUP

B il s Jpedl O gl Juid

Al FAm> aalad s poldt Bl Aedan
aslazl) ods IS ¢ leadly s Sady s ( @)
Flnzy) oooalS LY oy Ghoenddd) 5 W2 jufy
GM” n_u—ajl ! 5\..:,- Na 5Ls 23] ey \.4.;.! CJL.A

ool s cus WG plana o2 e

bl e sy S lowae (WY

Jad ¢ dde Uaslgd oy W wbally by ea

) bl Goh Ol A1 38y e
Y

b ot Gl gt Dghd SS9 — o

. ptgp Sl ¢ 3l ot JF CAY ¢ r 2l

oo Sat b owws :lda gh’ wol by iy
o (N AU

sa JU rw‘ Jx‘é prady ladis ! Jlay
‘ © ool JEasT kel

Moes JeD s Jsudl dloan 5 CIU Wl
Sl onsl ¢ b e Sl Al S el
L) o agd o ol Otel el Al
o L e ey Lo el G el Jlesl (U
gl A b s Slud ie i 9o el
e i S e B Uyt S0 i )
Lwared (b odeall Ns Mo LS - Ol
Ll 4ok g ) Jacd Je S pRIY Jasd
RS

Audl Wiz . L1 Lo )l 2o Jp 45U
St a i @l Ll WS gt
A A e G gt it ) H A
A r Aty T Om Lt S P e
Sk Jeadl or et Je @it ) LS el
odo¥) 5 Sl W Bk Y e ¢ Lol
boteasIl paie St 8 Yo ol Y ¢ Ao el
gt s e Judasll ity Yl 258 O LK
55 e s pAJ Jud (5 5 5 plalal) fe cantll S) )
Col e AW o N aladad) e s

o

VY e Cudxdt Sl ) i35 ol yhgia aldb (Vo)
q¢ W 1 (V)
Qo N B (V)

a9 e Sodd VAV ple STl godt gt VY

i‘.—

‘i-"ml

T



Skl badls pe il QY 5 dakdt
r-ﬁij wl‘ ‘_,--H JL“:J
G L At U WSlils 5 B s
= AN A s el didal) AWl Ll

: s ] o
TR EE SR BER -?“_;"f"

Cle e e Da U gl Vs el o

b pemi> W3 gL 2 b = D ) >
QRAD NI U S ERPT v A

sah etll e 5 eo 01 LB Jole syt Al
dbloald Cidlr Wauw ) slod) (w dioet
o Vaidl G w1 g AW el s
Coidll 3 bty Jo¥1 4ibl sddl g
VI Glw Y oldll G s sl O e g LSLWE
Wy ¢ pdadt Wb o ) Gaal) oLl
Gzl peslol doloy Bkt 5l 2> e oo
Bb S OGas s W Jeadl Lo G
3 ¥ J)‘r_,il ‘.Jla.'ll 1:‘..; Lo 17 ‘.‘,.J-.:.h <

CoMas U L) idlty @l e Aoy

Sda plad) dbgoamy w1 p ~ Sl S >
Ryl 53 e pA oo o >0 Lgh S s
cr A e dl W1 g el
T pliall gaes g1 949 = Jruzay Jenl

vt apd Flag ok OlW ~ BN 1>
© 5y = e

, TSy - gy s

(VN sz Wi S8y = Sk >

W Jlois O JBaay Jousey Jaaad Ky
o s B S Joyy S edpn Mo
© o) Sgm g s S daadl A

T+ Tl g ksl 1 = Jakdt iz
ARy e

Gty JLs) 4 e b ) At s

Lgmithe el W s s ol Sl e S0 o0

; Foa ;
Lls g !_\,_:,___A.«;‘ LJ'I\-A-\-‘QJ\) l\A--'-A—‘AJ. ;:}IJ:-

0 S | T2 A ud) o & s e
Gl ¥l od OF NI Pl o 0 (Ve
B N R I Y o e
1l el Go SRy e s 25 418 L

ﬁ.)\.:l\ od_n ,_9-..59;.“ C.«..a} -LJ_, S "C'IJ,)U] . )

LI o0 o Bl G un S Ll 8 At S
g-.-g.f o o)k:-;f:-:-;e Eor paRsa N k¥ &
Yotn S Wb Lot o6 13 a3y 43 ] 4
Sldmeb g e gt el i '3 J_—T- 5
dobes Jolo s 4 liy el Jeadt Lf::él

Sl Gi b (2 ML iy Ol
RIS PVICE] U ST EN IRCAV TS
C B e S ety Lles Gude O Sled

s e lties Gl 4> s o)l fﬂ‘
Ol el phi s o Jy (V)4 1S a1y ¢
uin 31 Tty & Uy Jolt .
;e | &
A e dan ol Joty vladlt Lo e Vel
ode flusgrdeliny oty Olus V14 .
Ty el b peom 0l 5 s Rt - "'T
G+ it e A 3
Jaaang Jands oliedl BW (55 Lol 5 -
S L P RN IHPRP RN g JRU v 3
J—edl Gl Sl Lgde Jotb * Ca J“’M

Bl Sz Jely 0 L) ples L

d}bc,.:: '-L___.A] u.«-b_-g__, rl;,_..ll}

) Jaey st gl b o
* T + & ui} L]
By Aty Vg Joul p3Y = lauidt g o
: " i b )A.-\-A-
(W E)Jadd 1y o B s $39,5% i 3

e Gl il o b1 il s
o gy a5y @l e 13\ (52
s wn asskes i OF e 3

- i . b : 2t
§0 go Suul N padl B S g gadt (VO I wlie
§Y go Golad] saall i (Y y daw

- £\ =

W g Gl sl gl (1)
Vo ue Gt juall b €
18 o BLudl sdalt il
1 o Flull pialt g (O




o 8 an L als o L Jdole 0

sl Wlad) bty Jladl il & o

E

T ol s (J gu}h

* M’ \.L-..l.u e..hl,«..«'ﬂ.'-.“

. JLrb AL le_
ua::.,...) : r,.:n) e

d'i WJ uL"’ )

AR
. e L o bl 3 k‘,.....l' J: ..L...,., plal)
. w\f\;;»«bﬁiwlomufuu
o—a\alhy 4o q)b Azeal) Slaklly Jabezlt
i st L ) mie Sl Jabs Tl
R0l e 5 ) 3 camds A e L)
| FENICIPRPE Y Shoans Rl O adze
L0 s 5 ) STy L wlis ol
- P o e
b Zls Dol 6 LB OV Gr 8 s
b S ol Wl o sl sl
Cads 1 Sl y seid) s DY O) Y1 BV
+ ol lea

“} . -}; _fj.) -t

~

JACIE VN U WK - ¥ e
s 5 pla) 3500 Ld adad Wl OleSY 3
s S Lt iy s peinll it alsh
N N R e e
0 et 1 1 e el
: i
s i3 gl Cloerde ‘J-\f 8 P VCTS
J...u oSy \J.J..a_,ﬁl olie u.:"i: ‘_,J = Ladsd)
PAJU aslaly b JY
B o3 k,.:LJ}_, Jasy! Y i =\
s bl J) ) S S dl)
Oets e AW LS bul) dslita — ¥
U R N L
ol o L ol G Ugbea gedn = ¥
A1 Al ogm Way WAl Q) satal) Sl
e A i p Loy o ol g ta o 8
f el e sy k-‘alo'h“ Lt K1 (6 g2ann
| C e Joee ¥
LSt a i Sl e W
' v odade VLY oo Ls FAiy sl

ol o il il Gl 2 o b basla s
NPV WET R LA ) Jaizan g 220
gin bl Jabe eIl 2 e W)
STy el oS S S P O
- s T NAL:J Wi cudss dm gl e
G al S e Ud s Lo o taguta il
&:J:Jl N2 Ceosy ol O r"‘*’J ) o
ey ﬂlﬁdﬂ‘ GU'JCSJ}%(;AW'E}
i sy ) e ) ey Y S
) ez dasdl Dl s ostall g WSl £ 0
S5 oYW it I Jam Lawiey ¢ L)
old) @Il A JslId) iz o 5 Janmay T
e \.._..;fg,_,nbu?l__..a.b Jaan g Joanes
o (VA0

'_;-——-ll“.):":" *'\-;‘J‘k':’.‘h-’b? e Jobo s
o AV Laiiey Vg O hnd Lot clla s
ol g ¢ dztnct

C NI EL g gem S = et >

ey AFRE SR 'k....-n-’ da p O ale gl) 310

uJJ.:, UK._J} ¢ Gashl) o] Jotad) agd Loadad s
o Ly A alall e bl S o
O g 4l Gl 21 e el Ol o ot
alis A g pa Wl peliag Ao (08} Al
s B Eadt 58 by A Q1 OV g
Laganliny LSoul) ¢ pid Jasmay Jaund Jol On
NP "SES | g R PN (DY W é o Ged
pe! L5 m Lt B AW S SN £ k]

© Ol Jreley!

St (Y peee g ARt o = el ) 2

v IR e Sl O e S O T

B Wbl Dol Ty o0 (VTS 4o USla

W}f-Lp‘JTuU-\J b!_,p-ghuglfsuﬁgwl
o LW Jas)t Ju_,,-«L.H«....L...m‘.

o;u!-&.-;’l o > p\';&—ml—duﬂela
e (YNt g

¥ e Syt il padl B S8 e patll (WA
fe go Ll saall Wi (WY

f0 go Bl ptall b (\Yey

o) o Slwdl uall b (VYW




i 9__.“‘ Slidall w4 wdal)
wloards + Gl feeal Wil Sl Cio i
el ) It G0 s L SOt L s s
cdll ek Ga L) G SO0 Jle b eliasa
s il ) el b e s Ll 131y
e O TS Gl ) e dsld) el g e
Fladhy Gl sds diis 2 Sl W Jbwsw
Sl s Lty Lo ks L Lol e
L;,.M,ii,lai».;u&cﬂasii)yqsu.gs
PrREY b J i b de il Gay 0 Laslie

Ll Sbaw sl 5 W slall £ — 8
o L3 Gl Bl Il sy Wb i
. “h' yt - ..‘

o Lt Sl azad — 0
=5 ) oWt o) olewe b e BeoW s (v 5

bogazlty JEYS -
cadt by ey Gladiy

Lo L alady EuYL alazayl pue —
JF Sl g il JJ.) Wity walsll o5 5 *,.9
“--A-J' g:-‘)JJ rw J‘.G u-'e‘ﬂ -L:-L.J UJL!-”

o S P LS el s Y

o oraial g WU L A Sl e OleW

AT nail]) Gled S OF LY byl sl

e o SUS 5 ity JKt et wia
. &,.—J—'L:..J\

Uls Lg2) 319 Lta oSO Jlod

LCommn ey o) S0 £ ) O G
W oyt Woe beta g ) AS V) Laa S
ol L‘M;MLJA‘;&._;_,JJ 9531 1’-‘0-“ Sl
eda Lo I51y 0 L) ) @3 gpeiasloal) @l

OV Y VL ca b

f‘n—*ﬂ”c—d1wdu-~ya
Yg uat,ﬁur.-#ny sk had
% \bq”.

&

Ao 142 S o> allly - &M i
«_ﬂh@ﬂd&.&-ﬁ}dm
ss;,.....a:....,.‘.?_ _

I piny pan Ji> J) &Y es -
‘(\\'T)ua'ud}

daSl al boea oI

Cadlpadb il 3 ol Wk ez &
r—ﬂ‘ C ,’u-wu i U‘ C:.L.‘Z.....: CJL"J‘ U"“‘J‘ o_yb
Wirlomas Lot 5 Lo ol L i 38
bt
; - Je
et A3l bt 1 ) e b
¢ etaas el sk Oadeae OKey Glep 4 Jw
o e i Lyl o ais (o He
¢ Al LS Lol
1
Je Al S ST s |
Gt 35S Py Ay Sl 5P ‘*’::
o N T gially s L 1 i

A Sl b g Lyt elld Jhan
Lerlok B Jowd¥) pndd 1y oW

S 43t al SV RW ] {.Luu Jals
eda psy 4 pes ety L WLy ol
paan O g D ey 6 Loy s LA
G el Jl Oy ¥ Sbua S &
p—dinn (5 5 AU oy k) Jb L

HU}J&LJ 45150 Wh ,_“ 94-“‘

v

LYo e Bladh aath i (VYY)
U oy > o gt S5 'ARAD)




E - 50 ol sday Ylal oY) S8 datn Aoyl
, Wl & L O ek -y ﬂj.._w _,yf#\
Pl dacds L) At oh Uas o o s Wl
» Y 7l e deied b 51 Lolaey! slowd) "_; Vs
bl s 2 e B s OIS I sl
o dbd e S

"_‘)

s sy o dl Jastdt iz W - ¥

P 35 e Ydhazwl S oSt o et B § )
e pleedl 5 otms (1YO)29 sl ¢ A
e paly * dhas DN 08 55m S5L o Lo L)
b 4 ) dread e ity 1 ot il
s 3 O Hlay oS s oeadl)

b - Ll D) e Y Lol Lo e

oo i ooy gl g | A e v g sl v

Py e reorint et et

il (Y E)dandilly ilaall Lo s (4 ‘_,.,‘,A'
Lo, e s ol B all g a0l WS el

v el + 4aasdt Laaa 1 o AW L 5O
O Wley ol padl b Sl e el G
—igM 0 e 5.9391 DAl ailas os) ol

G pdly WY B AL e Jesleae¥) — Y
OheVIa warle Daddljall L adiobiol sls s
tow N Jeiiad) B dia ) gealien SN e lazad Loy
el A gy dalt ) tal) daea Tl AT
sl Loy J2alt ge J48) b de oty Yite F Y
sy, gl v‘L“’ 5 e Y] kit P
TS P

Ol s Ll A1 Flael) J) ¥l — Y

- g e o mm i g e e B i T

Ay @il il (ry
o dlextt Oaill AW J e (VYH)

- Ef -




{ VRN = gpa Ll § (VAN =3 ald) L alt Slatyd)! sgae ) =

T B ) — e o ((Wbglaka ) uityd — A mndan ) w5 ot = Y gl Bl £y
( VAV. = Suilial CVVW = ol Otadi

Jaxmtguwﬂ:”)og’,@_\o _wﬂr&,‘—&!ﬂ!?@,ﬂkﬂt_
Chogd cmalll el gl ingey ¢ St (VA0 — sty Cenntll ddan )
Tt ¢ LS S L Gl oot
¢ P g g ) ¢ SN iy
* (B Dol Lk

“--—_&:J--)—_;..Lgé_-_u—,_,a,..n@_;‘-m-
(VAW = il 4 el 45y

( YAOA — 5 aldlt

L A5y — o g td = Ay do i S sl

(V8 6 el Ly Gidlal 4 el iy )

- Fundamentals of Play Directing , Alexander
Dean, Rinehart & Company inc . New York Ll ) o Gl iy = Al iy B ;
1953 . ( VA0f — suasl







vl







}“—""“"J"' o daaladt s s A sl
Wilge b osluy VAVoY_\T ol At Ll
v LMYV 5 0 Wl & g

doVt L iy Agmlt 9t day 38) ..:..,JS;

o et o P

SRR R W\ ) N O T O : '
NP PR WK G-t ol s SL, -\ \QA\\ 24 el - ._:_;s,m;,_}‘,..al IEEVE S O
b Mol St e 5 W) B [PV N | R .
T ALY Lol e daalad) *
els Sl e S Gpn . .
Onedll fe 430y Bl y5) Mutis daals R
- . . ;,:-,_,s‘_u.p VWA N Pllia e dialdlde b I olan
( C:":"‘ ) VWL G ool Ty Al Ll L2l 5 Lo vy
WU B s s - ) - e
ANk danl> e Bl eyt il ST 0 e Gl (1)

* G SV e e bl Ty s il
EEY PRS- S4- SASPYN PRI RNY: SRR YOP greSlie & ()

{ QPP S | RO | R PO 21| S5 P | Y

. - . - ’ - : g .‘IWW.\“.. - ‘ = :
Wb Al b, Gousal Gl Ol L, e
—_—n

i .”J}_leig_n__&dl ’

B é—:‘.)_u »9 Y\\Vooy é..:,)b' o el K] IO MRS P ) s 3
. H . . | e L
VoA sde ooy (st oMkt OLL S ity
o Ly el LY bl
: JEh a4 . A LIS . Bt
s." o LI Y O [N T L} ' «-—.—-----.-1"";-l f;Jlj
R 7 O R |
(\)",-:J)-IJI Lails udt daat ) .),.:s:a,.._:’.__t;
(NI danst dcdh ¢ dcel O shee Miﬁ;_;:g
CBE sl (1) : Aty Sy Fht gl malicty
7. t}wl e, ;-\:s--aJl_, fLAJIL:-lgL-"Ji;:;b.-‘_';ng
= SN a3 X o | T - JR1 T8 D N -
- 2 s "’"")’-'l Sendl - wbles) ' ST *_JI-:_:{.
Lo S > ’ UL | PR BRG] W4 | PO
A ) ; O . - # Gl aaladl el Wy 2Lt wnledly e Lt e lules
ﬂ r 3 Q“s.’t)‘” c_*)_') - | U_}’dl | ) gl 2 ,;;g;_hkdl?ij:;_*‘,.ul__w‘
’ =5 S § D & 1 BT 0% O PP P AN T PRI PPN PR PSP &
: Ly sl . “ - - . oladlgalad, w
N 2 P Dol aldt 1 o)) w.‘- Bk i ....IH%-E’

N -

2B Golle - wdty ol

E3 L TC U N Waly iy phgs IV YA ey \AWa)eate ol bl guse w1y ¢
_ Dkl e gy

,a:.i dst..ﬂ:l—m Glarlt Bl st VWLALTE Crslls Yy B0 aladh G B

¥ i ; S clk ot o e 2 ' ’

Pu s o Sl ) Cls LB VNAY Ry (WL Lead] O3l RapslY fkas pykalt 4
. ‘ TR gl gt 5T daabd by adanis TVEVR B0 dem Ol Sailt st g I
Al oWt Gyl JUE sl ean EFas W Trotls EYAAY o6 bty g (V)
s el pls Gl bt a0 by SHF S deghy S Sl dee gl Jokey B Glle AL JE (P :
. TOAWSSNS B Lot Tevy AL et e ey gl e et
Gl dolly s ubigp ity dmthae L WiVl sty S ass elmall g g sl W :
g = b W Aty i d Wil et 1 Jliy b1 dooma Sl dafly gamd]

- -




o SN e Sl = 8 PR UTE ' NUIR VP RTY, P UV | S P |

e
& sEe i) w S mlle — 0 : um.aa.&..:-
end) (5ol dazea — 7 et b e Jlal Sl Al 4
Caels  pdlldas dasa — ¥ ,
$hesd) £ohs — A D opoand dags 3V Crond 3
o (BY -
Pl wdy eF At 2N LW -3 L Q};mr..S:J,m
S gamll (SHE — VN _ :g“ﬁ.}u‘
S b Jeslemst — \Y | s
_ S e VY ‘ ol
é»_-lj:i-;“ S{U ‘..Jlr- — V& ' : Sl
VO o ginzd — Yo
A1 Amedlas — V1 : Lo pdl Ol s waU\;

1" —, 95 :;-J,- Sbae — VY
' . ('\) ( wbﬁ gl ) M5 (£) i 5V ) ol
o] Ll (O)memnllbis Al Ay s

BAs SO gl s 5 i:..o J_si u,ﬁ, S S Y [
1 =2 aludt oo i
: ='Mta§mrﬂwudju,c
dnerdline el — ) i IV
O s dassl — ¥
Plor 5 gamr st pb — ¥ : e (BB = )
o3l Joye gl — oIt Jushent — ¥
amdt O ok - — 0 B LY ¥

¢ JedS Dl s AN adenr ( VAWSATLY F EVIVY ) ebmlt Sage W'
¢ WS Dadm g Bl aden (VWA YA B TAAYY ) gat At auy
Hdd gt s AN paFg (VAN YR B AW ) 5t
tb.\...il ..,;r.s& &f5 ( WALY=YY oAy ) aadias NS
FaT _,i;,,.._:r.m e ( WAYLYY B ATOA ) > i
¢ AL bedan S Wl aeden ( VAWVNSV SN G TALY ) op kRl Sib
B B s Tt ads ( WAA-IA B TTOAY ) e pudb
5 dexa F3 JUopTaliaden ( VAWATY e B LETAY ) et ) JUSa
P Al gl oV aui e eI aden s CIVEALTY S gl YN B, bt N Ld (o)
i i + AR OBt .”-,-J
B pud A ‘-a.. o .;b_,!u.s dtr] unndt ,_,.:l SN WoATNY. B Eally 76 (B XD aW 1145 - o
4 ¢ gl b Sl Uy dmall fod b pBan ¥l 0 G ealhis el At} oy
A ,,.L...h The ot JB o aBally AWoALYY droealls YWYV \.,s_,.u ,uws A i pd iy (Y
¢ A5) Gl ey o
“f Uby ptibrs> D9 Shily dmebmy dodt O9iifh Lo ol DAs J4 oUat pieglomst dppilh Sald] Cleb i o
( =i gy DY dnelnlt ) Gild) Aot pbr XA g v @il VAWMLY B Eaalls YYVIR G0 et}
By il Solo demny pURIE A6 Ay 801 PGS Joslosly Dadl g g0 G5 drudy o U '
j C gl g6 Siy Ceks g demey s BTy o it @iy FLY ey deaflis el SR

-0




len Al Ll Gl pud g gl Aoy G
Pealudt dw
sl s i
PERII
ot oy

lond 4> pull Ol g o )i Kngy $
s3bandl da

LA Qe S0
rdasdl eml p1 S

Sge AU
.__511_}-]1 Sl deol
‘.,.LL'Jl w—o—

ool Al JW pdadd) B Ty Sl ozl
ooln Umad - Opuilt LawpabY Jbudt abfll s
@ 9ol iy At g5 O e VAVILANT
© el 1 sl QT Spenes (000 ) A
Lay Of Aoy el nle ol Gul) ol s
C ey N Ll s

G A5 NAWVooLY 3 LnoY) ol aw
gl QJ'LJI t....n.U '-k:u‘l.'r" L.-L...a_\ s ‘n’.ﬂlo 1550
5035 Yeadl Ll dgaey LS L el sl
VAN e 4?‘,:..() FETE | QECRL SRR W]
ol WL LN i

Jil Lo e A Gl el e VAV Lle oY
Wpord) Gl And¥ g Lpls < 5540

JL-L'&! LA'L,.J

O s oty AW Cliall S

et Je e

g;u(;!l PO I W ‘_-,\_b_';:&“ €
A o TS
et p“‘-’ S e Lyl 9

=S g e LW e S Ry : :

: ol
P el Sl G e S
et s Bl 40 el en oo
Ls el il gL o A )

- f
Lkl LT S sl Bl )
(VIO 5] g whas 3 58 RS 3 50 08

2 Jt RandN e ST i

by = el = gt Jaile
L) Ol d o) = o §F

l)—ﬂ S
Lol Sl dgmn beas — 2 0
| godac
Q_,...».ljlr—m’gﬂé)"‘l-‘-"jmgﬁ -
; l}u‘ﬂﬁ :
ot ety = GRS s N
‘M - Bt ’
Op—dll puad 3 uoda — ol o jian

Al Ol = Ghall Ao
(A)M‘J Y1 Oy
|

. Sh Sk A
Semgiel T NEE Aad i G h
i A,
‘ VAWIDY b Earglly £YAVE G300 ;,-t_-n AN g
; o SN b Eaglls £1V01 B aatat] Y] e b et
t ol i Bettsia ] iyt 3y prestew! Bpath Bt sy
ANl B ANAEA ) Jtate anadl ¢ ACAES B TV ) skt WE Oy Uy ptitrs
CVYCNE B £01V7 ) il bl ptopTll ( VAVIZESY 3 VVaoe ) sl o1 = e
CAVNTars b YEYeY ) Bl s aedh ( VAVASYINA S AviEd ) g,n,-:i eyl d—el WJ..r"‘"
CVAVeoATIYE W eVa ) by F Gpeer S04 & ‘ ¢ :

-0\ -




a4 A diliSt 55901 9 5

: F“’J" t-)’ / w._ - :“-‘ :J,‘-i" r....S
b 3 51 Jat & et ads - )
‘ EY P e
J\..’- ga\.-.- S gerea — ¥
cled ol plpw — £
dlae b sl — 0
oAl Ly dﬂa—a-_-"\
G s o — A
N dma e ldee — 4

el g P I — ol ple =
Hbua L3 Golb — ¥

Beil) ¢ 3 3 I — 55 S0 e =)

spls Sl — ¥
Faslacsl oo {J\i—'f
e Juds Jo dea — &
1 : Ol aus) pt Wb — 0

: o ) il o

PO B g — s 5 01 G -
Flendl G Jils U - Y
Ol i Olams — ¥

. dema glao
Sladl das Jelent — 0

GobF ple s -1

pml gl m3g — ¥

L) M G — A

el O el — A

) j 0N ELS) 5590 boxo B

VARASY
e P P = N g g |
((Aiadl g a3 ) ) Aema el — )
e = — ¥
.,JLJJP.U-MAJB-—T
" le gy sl - 8
(ot 45301 ) o) e Ol 0
& Lt ol Slew — 1
Jpe ole Oledr — ¥V
x..\jl.;.,c.:!_’,:’ - A
g?ﬂJJ'l Crams Aevea slos — 4
et Sad =\

: cout £ hods- ol e — NN

1 Gl a0t ) bl el b — VY

Sl g B
‘.,f_,_,. O smant ‘Jb- ="YX
a0 s ,‘.:-u ‘.....015 = N

JJJ'::J* deres doxi — & JaM ol Jhis diie — Vo
P& el i — 0 SIEN sl llie e — VT
Sl g

W oaee sla A

Pl GBI e — N4

Geo s Olaf — Y-

* (L) o)) 4 des) 3 geee — YA

o podt Ot gand — ©
el daa sl 21— N
Al s U — ¥

Jladl puls s des = Y

vl g ghee — 0

o) drendlne Gk — 7

Shym Wbl Jole — v

_ ,hjl:.ﬂ — dat e f.,,__,{h.;.:; —A
P Ald) g plas — A

powt Gaodlae ools - Y-

JN — 5 e 5355 — N

peilen sdpmes (gdep 1 3

3D e — Y

Pl Jobs — &

-0 =




s 51 ] AT 55300 g2y 5

wltfden ey — 8

(Rl Jh) it s 3gomn — 0
J sale Enlndt - 1

$oy Jla sl v

S el Sl — A
Ol e ogd — 4

Aol O g — V-

Ao Ol e VY

210 Je el gl — Y

Adpmns poles — Y

o plt oy

L anad BT UEEWEPIWE Wt R
el il — ¥

S t)L... i Y
aldas 656 — ¢
g."b)w-“ (J*"U -

o
g Sl b
23 gale — ¥

| dea g5 dema — A
Sl oS! L — 4
Comtnd) s ) laas o ulie — 1
IR0 PRRCHP | S

del gl s Y

Ll Jgy e — VY

O e Jlde — V8

. A.:&ul-l-w dsla — Vo

Vav. /1

bl £ A/ Sl |

«}s,iJﬂl—w P S
el dilie i alas

S po S — ¥ ‘1 e

SN oy Jubt ws -1
O ol — Vil
_',L‘-L;:-J&P’.“_q‘.
Sy g S\
WL?‘ ’b_l_’j;u,:;_. AR s E g}l
:l""jl'

P e B I - ol sles - )
Jasgas sl Al =

- 0% -




Aol Al A J 50900 92 P

LS AVA L
g ) g Bl KES Oyl M { e pulh G50
peatp) Jads paal 2l — Bl 3 I — doma ps) ) Jead — N
e gl Jrad - ¥ LN (RPN DT
e g gl = N i hotwr Judld — ¥
dot e Gawodbis — & S dazea a5 — ¥
o or Aeallds — 0 S Aewe GU — 8
GR) gedr — T Pl L Qs — 0
eI Gkl -V B Al — 7
il o)y — A Sids Jlan Spes — ¥

Soadt Ol g dema Jslg — A
- -\-’“‘J“'ﬁ--%a-?—\'
Sh gleae — V)

R | 'lw

s Ao de Bla — )
g o2 ol el — Y
oendilas e sdia — X

ldlds uvo — £
A Gusdlae — 0

T o) g S|

‘,'g..'h O L
al e ypoesdee bl — ¥
| J“U‘.)rﬂ“w—\“

ot QWS sUT - g
e ey — O
I gema 5 Sd — )

Bt 5o dade pb - it gt

- 0f -




28

BIBLIOGRAPHY

Bakshy, Alexander. The Path of the Modern
Russian Stage. London, Cecil Palmer =
Hayward, 1916.

Bowers, Faubion. Broadway, U.S.S.R. Edin-
burgh, Thomas Nelson & Sons, 1959.

Brown, Ben W. Theatre at the Left. Providence
The Book Shop, 1939.

Brown, Gilmor, and Garwood, Alice. General
Principles of Play Direction, New York.
Samuel French, 1940.

Canfield, Curtis. The Crafts of Play Directing.

New York, Halt, Rinehart and Wins-
ton, Inc. 1963.

Carter, Huntley. The Theatre and Cinema of
Soviet Russia. London, Chapman &
Dodd, Ltd., 1924. )

Cheney, Sheldon. Stage Decoration. London,
Chapman & Hall, Lid., 1928.

Cleaver, James. The Theatre Through the Ages.
~ London. George G. Harrap and Com-
pany Ltd. 1948.

D’Angelo, Aristide. The Actor Creates. New
York, Samuel French, 1939.

Dean, Alexander. Fundamentals of Play Direct-

ing. New York, Farrar and Rinehart,
Inc. 1942.

Dolman, John. Jr. The Art of Play Production.
New York and London, Harper and
Brothers Publishers, 1946.

Fulop-Miller, Rene. and Gregor, Joseph. The
Russian Theatre Its Character and
History. Tr. by Paul England. London,
George G. Harrap & Ltd. 1930

Galloway, Marian. The Director in the Theatre.
New York, The Macmillan Company,
1963.

Gassner, John. Form and Idea in Modern
Theare. New York, The Dryden Press,
1956. ;

Gorchakov, Nikolai A. The Theatre in Soviet
Russia. New York, Colombia University
Press, 1957.

Gofelik. Mordecai. New Thea.tres
York, E.P. Duttéh &
Hapgood, Elizabeth .Reyholds,
Legacy. New York, Thy
Books, 1958. bl
Hartnoll, Phyllis. The Oxford Comn

Theatre. Ed. London,
sity Press, 1957,

Houghton, Norris. Moscow Rehe
York, Grove Press, In

Hughes, Glenn. The Story of th
York, Samuel French, 19

o

Komissarzhevsky, V. Moscow Th
Foreign Languages Py
1959.
Macgowan, Kenneth. The Theatre

New York, Bone and I
shers, 1921.

Macleod. Joseph The New So
London, George Allen & T
1944,

Marshall, Norman. The Producer
London, Macdonald, 1962.

Ommanney, Katherine Anne. and
Pierce C. The Stage and
New York, McGraw-Hill Bg
any Inc. 1950.

Ig'hilippi, Herbert. Stagecraft and S
Boston, Houghton Miffli
1953.

Sayler, Oliver M. The Russian Thea
York, Brentano’'s Publishers

Slonim, Marc. Modern Russian Litera
Oxford University Press, 3

Van Gyseghem, Andre. Theatre
Russia. London, Faber and
1944.

Whiting, Frank, M. An Introductic
' Theatre. New York, Harper &
Publishers, 1954.




“gie world tha.t constantly takes in as
Bneyw creative ideas as possible, recording
ith golden letters in the history of man-

21

Finally, the wheel of our time is turning
fast, and soon a new gengration will come into
being, inventing more creative ideas in the
theatre-art. It is evidernt that theatre is the
fertile field where dreamd, beauty, creation and
magic come true, and where the soul of a skilful
artist enjoys art under the sunlight that ever
rises upon the theatre world ]
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Revolution, there was a great need for all kinds
of raw material for building up a new economic
development in Russia. “Constructivism was
first observed in the Russian theatre directly
after World War 1, under the sponsorship of
Meyerhold. While this type of scenery has a
number of aims and purposes, the chief for its
development probably had to do with the scar-
city of materials.” 45

, Moreover, the Revolutionary Government
aimed to open the theatre for millions of Russian
people who had never seen a threatre before.
As a result, the theatre became a means of
mockery presenting biting social satires for the
sake of propaganda for the new revolutionary
regime which Meyerhold worked for. ‘“Meyer-
hold might have considered this a compliment
to his production, for at this time the Russian
producers were catering for a huge new aud-
ience which had never been inside a theatre

before the revolution, an audience which was °

mainly illiterate and still almost childshly unso-
phisticated.””46 Even though Meyerhold was the
masteer, who, after the Revolution used to
control all the theatres in Russia, he could not
establish realism in his work, because” ... he
did not understand socialism.”” 47

To examine the forms of constructivism
and bio-mechanics, it is a fact that Meyerhold
himself had difficulty in putting his styles into
practice. The reason was obvious, because the
ptructure of both constructivism and bio-
mechanics had no essential elements of drama.
He found only certain plays were suitable for
his method and for the spirit of the Revolu-
tion; even sometimes he went in for adaptation.

“Meyerhold saw only one way out of
difficulties — he resolved to adapt the literature
of the old world to his own purposes; to his
task he set himself with all recklessness of a
revolutionary, .. adaptation is always justifiable
when- it springs from real necessity ... Meyer-
hold recast every play that seemed to him suit-
able for the new style of treatment.” 48

Nevertheless, we cannot allow ourselves to
diminish the artistic value of his method. The
fact is, even in Europe, the new style met res-
ponse and admiration. “Even Meyerhold’s
experiements with constructivism and bio-

mechanics found plenty of imitation in
Europe.” 49

. After World War 1, constructivism and bio-
mechanics apeared as artistic movements

Nevertt
ment is

through a political motivation, which a. |
died under the force of socialism. 'Th

was because the method did not sati Mla struc
Revolutionary goal, in establishing cong " Wnish its
socialism in the Russian theatres., But s dea!ia y
years passed by, the method re-entered it wide
into the Russian theatre and took som ly ey ¢
mid-way position at the hands of n with g

Okhlopkov, as we explained earlier.

What we would really learn is th
the method, however, perhaps has found
to exist and develop and die and redevel
Such development could be considered a
mal thing to happen only in the Russi
and not elsewhere in the world. W
disregard the truth that the essenti:
of the theatre is the drama and not s
batic intelligent movements in which &
of the drama seems broken into piece

To end this investigation, it would k
while to present a significant cong
Fulop-Miller, who wrote on this subjé

It soon became evident that
such attempts were doomed to fa
the later developments of the Ru
theatre are too closely bound up w
the Revolutionary hypothesis, ew
be accepted by a bourgeois socie
constructivism,; bio-mechanics, the n
band, acrobatic opera, are based on
assumption entirely foreign to
nature — i.e., acceptance of the p
ples of the Bolshevik Revolu
Though we may allow a serious i
tion in even the latest and ma«
vagaries of the Russian theatre,
whole movement must necessaril
repellent to the European mind;
Judge it by artistic standards woul
futile, since it has no longer any ct
nection with ordinary stage pe

mances; its only explanation is t0}
sought in the Russian Revolution with
its mental, moral, and spiritual col
quences. This fact may justify the'€
periments that have been made, bu
limits their importance for the world
large. The artistic consciousness
Europe has followed a very differe
line of social and intellectual devel
ment, and will regard constructivis
bio-mechanics, the noise band,
machine dancing as abnormal phz
mena, inferesting, but of no -

significance.50

45 Herbert Philippi,
46 Norman Marshall,
47 Joseph Macleod, -The New Soviet Theatre
48 Fulpo-Miller and Gregor, op. cit., p. 69.
49 bid., p. 7T.

30 Thid.,

“—

Stagecraft and Sceme Deslgn (Boston: Houghton Mifflin Company. 1953), p. 18
The Producer a:-d the Play (Lendon: Maedonald, 1262), p, 68.
(London: George Ailen & Unwin Ltd. 1944), p. 95.
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of spectacular show, with an emphasis

fon tragic farce and comic grotesque.
Instead of mystical illumination
through symbols and intuitive glances
into the mysteries of life, he aspired
tnow for a dynamic leading to loud joy,

fto a union of actor and spectator in a

bgay revelry of light, color, and move-
‘ment. 41 '

d The circus, considerably, made affect on
Perehold’s imagination in establishing a new
of art, which met a great response from
L udience. The reason was, because the cir-
itself was known in Russia even before the
............ in Russia the circus was
older and mearer to the people than

the theatre ... At the very outset of

| Russian history, in the tenth century,
 Byzantine civilization brought with it

to Russia the Byzantine circus, which
became highly popular; a fresco im the
iCathedral of St. Sophia at Kiev, sup-
posed to have been painted in 1073,
ishows a group of circus acrobats,

| dancers and musicians. ....... AR

i The Bolshevik theatrical reformers

| tried to go back to the style of the pri-

. mitive Russian clown, as was given in
 the middle of the auditorium; it consis-

Ited of gymnastic performances lasting

i for hours, an incessant running and

| jumping, intersprsed with juggling and
 rope-damcing. 42

L In this respect, the idea of returning the
Satre to the old ceremonies was one of the
olution’s aims for bringing the audience
eh closer to the stage action. As a result,
eyerhold released his actors in a great space
the same manner as the circus.

i Sixth. Before the appearance of -realism,
& stage setting used to be highly decorated.
idoubtedly, decorating a set not only used to
e away the audience’s concentration on- the
2 of the play, it also needed a longer time
8§ a lot of money to build it. Ewven -though
m was heirig  practiced in the Russian
tre before the Revolution, especially by the
ow Art Theatre, the Revolutionary Govern-
it planned % new economical structure- for
e whole public life,-including theatre. Conse-
tently, because Meyerehold was the voice of
e Communist Party in the theatre, he created
eistructivism as a new economical method for
stage setting, conmsisting of simplicity and

i€ whole, cost much less money.

ability for rapid use and change, which, on

25

1923; The Forest. With this piece
Meyerhold began to lay the new econo-
mic foundation of the theatrical struc-
ture ... The production of this classic
showed a further search for new things.
There was a change in the scenery.
Though, like all the models, it followed
the main lines of a construction ... The
play was broken up into a number of
little settings suited to the rapid and
continuous performance of the episodes.
The stage and its spaces resembled a
first attempt at transferring cinemato-
graphic movement, variety and speed
to the stage.43

Besides, after the Russian Revolution.
Meyerhold seemed to have set a campaign
against every traditional idea of scen‘c beauty;
and as far as we remember he had been, a few
years before, a ‘man who supported the decora-
tive methods of the stylistic theatre. Never-
theless, he realized that the spirit of the
Revolution should involve the whole theatrical
presentation and bear a new economic structure
for each production. Perhaps the following guo-
tation would reveal vividly the mood of the new
period, which Meyerhold responded to rapidly.

One of the earliest opportumities for

Meyerhold to put his theories into prac-

tice was in a performance of the

Revolutionary piece The Restive Earth.

On a perfectly bare stage nothing was

to be seen at first but a few construc-

tions of wood and iron, several gums,

a 'field-kitchen, and an aeroplane. After

a bugle had sounded for the play to

begin some automobiles drove right

through the auditorium over a bridge
comnnecting it with the stage, and were
followed by a mumber of cyclists in un-
iform. Then came a representation of
the last phases of the World War, with
plenty of shooting and fighting, and a
constant succession of motor-cars and
bicycles rushing to and fro; The
wounded were conveyed to the dres-
sing-station, generals issued idiotic
orders, and the rebel soldiers climbed
on to the various constructions and
proclaimed the Revolution. 44

v

CONCLUSION

Thus, whether we like it or not, const-
ructivism and bio-mechanics have developed, in
spite of realism. Still one would realize the

~ reasons and the motivations under which both

styles developed rapidly. Especially, after the

i

4% Fulop-Miller, and Gregor, op. cit, pp. T0—TL
3 Carter, op. cit., pp. 211—212:
i44 Fulop-Miller, and Gregor, op. cit., pp. 67—68;

f41 M. Slonim, Russian Theatre (New York: Colier Books. 1962), pp. 218—219.
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has found Shakespeare and the stage of
Flizabethans stimulating; and the
court theatre of the Grand Monarch
has intrigued him ... he hopes vaguely
to create a worthy medium through
which he can reveal to his cherished
audience the ultimate truth and rela-
tionships of life which outward shows
of stage-craft distort and disguise. His
primary and thouroughly honest ambi-
tion is to rouse his audiences with deep,
elemental, emotional reactions, which
he believes lie hidden in the play
script. 36

Second. In every revolution that broke forth
in this world, we observed a great reaction
strike the whoie nation of that country. The
whole system of life had changed to a dynamic
speed; and wherever we looked, there was ten-
sion, there was a war against remains of the
past which seemed a symbol of an exhausted
old man who was incapable to cope with spirit-
ful generation. The outlook of the whole society
yearned for a new life; the artist dynamically
was working for new creative forms — the
forms that would reflect a true aspect of the
new time. Thus the situation was after the
outbreak of the Russian Revolution of October
25, 1917. The new government employed every
means to make the huge nation realize its re-
formative intentions. Consequently, the theatre,
in presenting Meyerhold’s productions, became
of those means upon which the voice of the
revolution was crying out; “This style was held

to be particularly suited to Soviet Russia, which -

was trying frantically to catch up with Indust-
rial Revolution and regarded every new machine
or factory as a step toward socialist construe-
tion.” 837 Hence, the light was focused on
Meyerhold, who quickly responded to the
Revolution and became a member of the Com-
munist Party. Soon, he was pointed out as the
master of the revolutionary theatre — the
theatre which seeked for a political propaganda.

From the theory that the stage should
co-operate in revolutionizing the mas-
ses was born the idea of the Propa-
ganda Theatre. ... The task of accomp-
lishing this tremendous transformation
of the theatre was entrusted by the
Soviet Government to Vsevolod Meyer-
hold ... who, soon afteer the outhreak
of the Revolation, was made director of
the whole mevement ... This man now

set himself to organize the theatre fop

. of spe
the purpose of Bolshevik propaganga, i &
and to establish Revolutionary theatyi. Instea
cal centres throughout the whole of e
Russia ... All over the country appeareq tto t
countless flying theatres, dispatcheq now B
from the -capital; these set up their to a u
stages mostly at the railway stations gay T
of small villages, and there proclaimed it
the gospel of Bolshevism to the crewd 'E‘he

of peasants who assembled to hear

them. 38 - 14

Third. A creative form of art alway§'h]
an attraction and often becomes a meahs
inspiration. Meyerhold spent most of h
searching for a style which would sa.tigﬁy.,l
ambition for establishing a new form. bfi
Because he was anti-realistic, symbolic axrt
his favorite, and this would bare the fae
during his career there was a great influgn

syerehol
m of a i
¢ audier

on him to think for a new concept congernir
' to Ru
the problem of the actor. Sudte |

Probably the most profound influencé =

on Meyerhold during these years was* | posed
that of the French Symbolists who led”" shows
him to his belief that the actor should” dance
become on the stage a sort of visible ™" The

symbol of poetic thought. This is far tried
removed from Stanislavski’s belief that - mitive
the actor should portray actual human the m
experience : symbol versus representa- ted of
tion, poetic thought versus human ex- fgl' b
perience. o find the appropriate med: jimpi
ium of expression for this symbolof rope-
poetic idea was Meyerhold’s task. Hé In th
turned for inspiration to the comven: Weatre tc

tionalization of Commedia dell’Arte. 39 bevolutio

Fourth. Furthermore, Meyerhold wasgrl" fuch clos
ved with both sybolism and mysticism, and b leyerholc
came extremely influenced by painters and T the sar
decor. “He was ... influenced: by the col . Sixth
tivists, so in the early twentieth century, ie stage
affected by the mystic and symbolist pa indoubte
among whom were Soudeikin, Anisfeld, B ake awa

Korovin and Golovin. From them probab Ly dggllea of *
much as from elsewhere he took on a MySt@End a lot
coloring.” 40 . alism

eatre b

Fifth. Another aspect that made influenCEs
on Meyerhold was the circus, where audicnoie
and actors are united in one unity and= :
the enjoyment in a dynamic and spixjtful noo

What attracted him most at this point
of his career were the circus and thé
music hall, bright and brilliant forms

36 Ben W. Brown, Theatre at the Left (Providence «

37 John Gassner, Producing the Play (New York:

38 Rene Fulop-Miller and Joseph Gregc, The Russian
George G. Harrap & Co. Litd.,

Hngland (Lendon :
39 Houghton, op. cit.,
40 Ibid.,, p. 87.

T N A Twrs5 v me1 5 3 pporeeyesermeratmam

pp. 86—37.

The Book Shop. 1939), p. 15.

Holt, Rinehart and Winston, 1953), p. 86.

Theatre Its Character and History. (tr.) by FPaul
1930), p. 61.

IR N T

lexability
he whole

41 M. S
4} Fulo
43 Cart
i 44 Fulo




tvere the best threatres of the world
tow ... everything is gloomily well-
gulate.ﬂ, averagely arithmetical, stu-
befying, and murderous in its lack of
b lont. Ts that your aim ? If it is — oh,
£ vou have done something monstrous
! In hunting formalism, you have.
E1n inated art.

Shortly thereafter, he himself dis-
and his wife was found mur-
lored. His theatre was closed. He is
Besumed to have died in exile or in a
Bncentration camp and the name of
lsevolod Meyerhold became anathema.33

hJ thus, in the darkness of the period
s dictatorship, Meyerhold was taken to
Biknown, leaving behind him the memory
Sver remained in the heart of every free

vertheless, we are still living in a mate-
ic century, where time is capable of creat-
firacles. After Stalin’s death, the temper
i€ period, if it has not died with him, at
i descended to a lower level. In 1959,
Bfocus a light on the minds of those people
ork in the Russian theatre; How they
and what they intend to do for the benefit
ir theatre in a period where no revolu-
y temper is existing. If the tree that
hold planted in the treatre ground had
eut off, the roots still remain there :

is name crops up constantly and un-
If-consciously in private discussion
i Moscow, in public lectures, in maga-
dine articles. The stenographic record
L his rehearsals and what can be
d of his correspondence are being
sembled for near-future publication.
¢ men who, literally to save their
gn necks, were silent in 1939 are now
ble to speak up and acknowledge their
bt to him. This debt, which his con

poraries and successors owe to
rhold, essentially lies in the re-
er to them — and to us, wherever
work on the stage — that the
tre is not life but art ... and must
yield to political dictation ... But
twenty years, during which a ge-
tion has grown up that knew only
realism dictated by party backs, it
t easy to know just where to go.

is when the example of Meyer-

s kind of theatre rises up to point

ay. That is why it is possible at last

L speak of a Meyerhold tradition in

M loscow, 3¢
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It is true, a creative work always remains
immortal. In 1960, Meyerhold’s method again
is taking a position in the theatre, not on a full
scale but to stand mid-way. Nikolai Okhlopkov,
one of Meyerhold’s students, is trying to come
out with a conclusion between both Stanis-
lavski’'s and Meyerhold’s method.

Okhlopkov replied ... I am only one of
those who try to get results from a
crossing of two theatrical cultures —
Stanislavski’'s and Meyerhold’s ... The
echoes of Meyerhold ring through the
whole article, but never louder than at
this moment of self-criticism, when
Okhlopkov quotes a homely adage
which Meyerehold had used in his vale-
dictory. Okhlopkov was inveighing
against the confinement of realism
when he went on to say, a storm at
sea, a fire on the steppes, a popular fete
— the stage has no ways to show all
these ... He says, in effect. We do not
go to the theatre to forget we are in a
theatre. We got to it because it takes us
away from life. It is like going to the
circus. There we accept the convention
of the clown’s white cheeks, his huge
red mouth, and his enormous flapping
shoes. We are not fooled into thinking
this real. He is a clown and that is
enough for us.35

It is undoubtedly true that the creative
work of a skilful artist will never perish; it will -
always remain immortal and available for the
succeeding generations.

Motivations That Developed Constructivism
and Bio-mechanics :

In art, a talented artist usually achieves
his creative ideas, either through the motiva-
tion of the intellectual inspiration or the eternal
influence. Such motivations would stir up his
imagination, calling for new creative forms of
art.

To Meyerhold, constructivism and bio-
mechanics have met the same motivations dur-
ing development. Therefore, it would be inters-
ting to sum up th most significant of all.

First. In the early days of his career, he
concentrated his attention on several old theat-
res and cultures, searching for .the essential
elements that he needed to bring the stage closer
to the audience.

He has been influenced by the Orient,
by the theatre of ancient Greece; he




2atre ail ‘ -
[eyerlodf

Piscator’s production .of Hoppla, Wir Leben at the Piscatorbuhne, Berlin, 1927.
The producer is very much in evidence as the silhouette is of Piscator himself,

, The Russian post-revolutionary theatre; a constructivist setting for Meierhold’s
1 al. i ' production of The Bath by Mayakovsky.-
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some actors were making their entrance during
the performance from the auditorium, passing
through the aistes, and climbing up on the stage.
In such treatment the method aimed to create
communication and unity between setting,
actors, and audience, inspiring the spectators
as if they were a part of the peroformance; the
ingpiration made them lose their individualities,
and so, they seemed above their reality.

It is a characteristic fact that the idea
of this kind of unity is entirely modern

in its origin. The ancient threatres _.

never occupied themseives with the
problem of bridging the stage and the
auditorium, as these were bridged in
the very forms of their architectural
construction ... Three methods have
suggested themselves to the producer;

(1) the audience and the performance
could be united above the theatre, as it
were, by creating an illusion of another
world temporarily holding sway within
the theatrical walls; (2) they could be
jioned in the auditorium by bring-
ing the actors over (3) lastly, they
could be brought together on the stage

by gulling the spectator into a belief

that he himself was living in the world

of the play. These methods have been

best illustrated by Meyerhold’s stagings -
on one plane, Reinhardt’s productions

in amphi-theatres, and Evreinov’s mo-

nodrama. 25

At any rate, the function of constructivism
aims for three main distinctive motives : “To
provide the most varied and flexible arrange-
ment of the playing space; to free the inner
meaning of the play from the entanglements of
decorative beauty, and to reflect the spirit of
the machine age.” 26 , :

It would be interesting to mention that
Meyerhold contributed some successful produc-
tions under the method of constructivism; a few
of those productions were presented in an over-
emphasized theatrical style. “In such fashion
— it was usually called constructivist ... Meyer-
hold produced plays like Belgium-born Fernand
Crommelynck’s' The Magnificient Cuckold, and

Undoubtedly. the Moscow Art
Company held ar eminent name in tp
of the modern Russian theatre, whj

Llajil

tremendous influence on the theatre

the world. In spite. of this fact, Meyerig
from 1989 until 1902 28 was an important ;
ber in the company, rejected Stanigla

method and left the company in order ¢

independent artist in his work. “Chief
the dissenters is V.E. Meyerhold, at o

a member of the Moscow Art Theatre

agreement with Stanislavski's
Ever since, Meyerhold went on with hig
criticism against Stanislavski, hoping
attention to his methed. “His greatest
however, was to attack Stanislavs
finally called MAT Imperialist.
much for Stanislavski. He set out to
him and he succeeded.” 30

After the Russian Revolution, M

became a member of the Communist Parf

did some activities which we will dise
As the time was passing by his end was

ching too. “He had always been the cente
storm owing to his boldness and exirenm

conventionality. But now hoth parties,
and his friends, united against him.” 31

year of 1939, came, so did Meyerhold’ss

The angry eyes were sharply focusing
charging him with counterrevolutionary
lism. Nevertheless, in the meeting of the

Congress,32 he boldly faced his enemi

answering the charges with a bitter sp

which he illustrated his own belief cone

~ A

the creative achievement that he aimed

theatre art.

The pitiful and wretched thing
pretends to the title of the theatre
socialist realism has nothing in
mon with art.

But the theatre is art. And withoub

art, there is no theatre. Go visiting
theatres of Moscow. Look at their d
and boring presentations that resem

one another and are each worse thai

the other ... Recently creative id

This - Wi

d,

'

o

1t

poured from them. People in the arts
searched, erred, and frequently stumb-=

in another radical style, Gogol’'s The Inspector
General. For a time, Meyerhold rode the wave
of success.” 27

led and turned aside, but they reall
created — sometimes badly and some

25 Ibid.,, p. 167—169. _ L
26 Dclman, Jr. op. cit.,, p. 318: P
27 Macgowan, and Melnitz, Golden Ages of the Theatre (Englewood Cliffs: Prentice-Hall, Ine. 1959), p. 153, e

28 Phyllis Hartnoll. (Ed.) The Oxford Composition to the Theatre (London: Oxford University Press. 1957 )’:Q
p. 530. ;s

29 Glenn Hughes, The Story of the Theatre (New Yerk: Samuel French., 1928), p. 293.

30 Faubion Bowers, Broadway, U.S.S.R. (Edinburgh: Thomas Nelson & Sons: 1959), p. 80.

31 Carter, The New Spirit in the Russian Theatre (New Ycrk: Brentano’s Ltd. 1929), p. 213.
32 Houghton, Return Engagement (New York: Hoit, Rinehart and Winston, 1962), p. 94,
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b urpose. Its principles are being applied
ko the physical organisation of the
workers, to whom the actor, especially
@ in the circus, where precision, dexte-
ebrated Sity, steel nerves, courage, daring,
BB udgment, engineering exactitude, and
fong rigid training are necessary, be-
tomes a demonstration of the ideal
prganised human body and its mecha-
lism — Meyerhold was the first to
Bpply construction and bio-mechanics.15

As a matter of fact, the main point that
bhold aims for is to free the actor from
lhird dimension of the stage and the fourth.
ile would have no fourth wall. He wanted
B dience o be eternally conscious that they
kn a theatre.” 16 He wants to release the
 with the audience in a free space in order
Rable him to create dynamic movements.
berhaps reflects the energies of our cen-
vith concentration on our materialistic life,
¥ man became the master of machine.
donstructivism developed it became more
ore absorbed in the function of materials.
vas an obvious preoccupation for art in a
v which was passing through such - a
alistic phase. The constructivists sought
uses for various metals, wood, glass
s which expressed their use.” 17

B, Meyerhold used materials for prosce-
k sky drop, and curtains in a bare stage.
Bstroyed the space in the wings, the front
in and the proscenium arch; instead, he
fed light instruments in the footlight.18
ft no partition between the stage and the
hice, inspiring the spirit of the theatre in
blden days.

fhe Art Theatre placed the centre of
bravity of the production on the stage,
Meyerhold transferred it to the aud-
ience ... Meyerhold did mot wish to
Show the audience a section of real life.

He wanted to evoke a fuller vision of

the world. He began by presenting the
Gctors on a relief stage, such as Fuchs
breated in Munich, standing out against

i flat background. Soon, however, he
ras striving for a more statuesque
bffect. He gave up the depth of an inner

stage for the depth of a wide forestage.

Ultimately he returned in a measure —

as the Shakespeare stage had returned

— to the forms and relationships of the

~ older theatre. 19

In such constructivistic treatment one
would see a strange attitude involving the stage.
“The skin of -illusion was removed from the
decor, and only the ribs — the skeleton of the
technical construction — remained.” 20 The
setting, however, consisted of diverse levels,
which became the essential element of the actor
for practicing his physical activities.

In it a number of platforms are connec-

ted by stairs, ladders, ramps, and

archs, enabling the action to take place

upon different levels; Meyerhold dres-

sed all of his actors in a mondescript

cover — all type of costume and trai-

ned them to move with precise symbolic

movements using the various levels to

represent different states of mind and

society. 21 _

The whole attitude of the stage inspir
the spectators with a new world of imagination;
and as the actors were dancing close to them,
they felt as if they were a part of that world.
The actors seemed to be transferring the mood
of the stage into a circus show; some were
jumping and bouncing about in acrobatic move-
ments. “Actors often spoke direcily to the
audience; no attempt was made to mask spot-
lights or to disguise the elaborate scaffolding
used to support ramps, springboards, and other
paraphernalia on which his actors (more acro-
bats than actors) were expected to perform.”’ 22
One would even see the actors were just as they
would be seen in a mechanical garage, with no
theatrical make-up. “For the actors play with-
out costumes in the traditional sense — they
all wear the same blue overalls of the sort by
any mechanic.28 On the stage, the physical
activities of the actors were creating composi-
tional movements through playing within a
constructivistic setting, so that the poses of
their bodies looked expressive with their sil-
houettes. “The figure of the actor had to stand
out like a statue, focusing upon itself the whole
stress and power of expression.” 2¢ Besides,

i -ﬂ
1. :

P. 469.

e Gorchakov, op. cit.,, p. 200.
@ Hill Book Ccmpany Inc. 1950), p. 305.

148149,
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ambition in visualing beauty and creation. He
would rather struggle and suffer in life for
achieving his dream, compelling people to live
and share the experience as he once did.

When the individual creates a life of
his own making in his imagination, he
is unwittingly drawing upon his
memory of experiences and reshaping
them in newer combinations. Life is
the raw material out of which dreams
are made. From this new imaginative
life the individual gets definite feeling
reactions because his senses work in
imagination. The nature of his imagin-
ings determines the nature of his feel-
ing reactions — reactions born directly
from his imaginative creations but
indirectly from 'his memory of life
experiences. 7 ~

For many centuries, people learnt that
theatre art never showed limitation in its
development. The ancient dancing-drama, pan-’
tomime, masks, and religious festivals — those
primitive forms of drama and theatre resulted
at last in creating magical forms of art. So, as
the twentieth century appeared there was a
tremendous technical development in theatre,
which seemed as if a revolutionary movement
burned forth seeking for a new blood and a new
value at the highest level.

General Study In The Development of
Constructivism And Bio-mechanics :

During the first twenty years of our
century, many valuable ideas appeared in the
theatre and the most significant of all was
“Constructivism.” To scrutinize its form, one
would observe some philosophical aspects in the
depth of understanding theatre as an art form,
beyond which is the imagination of the skilful
artist, who forever seeks creative work in art.

V. Meyerhold (1874 — 1948) 8 developed
the technique of constructivism in 1919.9 1In
fact, he surprized everyone in the theatre field;
mostly because the method, fundamentally,
reflected a contrary idea to realism.

The wealth o6f dramatic methods and

movies which Meyerhold opposes to

realism is limited only by the bonds .of
copying life. the simplest and most

homely details take on new signiﬁeance
as they are molded in the theatre into
a new world of the imagination. 10 &
Meyerhold not only was a celebrateq '
director in the modern Russian theatre __ hé ]
was one of those distinguished artists ip ¢ o 4
whole world. He tells us in his new style th}t '
our materialistic life comes under the power o
man. “This style developed naturally in R
and reflects the substitution of machineg )
manpower with the consequent release of Byt
man - energies for other purposes.” 11
beyond doubt that constructivism rejuven‘_

RSN
£oé

a new blood and a new spirit in the Ruyss;
theatre. Meyerhold aimed for constructj
unity on the stage. “In the theatre, cons' :
tivism united constructive furnishings — g e
as the decor, the props, and the costumes
designed to show things themselves, or at |
their models, with constructive gestures,
tions, and pantomimes.” 12 The attitude of
constructivistic setting looks anti-decora
space and freedom become more necessar
expressing creative ideas. 13 In such an ests
shment Meyerhold stood against the Mos
Art Theatre in treating the theatrical pro
‘tions. “In a way his ideals were more in keepi
to the Elizabethan stage. He rejected the ¢
ventional stage picture seen by the audie
through the picture frame of the prosceni
arch.” 14  Besides, Meyerhold thought of th
actor’s problem; bio-mechanics bared the
technique of acting. The philosophy of the
thod reveals the power of the actor as a
chine, the activity of each part of the body
and the energies of all these parts, whi
fundamentally, practice its functions like
machine, whereas movements and gestures ex:
press the result of the power of the actor’
body as a whole.

Bio-mechanics replaces the emotional
theory of acting which assumes an
ignorance of the mechanics of the hu-
man body ... In short, the aim of those
who apply bio-mechanics in the theatre
is to put the actor in control of his
movements, instead of leaving the
movements in control of the actor, as
might be said to be the case at the
Moscow Art Theatre, where the cont- i+
rolling brain is not the actor’s but the -

director’s. Bio-mechanics has a social pKe;n;

Aristide D’Angelo, The Actor Creates (New York:
Marc Slonim, Medern Russian Literatcre

1
. |
PP- 130—131.

12 Nikolai A. Gorchakov, The Theatre in Soviet Russia (New York: Colombia Uriversity Press. 1957y, p. 201
13 Sheldon Cheney, Stage Decoration (London: Chapman & Hall, Ltd. 1928), p. 133.
The Theatre Through the Ages (London: George G. Harrap and Company Ltd. 1948),

14 James Cleaver,
p. 124,

o
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SWRODUCTION

For many generations, art is known as an
tation of nature which reflects the expres-
of human ideas. Usually, the skilful artist
spired by some expressive images which
mentally are the product of his imagina-
and the recollected forms of life itself.
£ is man’s interpretation of life expressed
a way that can be universally recognized
i understood.” 1

b The function of the creative art is to draw
¥ individual's attention and stir up his emo-
The artist himself forms in his mind the

of his work, which reveals the echo of
E emotional feeling under the impression
e, society, and the world he is associated

-Nevertheless, any artist who seeks for
gistic work should never rely upon his imagi-
tion alone. He must therefore understand his
Is which are the essential elements of his
e so that he would be qualified to use them
& creative form whenever he is practising his
nction.

" Sheer imagination alone, however, is
i incapable of arousing emotional states
"in others. The artist, besides feeling
§ his concept, must know his materials
“in order to produce it. The artist’s
emotion expressed in whatever material
. — clay, granite, paint, words, or

musical instruments — will, without
form, fail completely to fulfil his
, purpose of stirring the spectator or
_audience ... Art is not nature’s crea-
| tion — it is man’s.?

| In theatre arts, the function of the artist,
evere, it is, seems rather complex, in com-
on to the other types of art. For instance,
. framework of any given production, as a
e, is always in a view subjected to the
nce’s judgment. We dc notice the specta-

eyes, subconsciously roaming to every

19

MEYERHOLD :
METHOD OF CONSTRUCTIVISM AND BIO-MECHANICS.

IBRAHIM AL KHATEEB (Ph.D.)

spot on the stage, distinguishing every form,
seeking for creative elements of excitement and
beauty. ‘“Here the spectator’s appreciation of
the director’'s work centers in admiration for
the play’s life like quality.” 3 Indeed, attraction
and respondency would never find a place in
one’s heart without the existence of a creative
form of art. In this manner, every element of
action, excitement, and beauty, motivates his
intellectual emotion, possessing his admiration
as if he were attracted by the force of an har-
monious magic. :

The empathies of the theatre are
varied in the extreme, because the art
of the theatre is complex. Many of
them are not pleasureable or sugges-
tive of beauty in such cases lies in the
effect of the whole, in the harmony
and balance of empathies as the conc-
lusion of the drama is reached. But nor-
mally it is the pleasant empathies -
effects which we expect in the theatre
and which give us our semsation of
beauty. There is room in the theatre
for all the beauties of pure form that
belong to painting, sculpture, music,
literature, and the dance. 4

During the history of mankind, evidence
indicated that the development of art continued
moving forward; the artist struggled hard
aiming to reach the summit of creation. “Art
and artists must move forward or else they
will move backward.” 5 In the course of life,
the artist discovered art -as a medium through
which he freed his intellectual tension, reveal-
ing the force of life he was involved in. “Per-
haps basically a work of art expresses release
from tension. In seeking his medium, the artist
wishes to express more or less stringent tension
and more or less complete release.” 6 Thus, the
accomplishment of the skilful artist in inventing
creative ideas becomes the shadow of his
realization to life itself. And as the time was
passing by, there were always more and more
new conceptions coming into being, revealing

#2 Ibid., p. 5.

. 1946), p. 24.

. p. 29.

‘ _ L
> Elizabeth Reynolds Hapgood'(ed. and tr), Stanislavski’s Legacy (New York: Theatre Arts Books. 1958),
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.
Alexander Dean, Fundamentals of Play Directing (New York: Farrar and Rinehart, Inc. 1942), p. 3.

3 Curtis Canfield, The Craft of Play Directing (New York: Halt, Rinehart and Winston, Inc. 1963), p. 9.
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rary traditional piety.” 124 Eisenstein wanted
. organize the spectator’s perceptions piece by
ece and as a consequence lead him along a pres-
liped path to a goal set in advance. In order
do this he developed a system in which reality
s cut into pieces, each piece considered an
raction, and the pieces then reassembled in
order that most fitted the task the director
¢ for himself. As a method it relied less on
direct linear and logical flow of actions and
nts than it did on contrasts and juxtaposi-
ns of independent realistic elements. The
eaning that resulted from each combination
s implied and suggested by the contrasts and
ctapositions of the elements. It was not a
tem of subtlety but one of abrupt contrasts
d shocks.

Transposed to the cinema this system of
nstruction was called montage, and although
TGisenstein was able to distinguish many varia-
ions of it, they all depend upon one general
aracteristic : the expression of a meaning not
tually contained in the separate pictures, but
sulting from the relationship existing between
Shem. By this method Eisenstein believed he
“lould plant in the mind of a spectator some-
ing which was graphically undepictable, much

the same way fthat oriental ideographs
Sippeared to communicate concepts. He cited
Sthe following examples of oriental hieroglyphs,
%of picture writing to illustrate this point :

By the combination of two “depic-
tables” is achieved the representation
of something that is graphically unde-
pictable.

For example :

The picture for water and the pic-
ture of an eye signify “to weep”; the
picture of an ear near the drawing of
a door — ”to listen’’;

a dog — a mouth : “bark”;

2 mouth a — a child, “to scream”;

a mouth — a bird : “to sing”;

a knife — a heart: “sorrow”; and so on.

Yes. It is exactly what we do in
the cinema, combining shots that are
depictive, single in meaning, to arrive
at a meaning that is undepictable. 123

5% FAFFQ

-

CONCLUSION :

The purpose of this study was the intro-
duction of Segei Mikhailovitch Eisenstein, the
famous Russian film director. This study tried
to put into relief the years that preceded ‘the
development of Eisenstein; its aim was to go
into details of the era ‘that gave ktirth to the
genuine efforts of Eisenstein as a film director,
and as a pioneer in the development of a new
trends in film-making.

The restless years of the October Revolution
the conditions of the Soviet film then, the
attempts of, the FEKS, the trials of Kuleshov
and Vertov, in addition to the impact of the
Proletarian Culture Movement, all added to the
development of a new outlook that Sergei M.
Eisenstein introduced to the Soviet film-making.

Whether in the stage, or in the field of the
cinema, Eisenstein was a great experimentor.
His experiments not only produced great films,
but, furthermore, gave new dimensions to the
field that rarely attracted research and expe-
riments, that is the field of motion picture.

The experiments of Kuleshov and Vertov,
would have been mere s:udies in cinematog-
raphy, had not Eisenstein taken these studies
a step further, that is, the application he put
them to that gave us films like THE BATTLE-
SHIP POTEMKIN OCTOBER, OLD AND NEW,
and THE MEXICAN. His Montage of Attrac-
tions is well worth further studies.

His silent films STRIKE, THE BATTLE-
SHIP POTEMKIN, OCTOBER (Ten Days that
Shook The World), and OLD AND NEW (The
General Line) deserve detailed study and
elucidation. FEisenstein's
Contrast, Simile, Metaphor, Allegory; Personi-
fication; Synecdoche; and other cinematic figures
of expression may kte outdated, but they still
have valid standing for the student of cinema-
tography, and the grammer of modern editing.

Sergei Mikhailovich Eisenstein paved the
road for the following generations to the vistas
of film-making as an art.

use of Similarity,

124 Ibid., p. 233
125 Thid., p. 240.
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The more Lisenstein developed this system,
however, the more untenable it became as a
method of production for the stage. The cont-
rast was too great between those events which
appeared to be utterly realistic and scenes which
were staged acording to conventions of acting
and stagecraft. At least it appears that Eisen-
stein carried the contrast too far. The Sage was
his most successful production because of its
satiric quality and because it was possible to
enjoy it as a good “show” like any circus or
music-hall performance. However, Eisenstein's
last stage attempt. Gas Masks, a play by Sergei
Tretiakov, an editor of the magazine Lef, car-
ried the contrast between reality and stage fic-
tion beyond the point of audience comprehesion.

This all happened because one day
the director had the marvelous idea of
producing this play about a gas factory
— in a real gas factory.

As we realised later, the real inte-
-riors of the factory had nothing to do
with our theatrical fiction. At the same
time the plastic charm of reality in the
factory became so strong that the
element of actuality rose with fresh
strength — took things into its own
hands — and ‘finally had to leave an
art where it could not command. 115

Eisenstein, as a result of the experience

rary trad1t

ment in it, i-e., every element sense or
that psychology that influence his
experience — every element that cap be
vertified and mathematically, caleulateq
to produce certain emotional shocks jn
a proper order within the totaht; —
the only means by which it is possible
to make the final ideological conclusion
perceptable, 117

cut into
raction, an
order”tha

An individual attraction was every element of
theatre which reached with the spectator
senses and psychological background to produce
an effect in th(? spectator’s consciousness. |
was, moreover, somethéng which could be ca)
culated and measured — it was sensuous, tha
is, perceptual in nature and existed first in
some form of physical action or change. Ag
examples of individual attractions Eisenstein
cited first those he described as directly active |
such as “a roll on the kettledrums,” or “the
cannon fired over the heads of the audience’
But his concept of an attraction also included .
more complex, if not more subtle, elements. He
mentioned the French Theatre Guignol “where
an eye is gouged out., an arm or leg amputated
before the very eyes of the audience.” 118
An attraction could also be a situation or an
event such as a telephone conversation “incor- |
porated into the action to describe a horrible -
event that is taking place ten miles away, or a g"f pmture "
situation in which a drunkard, sensing his

e followmg

gained in the P roleteult, transfe.:rred his methods approaching end, seeks relief in madness.” 110 © tableS"
to the cinema. There all 1n'depende_nt and In visual, terms attractions were most clearly % of some
separately shot elements could be given the related to motions. Consequently, Eisenstein pictable.
appearance of reality, and there, too, the direc- considered Chaplin's work in the film a series of @  For exa
tor could have the final control of the selection “attractions communicated by the specific me- Th
and arrangement of them. chanics of his movement.” 120 In any case. | v ofe
Concurrent with his theatre and film work Eisenstein insisted, the type of attraction he ict;lre
Eisenstein developed a body of theory which he utilized was based “exclusively on the reaction g door -
used to justify his innovations, define his own of the audience. 121 do
- . L. \ a -
cnce i theatrieal and sinema  eireles. The The method that isenstein proposed st § ' mout
anrtiant comrilsh ) ; £ a montage of attractions. By this method he ! a mout
plete expression of this theory is wishes to guide the spectator into a ‘‘desired i
contained in an article Eisenstein wrote for Lef direction — or a desired mood.” 122 This me- At
in 1923 shortly after he had produced The Sage ihod he deseribed an “action construction ... of Yer
in the Proletcult Theatre.116 1In this article A, : jon . the cin¢
Eisenstein described a system of constructi sroltrarlly selested; indspendent .. SRPC B gty
3 ERECIH: % CORETon — all from the stand of establishing certaln 1 p
which he called a “montage of attraction.” An. thematic aspects.” 123 He insisted that every § atam
“attraction” Eisenstein described in the follow- " dlement: of theatr‘e be scrutinized “for its valee i
ing terms : as a transitional, clarifying or factual expost @
The attraction (in our diagnosis tion of the basic intentional line of the staging
of the theatre) is very aggressive mo- rather than for its ties to logical, natural and
d
115 Ibid.,, p. 8.
116 Eisenstein, “Mcntazh Attraktsionov”, (Montage of Attractions), Lef, No. 3, pp. 70—75. The most important 3
theretical sections of this article appear in translation In Eisenstein, The Film Sense, pp. 230—233.
117 Eisensten, The Film Sense, p. 230.
118 Ibid., p. 231.
119 Ibid.
120 Ibid. I
121 bid., p. 232. - 124 Ibid, p
122 Tbid., p. 230. 125 Ibld., ¢
123 Ibid., p. 232. }




notice of the several paths he is
following . 103

order to clarify his conception of Kabuki,
snstein compared it to a soccer game :

Voice, clappers, mimic movement,
the marrator's shouts, the folding
screens — all are so many backs, half-
baks, goal-keepers, forwards, passing
to each other the dramatic ball and
driving towards the goal of the dazed
. spectator.

It is impossible to speak of
accompaniments” in Kabuki — just
~ as ome would not say that, in walking
or running, the right leg “accompanies”
the left leg, or that both of them
_accompany the diaphragm ? 109 ... .. ..

wording to Eisenstein, the Kubaki Theatre
ed what &t first seemed like unrelated
unds and sights to assail the spectator’s sense

ns. This, he suggested, was similar to the
separate shots and sounds could be used

Yuranosuke leaves the surrendered
castle. And moves from the depth of
the stage towards the extreme fore-
ground. Suddenly the background
screen with its gate painted in natural
 dimensions (close-up) is folded away.
= In its place is seen a second screen,
| with a tiny gate painted on it (long
shot). This means that he has moved
even farther away, Yuranosuke conti-
nues on, Across the background is
‘drawn a brown-green-black curtain,
indicating : the castle is now hidden
from his sight. More steps Yuranosuke
now moves on to the “flowery way.”
This further removal is emphasized by
... the samisen, that is — by sound.110
nstein, working from examples similar to
one quoted above, interpreted the method
struction of Kabuki in cinematic terms.
h element of theatre seemed to be separate
individually constructed like a cinema shot.
ese elements were joined only in the minds
the spectator while watching a performance.

This mekes the shot as a montage-
piece comparable to the separate scenes
within the Kabuki method. The basic
indication of the shot can be taken as
‘final summary of its effect on the cortex

) 15

of the brain as a whole, irrespective of
the paths by which the accumulated
stimuli have been brought together.
Thus the quality of the totals can be
placed side by side in any conflicting
combination, thereby revealing entirely
new possibilities of montage solu-
tions.111

For Eisenstein the methods of Kabuki
served to point out the possibilities of implica-
tion and suggestion available to a stage and
cinema director. It has already been noted
that Eisenstein interpréted the work of Kuleshov
in the same light. Kulesho's experiments pro-
ved that scenes made Tniles apart could be joined
in such a manner that spectators perceived them
as part of one organic action or event.112 Each
motion picture shot, like each element of
Kabuki, was relative in meaning. Working from
the innovations and experiments of Kuleshov
and Vertov, Eisenstein made this relativity a
central feature of his method of staging a
theatre production and, later, of directing his
gilent films.

He experimented first with this method of
construction on the stage of the Proletcult. For
a production of The Mexican, an adaptation of
a story by Jack London staged during the later
part of 1920 and the early part of 1921, Eisen-
stein suggsted that a prize-fight, which was a
climax of the play, be staged realistically “in the
midde of the auditorium to re-create the same
circumstances under which a real boxing match
takes place.’’ 113

While the other scenes influenced
the audience through intonation, ges-
tures, and mimicry, our scene (i.e.,
the fight employed realistic, even tex-
tureal means — real fighting, bodies
crashing to the ring floor, panting, the
shine of sweat on torso, and finally, the
unforgettable smacking of gloves
against taut skin and strained muscles.
Tlusionary scenery gave way to a rea-
listic ring ... and extras closed the
circle around the ring.114

By staging The Mexican in this manner Eisen-
stein wished to create two independent and
simultaneous lines of development — one
developed within the framework of acting on a
stage and another by a realistic, although not
unplanned event, the fight.

0 Ihid., p. 22. The samisen is a type of musical
rythm to interpret emotions. )

1 Eisenstein, Film ¥orm, p. 67.

2 See the example cited en page 7 of this study.

4 [bid

genstein, Film Form, p. 7. Eisenstein’s suggestion

Proletcult but was not carried out hecause of fire regulations.

instrument which preduces music that depends upon

was greeted with  enthusiasm by nwmbers of the
Cf. Seaton, p. &



14

What enthralled us was not only
these films, it was also their possibili-
ties. Just as it was the possibilities in
a tractor to make collective cultivation
of the fields a reality, it was the bound-

utilized the concept, deserves
attention and will te discussed later.
point, however, it is necessary to up
the interest that Eisenstein took in the ¢

form, the ‘construction and method”

Considerap)q

At thig
derscope -
inematjc |

notice ¢
following

& order to
senstein cc

f & Toi
less temperament and tempo of these Griffith's work, as he called it. It was the mn & vk
. : go . A N ; - me- & the -mm
amazing (and amazingly useless) works thods of construction — that Interested Eigep. | AN -
from” an unknown country that led us stein when he viewed other films. 103 He wag bﬁks g
to muse on the possibilities of a pro- influenced by the documentary technique of § ' 8
4 ; . : O . to each
found, intelligent class-directed use of Vertov, 104+  assimilated the research of th & driving 1
this wounderful tool. school of Kuleshov, and conciously analyzeq the ' spectato:
The most thrilling figure against flms of other directors in which he found fny | ' }
this back-ground was Griffith, for it slightest hint of formal innovation. Griffith wag & It ‘
was in his works that the cinema made the outstanding innovator of cinematic form | accompa
itself felt as more tham an entertain- during the early pari of the century. Eisensteip . o8 ong ¥
ment or pastime. The brilliant new recognized this and thoroughly studied pie j§ Or rune
methods of the American cinema were work. 105 £ the- let)
united in him with a profound emotion g Bceompa

of a story, with an astonishing ability
to preserve all that gleam of a filmically
dynamic holiday, which had been cap-
turing in The Gray Shadow, and The
Mark of Zorro, and The House of

Certain characteristics of the Japanese
Kabuki Theatre fascinated Eisenstein and cont-
ributed to the theory of theatre work which he
developed in the Proletcult and later transferred
to the cinema. His interest in Kabuki actually

‘ecording to
dilized wha
iounds and s
“eans. This

R TR began before the joining of the Proleteult and i
JhHe ., -our‘ helghtene(_l curigaity of in Moscow. 106 To Eisenstein the basic element % Yuranos
th(.rse ¥y ea..rs M construct‘l o a,nd method of Kabuki was a “motion of ensemble.’’ 107 By f castle. £
ey discc?rm?d Wherein Iay the most this he meant that each element of a Kabuki | the stag
powerful affective faciiorsmthese great performance seemed to have equal significance - ground.
A’flel:man ﬁlms. o this method, t}u‘q with every other element. And yet each sepa- | screen w
prnciple -of bu{:rl,dmg and construction rate part of element contributed to one organic, . dimensio
TERS. Taontage. 9% unitary effect on the spectator. - In its p
The concept which Eisenstein labled i with a -
“montage” was one which he developed after The Japanese regards each theat- ¥ shot). T
a careful observation of the films of others and rical element, not as an incommensur- v even, fai
by reflecting uvpon his own practical film- able unit among the various categories ? ‘nues on
making experiences. This concept, which forms of eflect (on the various sense-organs), © drawn
the central core of Eisenstein's film-making but as a single unit of theatre ... indicatin
theory, is related to the theory that he deve. Directing himself to the various organs . from his
loped during his work in the Proletcult as well of sensation, he builds his summation " now mo
as to an interest he took in the Japanese Kabuki to a grand total provocation of the This fu
Theatre. Montage, as Eisenstein developed and human brain, without taking any ... the s

102 Ibid.,, p. 204. The Gray Shadow,

an American film released in Russia has not been indentified. The Mark ¢ one (uo

of Zorro, starred Douglas Fairbanks and was directed by Fred Nible.The Hcouse of Hate, released in 1918, . ;“ truction

was a serial directed by George Seitz, starring Pear] White. ) ;g?h I —_—

103 Eisenstein’s use of the formal constructions of other directcrs' films in his own productions was often delfbe-'" l*ﬁ!ld inaTAd
rate and calculated. 3

Jay Leyda, in a footnote to his translation of Eisenstein’s Essay “Methods of Mont-
age,” Film Form. p. 77, points out that Eisenstein’s film Old and New (The General Line) is unique in the
number of fcrmal references it has to previous films of other directors. Eisenstein made a parody of
the formal devices utilized hy Pudcvkin’s End of St. Petersburg, American wild west films, and Buster

;v;jﬁlese eleme:
’}f the specte

Keaton’s Three Ages. .Thls !
104 All of Eisensteiu's silent productions contain long passages of location footage, strike, Potemkin and ﬂ plfwe. B
Old and New were shot almost exclusively out-of-doors. Strike and Potemkin, especially resemble news T- within 't
reels in the type of camerawork and the photographic quality Eisenstein chose to use in them. © indicatic
105 Eisenstein's deit to Grifth is great and has recently been documented m some detail. (Cf. Seymour Stern. ~ “final sun
“The Soviet Directcr’'s Debt to Griffith,” Films in Review, VII — May, 1956 — .

Pp. 202 — 209). The
formal tendencies that Eisenstein could have found in Griffith's work were:

R S
a shot-to-shet variation of §108 Ibid., p.
point of view between the camera and its subject according to the dramatic

worth of each shot; a con- 1109 1bid.
clously worked out succession of shets related to spectator response, including a rythmic relationship ?{'110 Ihid., p.
between shots; the use of the close-up to signify and express subtle emoticns; a concious use of the illusionary i rythm ¢
Space of the picture to create and heighten dramatic effects; and the discovery that two lines of action could i Eisenste!
be intercut, one alternating with the other, and the story cf each line carried forward simultaneously while §§112 See the
the dramatic effect of each line of action was simultaneously heightened, ':Qimm&
106 Seaton, Eisenstein's biographer, indicates that his interest in Japanese language and threatre began abcut ’} Proletcul
1920 when he met a former instructor of Japanese during his service in the Red Army. Cf. Seaton, p. 37. 14 1hid
107 Eisenstein, Film Form, p. 20, ;'é

R R I T T e T e



negation of the old theatre he wrote :

dbatics, The break with the theatre in
Russia, principle was so sharp that in my
W they “revolt against the theatre” I did away
1€ also with a very vital element of threatre
;:m’wn — the story.

la:;s :tss At one time this seemed natural.
1Stance We brought collective and mass action

tersin & onto the screen, in contrast to individ-
\anting +  nualism and the “triangle” drama of the
©  bourgeois cinema. Discarding the indi-

Joards,
opium vidualist conception of the bourgeois

it wag | hero, our films of this period made an

; great abrupt deviation — insisting on an
some understanding of the mass as hero. 90

s and Eisenstein’s work was also influenced by a
- ineo-futurist” 91 group called Lef, an abbrevia-

| out thatfion of the Russian words for Left Front.92

irelated fred H. Barr, Jr. has characterized the mem-
great pers of his group.

g Their spirit is rational, materia-

listic, their programme aggresively
utilitarian. They despise the word
aesthetic, they shun the bohemian imp-
lications of the word “artistic.” For
them, theoretically, romantic indivi-
dualism is abhorrent. 93

t was the journal of this organization that

sticians of ‘published Eisenstein’s first theoretical article. 94
atre wo rr mentions that Eisenstein was a member
deas and of Lef and calls his point of view ‘“thoroughly

theatre.
of thea
* centered
3 destined
satre that

materialistic,” u term which Eisenstein himself
had used to describe his outlook. 93

. His work at the Proletcult and his association
with the intellectuals of Lef exerted a strong
uence on the work of Eisenstein during the
years of the silent film. Innovation of form,
e social and collective nature of artistic acti-
ty, and a rationalistic and materialstic outlook
on life were definite features of this influence 96

The style of Eisenstein's silent films was
nfluenced by the work of other directors.
Eisenstein describes this period as one in which

13

“the young Soviet cinema was gathering the
experience of revolutionary reality, of first ex-
periments (Vertov), of first systematic ventures
(Kuleshov), in preparation for that unpreceden-
ted explosion in ‘the second half of the
‘twenties’ " 97He was fully aware of the work
of his Russian predecessors and followed impor-
ted films enthusiastically. Boris Ingster, who
once worked in the Russian film industry, has
stated that REisenstein consulted Vertov and
Kuleshov and was especially interested in the
American films which he saw at the Dimitrovka
Theatre in Moscow. 98 Ingster also credits
Eisenstein with teaching his own brand of film
theory :

-
For a textbook has used a worn-
out print of Tol’able David, which was
so torn and scratched that it no longer
could be shown in theatres, The num-
ber of frames in each shot was eagerly
counted; the sequence of shots was
analyzed; and great significance read
into the film of which, I am sure, Henry
King, who made it was entirely
unaware. 99

Eisenstein himself made an analysis of the
influences of other films on his silent work and
the work of other Russian film workers of the
period. He was able to isolate two main streams
of influence — the films of post-war Germany,
which he characterized as full of mysticism,
decadence, and dismal fantasy, and the films
of America, which he described as picturing a
world that was ‘“stirring and incomprehensible,
but neither repulsive nor silent.” 100 Of these
two streams of influence, Eisenstein was most
attracted to the American one and particularly
to the work of the American director David
Wark Griffith. “I wish to recall,” Eisenstein
wrote in 1944, “what David Wark Griffith him-
self represented to us, the young Soviet film-
makers of the twenties.’ to say it simply and
without equivocation : a revelation.”101  The
character of this revelation was described by
Eisenstein :

90 Eisenstein, Film Form, p. 16.
91 Cf. Erlich, p. 10, foctnote 66.

93 Barr, Transition, p. 267.

of Leo &

92 The group included the poets Maia.kové{ky and Asseyev, the writer Tretyakov, and the painter Rod-
chenkc. Cf. Alfred H. Barr, Jr.,, "“The ‘Lef' and Soviet Art,” Transition, XIV (Fall, 1928), pp. 267 — 268.

94 Cf. Eisenstein, “Montage of Attractions,” pp. 70 — 75.

95 The words in quotation marks are attributed to Eisenstein by Barr, who fails to give a source for the
quotation. However, Eisenstein in an article called ‘Mass Movies,” The Nation, CXXV (November 9. 1927),
p. 507 makes this statement: ‘“My point of view is thcroughly utilitarian, rational, materialistic.” Eisen-
steln also refers to his silent work as, “a reflection of the spirit of collectivism which is abrcad in the

98 Boris Ingster, “Sergei Eisenstein,” Hollywood Quarterly (Film Quarterly), V (1950 — 1851), p. 382.

rhold. land.”

iy wald 96 Elsenstein, “Dickens, Griffith, and the Film Today,” Film Form, p. 202
dix 1.” 97 Ibid.

devices

jletcult

1954), pp. 27 — 28.
100 Eisenstein, Film Form, p. 203.
101 1bid., p. 201

99__ ;b?d.,_ ‘[ol'able David, an American silent film was released in 1921. The film had a considerable reputation
in 'Russia especially among the rising directors. Pudovkin cites it in his book Film Technique (London,
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The production resembled either a
circus performance or a music-hall
revue. Une of the characters of the
play, Golutvin, exited by a wire which
was stretched out over the heads of
the spectators. A specially made
detective-like ‘film was shown on a
cinema screen and was used to Trep-
resent the “Diary of Gulmov.” Prefaces
to the spectacles were made by a
Priest, a mullah, and a rabbi perform-
ing curvets and summersaults while
they poured water over each other.
Time after time the action of the play
was interrupted by the singing of ro-
mances and comical couplets such as
“your fingers smell like incense” “let
the grave punish me.” ‘“Allaberdi, the
Lord be with you.” At the end of the
performance firecrackers were explo-
ded under the seats of the spectators. 84

Huntly Carter witnessed a performance of
The Sage and described it in detail :

On entering the ,‘theatre,” I saw
a large elaborately decorated ball-room
with a gallery at one end. A third of
the room was used as a stage. This
stage was in the form of a small circus.
It had a platform and a frame with
curtains. Un either side of the platform
were two curved approaches resembling
segments of a circus ring, which helped
the imagination to complete the circus
construction. Facing the platform were
rows of seats rising to the gallery.
The floor of the arena was covered
with a soft carpet. Scattered about
was the usual circus apparatus, a tra-
peze, rings, horizontal poles, vaulting
horse; slack wire, and other instru-
ments not usually associated with the
representation of social atire. But it
soon hecame apparent that Ostrovsky
merely provided a frame for a very
witty parody made by the workers
themselves. They had left only sufficient
of the writer to allow anyone who knew
his work to recognize him. I daresay a
good many of the workers present did
not recognize him, and were not much

troubled by this. They could feed o

the eccentric and circus acmbatlc:.

It was a parody on number two Russia
L]

. negatior
: The
principle

and the emigres who believe that they “revolt
represent real Russia. The revue alsg | with
made sharp attack on well-known | — the :
foreign politicians and  militarists. |
Mussolini, Joffre, and C., and had it ... At
anti-religions moments. For instance wiob:f? |
on 3

there was a procession of characters in
caricatures carrying candles, chanting
a churhh service and bearing boards,
with the inscription, ‘“Religion is opium
for the people.” On the whole, it wag
very witty and gay, and went at great

speed, almost too cquick for some .
spectators. It took many shapes and | Hisenst
colours like a kaleidoscope.85 ©igeo-futuris

Theatre historians have pointed out
Eisenstein's experiments were not unrelated .
the experimentation started by the great
novators of the Russian Theatre before th N
revolution of 1917. Eisenstein's debts to M? listic,

erhold and to the genres of parody and carics atilitas
ture worked out by Nikolai Evreinov have be aesthe ‘
indicated by Gorchakov.8 When Eisen lication
began film work he continued search for FEa—
forms which characterized his theatre work, dua.li;"sr
The necessity for innovation, however,

only part of the theory of theatre that developgé was the
in the Moscow Proletcult. The theoreticians giblished I
the collective conceived the aims of theatre wogjarr ment

ani Lef anc

in terms of a struggle against the ideas

techniques of the older forms of theatr
Along with this conception of the role of theatt
developed the belief that the character center

theatre of the nineteenth century was destin€tyy the i
to die and would be replaced by a theatre '
was more directly expressive of a new class
society. In the place of the old theatre, “whe
personal problems dominated into and ca
the audience away from the present into
past, or into a preoccupation with ‘romance,’
the newProletcult theatre was to affirm the ma
as a hero and to direct the attention of
audience to the present. These concepts ¥
in accord with ‘“collective” emphasis of
Proletcult, the Proleterian Culture Movem
as a whole. 89 During the production of
first silent film, Strike, Eisenstein made e
sive use of Proletcult principles. In regard |

aterialist
used t

84 Lebedev, Ocherk, p. 124

85 Carter, pp. 92 — 93.

g6. Cf. Gorchakov, p. 125. Eisenstein's

utilization of music hall elements was Yurl Annenkov who employed such devices in a staglng of LAd
Tolstoy’s The First Distiller in 1919. Eisenstein actually wcrked as a designer for Vsevolod
He did the sets for a production of Heart-break House by Bernard Shaw during 1912.

rehearsed, for some mcnths, it appears, but it was never staged. Cf. Seaton, p. 48 and Leyda,

p. 218.

of the FEKS group in Petrograd at about the same time Elisenstein was develcping them in

Theatre of Moscow.
87 Cf. Seaton, p. 41.
88 Ibid.
89 See the discussin of the tenets of the Proletcult.

forerunner respect to the dramatic
Meyeﬂwlde
"Appendu!'
As has been noted the circus and music hall also acted as starting points for the formal deviﬂﬂ. g
the Proletcult
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iand New. It fared
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wbly and was even ¢
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ge in the ideological

his silent films.

ry. 81 Hisenstein's
better than Bezhin

y. 82

on of prominence

1§ By 1939 Eisenstein had again returned to a

k. Russian critical opinion concerning the
release of October was not favourable and

enjoyed considerable

larity abroad was enventually withdrawn
Russian Distribution. 73

'\ pisenstein turned his efforts once again to
i The General Line which had been in
wction when he was asked to make October.
early in 1928 before he resumed produc-

that most of the foot-
out of date. 4 The

io was rewritten and when the film finally

1020, it was retitled
little better with the
October. ™ In other

ies, however, it was received more fav-

onsidered a great ex-

 After the production of Gid and New,
Sstein and a team of assistants left Russia
§ the consent of the Soviet Government.
mstein made this trip to study industry
opments abroad where the gound film was
produced. 77 He was also under contract
the American film producing firm,
ount, and arrived in the United States in

Fisenstein’s American

rn did not produce any completed films
ugh he was involved in numerous pro-

Upon his return to the Soviet Union in the -
ng of 1932, Hisenstein found considerable

orientation of the film

stry. 80 He was unable to get strted on a
film project and lectured for several years
he Moscow State Institute of Cinematog-
During this period he wrote extensively

Eisenstein returned to

e production in 1935 when he directed a
id film called Bezhin Meadow. This film,
ever, was left uncompleted when it ran into
criticism from members of the film

last three productions
Meadow, although the

one remained unreleased until very

-5

in the Soviet film
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industry. The success' of his sound film,
Alexander Nevsky, was particularly responsible
for his renewed honour.8 His sound films,
however, seem tc be made with a different
approach to the medium than the one he
developed during his silent work. They place
much more emphasis upon individual character
development, for example, and are generally
constructed so that they move at a much slower
pace.

The silent films of Eisenstein, with which
this research is concernéd, form distinctive
stylistic unit when viewed in the total context
of his film work. They were all produced during
the period of the New Economic Policy and can
be viewed as a response on the part of their
maker to some of the social, economic, intel-
lectual, and artistic tendencies of this era.
These tendencies have been described briefly in
the preceding parts of this research. At this
point it is necessary to examine the specific
influences that helped give Eisenstein’s silent
films their peculiar stylistic qualities. These
influences can be traced by an examination of
Eisenstein’s wock previous to his entry into the
cinema, by reference to his extensive theoretical
essays, and by an examination of the methods
he employed in making his silent films. '

When Eisenstein entered the Proletcull
movement during the latter part of 1920 he
became associated with a group of theatre
people whose basic purpose was the fostering
and development of new proleterian artists.
The tenets of the Proletcult movement, enume-
rated in earlier pages of this study, included the
idea that new formal experimentation would lead
to the construction of completely new and class-
oriented art forms. Innovation, as has been
pointed out, was an important feature in the
work of this group, Eisenstein's theatrical pro-
duction, especially after he assumed control of
the Moscow Proletcult Theatre in 1922, took on
a quality of innovation that indicates the extent
of his response to the ideas and theories of A A.
Bogdanov, the theorist of the Proletcult move-
ment. The Sage, Eisenstein's production based
upon a play by Ostrovsky, employed innovations
in staging, design, and acting. Some of these
are indicated by Lebedev :

Cf. Seaton, p. 104.

Cf, Seaton, p. 157.
! Cf. Leyda, “Appendix

& The First Five Year Plan had gone into effect an
 tions done previously as being attempted under
{ Seaton, pp. 351 — 477, documents this phase of
Also see Leyda, “Appendix I,” pp. 226 — 229 fcr
Eisenstein’s last film, Ivan The Terrible Part II,

. Werld's Fair in 1938.
Cf. Seaton, p. 336.

Cf. Lebedev, Ocherk, pp. 156 — 158 also Bahitsky and Rimberg, p. 308.

Cf. Seaton, p. 155 and Lebedev, Ocherk, pp. 159 — 162.

1, pp. 223 — 225, where these prcjects are discussed.

d there was a distinct tendency to regard many produc-

false ideclogical positions. Cf. Seaton, p. 261.
Eisenstein’s work and the criticism that evolved from it
a summary of this work, completed and uncompleted. -

was belatedly released only at the time of the Brussels
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entirely new.” 60

In Moscow he entered the Oriental Division
of the Academy of the General Staff with the
avowed intention of studying the Japanese
language. 61 Concurrent with his work in the
Academy, Eisenstein joined the Moscow Pro-
letciilt Theatre. The stage had been one of his
interests for some time and as early as 1912
he had entertained himself by making plans
for stage productions. 62 1In the Proletcult he
worked first as a scene painter but soon became
a designer, and during the latter part of 1922
he assumed the leadership of the Moscow
Proletcult Theatre collective. In March, 1923
he directed and designed a version of a play by
Ostrovsky retitled The Sage.63 The work Eisen-
stein did in preparation for The Sage is consi-
dered by historians of Russian film to be critical
in the development of his theatre work
Indeed, Eisenstein himself recognized the imp-
ortance of The Sage and wrote extensively about
it. Eisenstein continued to direct other stage
productions until the middle of 1924.65 Although
he rates a place in the history of the develop-
ment of the Russian stage, Eisenstein's main
contribution to the field of dramatic art was
made after he started work in the motion pie-
ture. His theatrical theory and practice will be
discussed later.6€

" .. The Proletcult movement in Moscow also
contained a cinema section aclled the Prolet-
Kino, and the steps from stage to screen for
those people that desired such a move was
facilities by the existence of this organization.67
Eisenstein’s transition into film appears to have
been motivated by a conviction he formed dur-
ing his stage work. He found that stage condi-
tions could not be extended indefinitely and
that their conventional nature prevented him
from implementing his artistic intentions. 68

" and America. This film was released in Januar

1

-

Eisenstein’s First full length film §
was released early. in the year 1925 69 It w £ 0
based upon a scenario written under the di lease O
tion of V.F. Plentnyov, a former chairmap
the Moscow Proletcult Theatr. Although it o
commercially distributed in Germany ang -
a prize at the 1925 Exposition des Arts Deco

Russian

jsenstein t

tifs in Paris, it was not extensively popular The Ge
the Soviet Union. "¢ Soon after the release ction when
Strike, Eisenstein was asked by the governmentss €arly in:

to produce a film for a celebration of the 1908 By the tim
revolution. The result of this commission wasgreviously
his most famous film, The Battleship Potemkip 4ri0 Was res
released on January 1, 1926. Although it recefagred, in £
ved acclaim in .the West, particularly in Ger.gnd New.

many, recent historidns of the Soviet film douby

its popularity with the Russian audiences of thigsri howe
day. 71 ' Sply and W
ent. % -

After Strike and Potemkin, Eisenstein bes

gan to work on a film tentatively called The AfteT the
General Line, which was to treat a new approach#ste1? and
to rural collectivization advocated by thet the cOnst
government. Eisenstein was sget to work on istein mad

film to commemorate the tenth anniversary o

the Bolshevik Revolution of 1917. For th
assignment he wrote, in collaboration with hi A
an

director Grigori V. Aleksadrov, a scenario whic
resulted in the film October, or Ten Days Tha
Shook The World, as it is called in Englan

1928 and raised a storm of protest and accusa
tions against its maker. Eisenstein had failed
to keep abreast of the fast moving Russian
political scene and had included many scenes G
which depicted Leon Trotsky's part in thefgr. 80 ]
October events. 72 Troasky had fallen into dis-%fim proj
favour while the film was in production and
Eisenstein’s failure to follow this political:
maneuver resulted in an order to reedit the
whole work, omitting many of the Trotsky &, produc

. During

- 80 Sergei M. Eisenstein, ‘‘Autobiographical Note,” [nternational Literature, Nc. 4, Moscovtr. 1933, p. 128
61 During this period students who had supported the Red Army were demobilized and their further

study

encouraged by a government subsidy. Cf. Seatcm, p. 38. CI;ElC
- 62 Cf. Seaton, p. 26. LBtry.
83 Alexander N. Ostrovsky (1823 — 1g86). The title of the play Eisenstein used as the basis for his pres & petter -
duction was “Na Vsiyakogo Mudretsa Dovel ‘no Prostoty” (Encugh -Stupidity in Every Wise ’ﬂdf‘l; # one 1
- Eisenstein's production is variously called The Wise Man and The Sage. Cf. Leyda, “Appendix 1" p. 218 MY 82
and Eisenstein, Film Form (New Ycrk, 1949), p. 9. ) *_
64 Cf. Leyda's introductory remarks to “Montage of Attracticms,” in Eisenstein, The Film Sense, p. 230. By 1939
The Russian film historians who hold this view are N.A. Lebedev and R. Yurenev. Cf. Lehedev, Ocherk, ftion of
.p, 125 and Yurenev, p. 10. ) -
65 Cf. Leyda, “Appendix I, pp. 217 — 218, # Cf. Lebhe

66 Following the production cf The Sage Eisenstein wrote several articles outlining his purpose and thecries g\gt Cf. Seat

behind the production. Cf. “Mcntash Attraktsioncv,” : - s i,
1923, pp. 70 — 75. There is a translation by Jay Leyda of parts of this article printed .m ?%bgr-].c’llh‘d
The Film Sense, pp. 230 — 233. Eisenstein evaluated the importance of The Sage In his article ¢
“Through Theatre to Cinema,” Film Fdrm, pp. 3 — 17.

67 Cf. Huntly Carter, The New Theatre and Cinema of Soviet Russia (London, 1924), pp. 241 -

68 Cf. Eisenstein, “Through Theatre to Cinema,” Film Form.

89 The documentation of the film werk of Eisenstein used for this research was found in Lebedev.
pp. 269 — 302, and in Leyda's “Appendix I", pp. 217 — 229.

70 Seaton, p. 72.
71 Cf. Babitsky and Rimberg, p. 308, 322,
72 Cf. Seatcn, p. 100.
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As long as Marxian literary
theory had not become a rigid dogma,
a non-Marxian heresy such as Forma-
jism still had a right to exist. Its
chances of receiving a fair hearing were
the better since it represented a novel
and a scientific method of approach,
and addressed itself to problems which
were badly in need of elucidation ...
The post — innovators, whether of the
Futurist, Imagenist or Constructivist
persuasion, incessantly harped on the
theme that revolutionary form is as
- essential a prerequiste of truely pro-
jetarian art as proletarian content.
These declarations were echoed by
some bona fide Marxian theoreticians.
A, Gastev, a spokesman of the Pro-
" letcult’s group, maintained that “the
notion of proletarian art implies an
overwhelming revolution in the sphere

; 9

of film making which has been recognized the
world over for its contribution to the methods

of expession employed by the cinema.

EISENSTEIN :

Sergei Mikhailovich Eisenstein (1898 —
1948) began his work in film during the year
1924, several years after Vertov and Kuleshov.
He brought with him, however, a greater back-
ground of knowledge and work in the related
fields of painting, drawing and the theatre.37
He was born in Riga, Lativia on January 23,
1898, the son of a well-to-do civil engineer.
As a child he mastered English, French, and
German and took an interest in drawing and
books. He was not an outstanding student.
Between the years 1905 and 1910 the family
had residence in both Riga and Petrograd, and
Eisenstein, not unlike many boys of his time,
had both a Russian nurse and an English
governess. In 1913 he returned to Riga to attend

sequently his interst in contemporary psycho-

ed i AR 4%
ar- '. ;fe:rgit: i?:!?si%rimii:tzl;m;a‘:s};gn ‘:::; the Liycee there. At the outbreak of the First
he b e old excoriated experiment in form World War in 1014 after his mother had left
he seemed to be a historical sity. ¢ the family to live in France, Eisenstein returned
= PR to Petrograd to live with his father. Although
= is experiment with a concern for the formal Eisenstein was vitally interested in the graphic
in alities of art was not an exclusively literary arts, his father enrolled him in the Petrograd
he “ivelopment. It is only neccesary to mention Institute of Civil Engineering where he chose
- “he Cubists, the Constructivists, and the Futu- to study architecture. During this time he also
d. “iits in the visual arts of this period and the began a serious study of the Ttalian Renais-
L iod immediately prior to the revolution to sance. His reading in this area led him to
st- icate how pervasive was the search for new Freud’s article on Leonardo da Vinci.  Sub-

e istic forms. 35 Indeed, in the Russia of the
1d 20’s, one observer suggested that “all the logy led him to study the reflex theories of the
e wts ., including music, tend constantly toward Russian scientist Pavlov. 58
e condition of the cinema.” 56
” f _ Eisenstein never finished his engineering
“F. Th}e Rus.smn cinema itself was the subject studies. In 1918 he enlisted in the Red Army
v an 1pten51ve formal re-evaluation. Its crea- and was assigned to building fortifications.
r(: rs w.xshed to make it into a new form of Later he was transferred to the political com-
3“ : ‘ressmn to match new forms of political and mand to do agitational communications. Seaton
cial experiments. It was fortunate, to say says that he ‘made banners, painted slogans and

e least, that the innovators of the 1920's
ere able to work in an atmosphere of relative
eedom from government control while enjoy-
g a large measure of governmental financial
pport. The result was the growth of a school

executed drawings explaining or glorifying the
Revolution.” 59 During the later part of 1920
he was released from the army and ,in his own
words, “returned not to Petrograd to complete
studies begun but to Moscow to start something

54 Erlich, p. 63.

55 The Cubists, Constructivists, and Futurists were artists t
formal devices and new meaning in the visual arts. Althoug

hat searched, in one way or ancther, for new
h they developed during the first two decades

T

lso had extremely active adherents in both

of this century and were centered in and arcund Paris, they a
t Art (New York, 1936).

pre — and post-revolutionary Russia. Cf. Alfred H. Barr, Jr., Cubism and Abstrac
56 Alfred H. Barr, Jr., “The ‘Lef’ and Scviet Art,” Transition, XIV (Fall, 1928), p. 269.
57 The biographical information in this research was gathered from four principle sources. The first and
?cst complete was Marle Seaton’s biography, Seryei M. Eisenstein (New York, 1952). Other sources were
ay Leyda, Appendix [, the Work of Eisensteln,” in Eisenstein’s volume, The Film Sense (New York, 1947),
pp. 217 — 22Y9; R. Yurenev,' Sergel Mikhallevich Eisenstein, “in Izbrannye Stat'i (Collected Articles)
(Moscow: Gosudarstvennoe izdatel’stvo, [skusstve, 1956), Pp. 5 — 40; and Lebedev, Ocherk, pp. 122 —
139, and pp. 152 — 164.
38 1122 art(.licle ref::rred to 1s by Sigmund Freud (1836 --19398) the Austrian neurclogist. Its full title is

(1843M olt;ﬁ’:mcl; A Study in Psychcsexuality, trans., A.A. Brill (New York, 1947). Ivan P. Pavlov

—_ was an experimental psychologist, is most fam f i

SayeholoRy: P gl ous for his behaviouristic theories of

59 Seaton, p. 37.
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during the NEP.45 A brief description of its
basic view points is important for the purposes
of this research because Eisenstein's first film
work grew out of his activity in Proletcult
theatre in Moscow.

The Primary. aim of the organization was
to impart education to the working class and
to develop and foster new proletarian literary
movement in detail. As to the activity of the
Proletcult during the years of the Civil War :

The extent of its literary and
educational activity during the revolu-
tion and civil war (1917 — 1921)
indicates that it received considerable
support from the state. It was clai-
med that there were over one hundred
provincial branches of the Proletcult
and eighty thousand workers enrolled
in its studios in 1920. The list of
periodicals which it was able to publish
in those dreadful years is an impres-
sive one. 46

The tenets of the Proletcult movement were
developed by the Marxist theoretician A. A.
Bogdanov with the cooperation of A.V.
Lunacharsky, beginning about the year 1909.
The first formal organization of the Proletcult
developed in 1917.47 The basic tenets of the
movement, as advanced by Bogdanov, were
these : first, art was considered a social envi-
ronment in which it arises; and secondly, art
is not merely a reflection of life from the view-
point of a given class, nct merely an expression
of its ideas, but & means of organizing its collec-
tive labour. 48 Bogdanov also maintained that
there were three independent roads to socialism
and that the cultural one, the one followed by
the Proletcult, was to develop independently,
“free from bodics concerned with the political
and economic struggle.””50 This last position,
the idea that art develops free from govern-
mental and Party control, began to incur criti-
cism of Party leaders during the early twenties:

Toward the end of the civil war
the leaders of the Party betrayed a

distinet distrust of the Proletariay
Cultural Movement as fostered by the
Proletcult. Trotsky argued with greqt
cogency that a specifically proleteriap
culture was simply' mot possible,
Bukharin expressed doubt as to whe.
ther such a phenomenon could pe
artificially induced, and he also took
exception to the idea that it coulg
develop independently of the Party
and the State. Lenin revealed a vigo-
rous contempt for the theoreticians of
the movement, and in 1920 forced its
congress to pass a resolution which
affirmed that :° (1)\3 proleterian cul-
ture could arise only on the basis of
the “bourgeois” thought and culture
which already existed; and (2) the
Proleteult must function as a subordi-
nate body within the People’s
missariat of Education. 51

Com-

Although after the year 1920 it was furced
to acknowledge more Party control, the leader-
ship of the Proletcult continued to interpret the
function of the organization according to the
resolution adopted by the First All-Russian
Conference of the Proletcult. This resolution
had stated that the Proletcult had as its main
objective the organization of the workers for the
purpose of creating a class art of the Prolet-
cult. “The proleteria,” this document declared,
“must have its own class art to organize its
own forces in social labour, struggle, and const-
ruction. The spirit of this art is that of labour
collectivism : it perceives and reflects the world
from the point of view of the labour collec-
tive .,.” 52

Even though there was no hint of an anti-
traditional and predominantly formal or strue-
tural outlook on art in the theory of Bogdanov.
the cultural upheaval characteristic of the age
inspired artists of all areas to call for new
formal experimentation and for a complete dis-
charging of all the traditional forms of artistic
expression. 53 Krlich comments :

45 Edward J, Erown,

The Proletarian Episode in Russian Literature (New York, 1953), pp. 6 — 10. The

world Proletealt is transliterated variously. Besides the spelling used in the hedy of this research the most

common variation is “Proletkul't”,
46 Ibid.,, p. 8.
47 Ibid, p. 9.
48 Ibid., p. 6.

Brown points out that Bcgdanov's rea)l name was A.A. Malinovsky (1873 — 1928) and that

Lunacharsky became the Commissar of Education for the new Soviet State in November 1917. Cf. note 3

page 243 of Brown's work.
49 Cf. Brown, p. 7.
views were not original with him.
fcunder of Russian philosophic Marxism.

He translates Bogdanov's articler that set forth these tenets and peints out that such
They were previously developed by G.V. B'ekhanov (1836 — 1918), the

50 Ibid,, p. 8. The passage quoted is Brown's summary of Bogdunov's position.

51 Ibid.
52 As quoted in Brewn, n. 7.

Erown also points out that “the organizers and theorists of the Proletcult were
not themselves members of the working class, but were instinctly ncn-proleterian intellectuals.

Logically

enough, they concluded that the new art and literature would he created not only by people of pure pre-

leteriun erigin but also by pecple of proletarian orientation,” like themselves.”
work., S.M. Eisenstein, as it will he seen, fitted the

33 Cf. page 5 and footncte 8§ of this research.

Cf. page 7 of Brown’s

descriptien 2 “'non-proleterian intellectual,”

As
theory ha
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tions. In the first combination the
close-up of Mosjukhin was immediately
followed by a shot of a plate of soup
standing on the table. It was obvious
and certain that Mosjukhin was look-
ing at this soup. In the second com-
bination the face of Mosjukhin was
joined to shots showing a coffin in
which lay a dead woman. In the third
the close-up was followed by a shot
of a little girl playing with a funny
bear, when we showed the three com-
binations to an audience which had not
been let into the secret the result was
terrific. The public raved about the
acting of the artist. They pointed out
the heavy pensiveness of his mood
over the forgotten soup, were touched
by and moved by the deep sorrow with
which he looked on the dead woman,
and admired the light, happy smile
with which he surveyed the girl at play.
But we knew that in all three cases the
face was exactly the same. 40

poudovkin also describes another Kuleshov

experiment which investigated the relative
manner in which elements of space and time
can be represented in films :

1. A young man walks from left
to right.

2. A woman walks from right to
left. They meet and shake hands. The
young man points.

3. A large white building is
:shown, with a broad flight of steps.

4. The two ascend the steps.

The pieces, separately shot, were
assembled in the order given and pro-
jected upon the screen. The spectator
. was presented with the pieces thus
joined as one clear, uninterrupted ac-
tion : a meeting of two young people,
an invitation to a nearby house, and an
entry into it. Every single piece, how-
ever, had been shot in a different
place; for example, the young man
near the G.U.M. building, the woman

* near Gogol’; monument, the hand-shake
near the Bolshoi Theatre, the white
_house came cut of an American picture
(it was, in fact the White House), and
the ascent of the steps was made at

St. Saviour’s Cathedral. What hap-
pened as a result ? Though the shoot-
ing had been done in varied locations,
the spectator perceived the scene as a
whole. The parts of real space picked
out by the camera appeared concen-
trated, as it were, upon the screen.
There resulted what Kuleshov termed
“creative geography.” By the process
of junction of pieces of celluloid reality.
Buildings separated by 2 distance of
thousands of miles could be covered by
a few paces of the actors. 41

In contrast to Dziga Vertov, for whom the
final assemblage of shots was organized more
with regard to relationships which the director
believed to exist in real life than to any pre-
conceived pattern of spectator response.
Kuleshov decided that it was possible to predict
and consequently control the responses of
spectators watching an assemblage of separa-
tely shot pieces of film. 42 “The frame,” that
is the individual pictures that make up a shot,
“ought to function like a sign, like a letter,
that you will immediately grasp and that, for
the spectator, almost immediately exhausts the
meaning that is related in it.” 43 A film, of
course, is a series of such frames or shots
arranged in some order. The meaning that a
spectator receives from each shot, as Kuleshov
and Pudovkin’s research proves, depends also
upon its relationship to the other shots in the
sequence of which it is a part. By investigating
the possible relationships between shots
Kuleshov felt that it ultimately would be pos-
sible to guide the spectotor’'s response to a film.
The film medium for Kuleshov was, above all,
a medium of implication and suggestion.
Consequently it was theoretically possible to
charge a concrete and photographic representa-
tion of reality with symbolic overtones thanks
to its position within a series of shots. Meaning
in a film, acording to the theories of Kuleshov,
must depend upon the nature of the single shot
as well as its relationship to the other shots
in the film. At any rate these were the conclu-
sions that Eisenstein was later to draw from
the work of Kuleshov. 4%

The Proleterian Culture Movement : The
Prolectcult, as the proleterian Cultural and
Educational Organization was called, kecame
the rallying point for many of the theories and
theorists that developed immediately prior to
the revolution of 1917 and during the civil war
that followed it. This development continued

40 Vseveld I. Pudovkin, Film Technique, trans. [vor Montague (London, 1954), p. 140.

41 Ybid., pp. 60 — 61.
42 Lebedev, Ocherk, p. 114
43 Lev Kuleshov, Iskusstvo Kino, pp. 44 -

44 Mitry., p. 21.

115, traces the development of Kuleshov's discoverivs,
45 as qucted in Lebedev, Ocherk, p. 115
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film and with a concept of visual objectivity was
at first characteristic of this group. The direc-
tor was a servant of the camera’s objectivity,
and “objectivity,” however, which permitted
the use of violent non-naturalistic distortions
like slow-motion and forced perspectives. The
director's job was to amass a series of docu-
ments registered on film. This kind of filming
was supported by a type of film theory that
was aggressively anti-studio, anti-actor, anti-
director, and in a phrase, anti-theatre. Never-
theless, the theories and the film work of
Vertov's group did emphasize the importance
of location and of motion. They also made con-
tributions to the technique of editing and its
place in film work.

Workshop of the Economic Actor (FEKS):
About the same time that Vertov in Moscow was
developing his theories of the “Film-Eye,” asg
he called them several young theatre people for-
med their own workshop in Petersburg. 30 The
group included Gregori M. Kosintsev and
Leonid Z. Trauberg. The intentions of this
group of experimenters were the opposite of the
documentary school of Dziga Vertov. Many of
them came to the workshop with a theoretical
back-ground. 31

Mitry suggests that their work consisted
of re-evaluating the work of the actor, and ot
all the scenic processes of theatre.32 Theirs
was a satirical form of theatre which exagge-
rated the artifices of the stage into an abstract
caricature of reality for comic or burlesque
effects. 33 The actor was depersonalized, even
dehumanized. l{e became a marionette, a me-
chanism for the expression, through gestures,
movements, and postures of a parody of social
manners and bourgeois attitudes. ‘Lhe group
drew their techniques from the music hall
stage, the vitality of American advertising and
dancing, as well as the examples of the French
Guinol and the Commedia del’Arte. 3¢ The cir-
cus was another influence that inspired this
group of experimenters. When they transferred

1

their circus-like techniques to the screen j,
1924,35 they produced films which were Charae.‘
terized by “brilliant handling of crowd work. of
constant movement among turbulent pictoriy
compositions.” 36 ‘

Workshop ol Lev Viadimirovich Kuleshoy.
The schools and theories of Vertov and FEKg
add a partisan-like vitality to the kack-groung
of early Soviet film work. It was the work ang
research of Lev Kuleshov, that had the mog;
eflect upon future film makers. Through thc
closest analysis of actual films and of the fily
makers’ problems. Kuleshov and his students
evolved the first thoroughly consistent ang
clearly thought out theory of film making in
Russia.

Kuleshov had worked as an assistant in the
movie industry before the revolution. 37 Afte
it the government sponsored his investigations
into film editing. He filmed news reels during
the period of civil war and, when the shortage
of raw stock forced a halt to cxtensive filming,
he concentrated on theory and experimentation.
During the years 1918 — 1921 he worked out
some of the basic theoretical foundations ot
film journal articles.38 His theories caused
much discussion and he was appointed to a
position at the State Film Institute in Moscow.
He taught therc from 1921 to 1930. In 1923
he published a book which contained the results
of his research. 39

The best known of Kuleshov's experiments
has been described by his famous student, the
Russian film director Pudovkin :

Kuleshov and I made an interesting
experiment. We took from some film or
other several close-ups of the well-
known actor Mosjukhin. We chose
close-ups which were static and which
did not express any feeling at all —
quiet close-ups. We joined these close-
ups, which were all similar, with other
bits of film in three different combina-

80 The exact date of the formation of this group is difficult
Yurenev, p. 117, cites cnly the year 1921 as the date of its formation.
of its formaticn as July 9, 1922 but fails to cite the source of

Soviet theatre by Gerchakov fails to mention FEKS.
at the Moscow operas. Cf. Mitry, p. 17.

point.
(Paris, 1955), p. 16, glves the exact date
his information. The recent history of the
31 Kozintsev, for example had been a painter
32 Ibid., p. 18.
33 Ibid.

24 Yurenev, p. 18, mentions their debt tc American gdv
respect to the influences ot the commedia dell’arte
Russian stage, Vsevold Meyerhold, had turned to it as early as 1917 — 1918.
an important example which was followed by many minor producers.
had developed the genres of parody and caricature in his "“Theatre of the Crcoked Mirror” 1n 1914

to determine because authorities vary on this
Jean Mitry, S.M. Eisenstein

ertising, the music hall theatre, and dancing. With

it should be noted that the great innovatcr of the
His use cf it is considered
Ancther innovator. Nikolai Evreinov.
— 1915

Mitry believes thal FEKS extended some of his devices. Also see Gorchakov, pp. 67 — 85.

35 Yurenev, p. 118.

36 Paul Rotha, The Film Till Now (New York, 1930). p. 162.

37 Lebedev, Ocherk, p. 112
38 Ibid.
39 Ibid., p. 114,

Kuleshcv published a second book, The Principles of Film Direction.

This volume is entitled Iskusstvo Kino (Film Art) (Moscow: Teakinopecnat, 1929). In 1941

Ct. Jay Leyda, “Advanced Training

for film workers, Quarterly of Radio-Television-Film. I (1941 — 1946), pp. 279 — 286.

3
i
¥

SRR R S

SEEen

B S N R B I R e L IR

tions
close
follo
stant
and
ing
bina:
joint
whic
the
of 2
beal
bina
beer
terr
aeti
the
ove
by :
whi
and
wit
Bui
fac

 Poudov.
- experin

manner
can be

to

lei
¥

w8k

= =

o=

. ™ D B ST

40
41
42
43
14




. tographed intact. His writing, expressed in a

- manifesto-like manner, had a quality of machine

worship about them. He and his group, which

included his brother, Mikhail Kaufman, the
cameraman of the organization, exalted, the
. moving picture machine and its recording
- possibilities. In an article written in 1923 for
the magazine Lef, which published some of the
. most advanced theory of the innovators, he
- compared the lens of the camera to the human

| eye :

I.... am the film eye. I ... am
the mechanistic eye.

1, am machine, am showing you
the world 2s only I am able to see it.
From today I free myself forever from
the immobility .of man; I am continu-
ous movement; I approach and retreat
from objects; I creep under them; I
creep into them; I travel fixed to the
snout of a running horse; I cut into
the crowd at full speed; I run before
marching soldiers; I turn on my back;
I am lifted up in an airplane; I descend
and ascend with the descending and
rising substancess. 29

A fa'scin_atio\n with the mechanism of the

20 Quoted by R.N. Yurenev, “Sovetskoe Kinoiskusstvo na Pcd “eme,” (Soviet Film Art on the TUpswing),
Ocherki Istorii Sovietskogo Kio, Tom Pervvi (Outline of the Histcry of the Soviet Film, First Volume)
(Moscow: Gosudarstvennoe Izdatel ’'stvo, Iskusstvo, 1956), p. 85. Yurenev alsc quotes the following section
from the same article which appeared in Lef, No. 3, 1923, pp. 140ff.:

WO[‘kSh t.’

“I am the film eye. ]| am creating a man more perfect than Adam. 1 am creating him from a
thousand different persons through different preliminary sketches and systems. I am the flm eye.

I seize the hands cf one person — the strongest and most skilled; from another ] seize the
legs — the best proportioned and the swiftest; and from a third --- a head, the most handsome and
mest expressive-assembling...,. Lebedev, Ocherk, p. 104 suggests that these statements were influenced
by the manifestoes of the Futurists, and Italian school of the arts which developed during the first
decade of this century. Its leading writer was F.T. MarinettL Futurism stressed the dynamic and
violent qualities of the age and set itself against all cultures that looked to the past. It glorified a life
of danger, war, blind patriotism, and the machine age. Its formal innovaticms tended toward the
use of bright colours in painting and rectangular of “cubist” design. It was primarily

of Kulesl interested in the depiction of the kinetic and dynamic elements of vision for which it ultilized the
‘ulture 3 simultanecus presentation of multiple views of the same objects. Its interest in motion, rapid change,
alled o and the machine links it with similar interests of the innovators in Russia.
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For purpcses of comparison Marinetti's manifesto of 1909 is given in trans’ation below.
It should be pcinted cut that statements such as this were deliberately calculated to shock and aggra-
vate all believers in the artistic status quo of the time.

“Manifesto du Futurisme”

1. We want to extol the love of danger, the use of energy and of rashness.

2. The essential elements of cur poetry will be courage, audacity and revolt.

3. Literature til] now hus glorified pensive immobility, ecstasy, and sleep. We want to extol the
aggressive moveme.t, feverish restlessnes, the gymnastic step, the perilous leap, the slap in the face,
and the blow of a fist.

4, We declare that the splendour of the world is enriched by a new beauty: the beauty of swift-
ness. A racing car — its body adorned with large exhaust pipes like serpants hreathinge explosive
breath ... a roaring car, which appears to run over the racc cage wall, is more beautifu] than the
Winged Victory.

5. We wish to extol the man behind the wheel. The ideal form traversing Earth — shooting itself
along the path of its orbit

6. It is necessary for the poet to give out with ardour, radiance, and prodigality, in order to aug-
ment the enthusiastic flaveur of the primordial elements.

7. There is no more perfect beauty than that found in a battle. No masterpiece exists without
aggressiveness cf character. Poetry ought to he a violent ussult against unknown forces in order to
summon them bhefore the feet of Man.

g. We are on the extreme promontory of the centuries ... What good is served by a backward
glance? For the moment it is necessary for us to knock down the mysterious hcats of the impossihle.
Time and space died yesterday. We are already living in the absolute, in as much as we have already
created the eternal omnipresent swiftness.

9. We wish to glority war — the single hygiene of the world — militarism, patriotism, the dest-
ructive movement of the anarchists, the beautiful ideas that kill, and the contempt cf woman.

10. We will sing of the great crowds agitated by work, pleasure or revolt; the multicoleured and
polyphonic surfs of revoluticns in modern capitals; the nocturnal vibration of arsenals and ct
dock-yards under their violent electric moons; of glutted railroad staticms swallowing serpents that
smoke; of factories suspended in the clouds and sparks of their vapours; of the bridge cf motions made
by leaping gymnasts thrown cver the diabolic cultery of sunlighted waves; of adventuruous packet-
hoats scenting out the horizon; of loccmotives pawing at their rails — those encrmous strands of
iron bridled by the length of tunnels; of the glistening flight of airplanes whose helix resembles the
flying flag and the applaus of an enthusiastic crowd.”

Translated from F.T. Marinetti, Le Verz Linre et Manifeste du Futurisme (Milano, 1909), pp. 9 —
12,
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rance, directed by D.W. Griffith, as the
eighth wounder of the world. Europea>n
and American films were successfully
exhibited during most of the 1920’'s.
In 1826 they constituted 89 per cent of
The films shown in the U.S.S.R. 22

symbodlism based on the cirens - manifes
nique of grotesquerie. They asserteq: worship
their manifesto : *‘Life demands ¢ includec
art be hyperbolically crude, shockin

aimed at the nerves ... The art of

twentieth century is ... eccentrigis a“"

The clamour of numerous innovatgy
during the early 1920’s indicateq
relative freedom of thought whia
existed during the period of the Ni

Economic policy. Lun:charski ( :
head of the People’s Commissariat ¢
Education) often championed tra"

Russian production of feature-length
dramatic films was stimulated by the freedom
and artistic vitality of the NEP. Twelve films
were released during 1922—1923 and forty-one
during 1923—1924. 23 The exciting intellectual
tenor of this period. with its conflicting ideas
and enthusiastic manifestoes, is clearly

indicated by Paul Babitsky. 2¢

Scenario writers soon divided into
two camps, one group defending the
pre-revolutionary traditions of the
Russian movie and the other favouring
innovation. In 1924 the second group
formed the association of the Revolu-
tionary Cinema (ARKO) which included
some of the most active people, in the
field, such a5 Kisenstein, Razumnyi and
Kuleshov. The memters of ARK,
advocating propaganda films in accord
with Party line and criticizing the
“traditionalists” for their “lack of poli-
tical principles,” considered it ‘“un-
pardonable that the first socialist state
in the world had not yet fully utilized
the films as a “powerful weapon in the
struggle for Communist culture.” The
organization won support among those
scenario writers who, as members of
LEF (Left ¥ront of the Arts), opposed
passive realism and ‘psychologicism’ in
art and, in the words of Mayakovsky,
demanded “straightforward agitation
which moulds life and custom according
to a plan.” Dziga Vertov, a proponent
of documentary films — “life caught
unawares” — called the traditional
type “contaminated.” Kuleshov wrote:
“Down with the Russian psychological
drama. Hail the American detective
films and their stunts.” In organizing
the Workshop of the eccentric Actor
(FEKS) in 1922 the directors_Grigori
Kozintsev and Lenoid Trauberg discar-
ded realism in favour of stylized

tional principles in literature and a
tamed the extremist groups and skitl
fully maintained ecuilibrium betw
the old and the new. 25

A complete account of the many inno
of this era is beyond the scope of this re
However, a resume of the major tenden
the various innovators is necessary bec
forms the back-ground from which the
Eisenstein emerged.

It is possible to identify four gro
innovators during this period. There w
work of the documentarists. the Worksh
the Eccentric Actor, the Workshop of Kule
and the work of the proleterian Culture X
ment or the Proletcult as it was called.
stein's work was most closely associate
the Proletcult.

Documentary : The emphasis upon
reel type filming during the years imm
following the revolution of 1917 has
been pointed out. It was the major forr
cinematography until about 1922.26
materials became more plentiful makers o
news reels stepped up their activity. The
further refined their technique and develop
body of written theory to support their
ties. The name of Dziga Vertov figures
prominently in this movement. 27 He
entered the Moscow news reel industry in
serving first as a clerk and then az an €
of news footage.28 By the year 1923 he_
also engaged in writing theoretical articl
Russian film periodicals. He stressed th
of documentary images, i.e. ﬁlms_taken
real life and assembled for projection W
intent of keeping the reality of the evem

22 Babitsky and Rimberg, pp. 67 -— 68.
28 Lebedev, Ocherl, p. 87.

24 Tt should be pointed out that at this time there was not as clear cut a distinction between seenarists, ¥
ducers, and directors in Russia as had developed in other countries. Eisenstein, for example. often
parts, if not all, of the scenarios fer his films.

25 Babitsky and Rimberg, pp. 117 — 118. The majority of the sections of this passage enclcsed I quot
marks are quoted from the original Russian documents. Babitsky cites these in fcotnotes 3

212.

26 Cf. The previous discussion of pews reels and
27 Lebedev, Ocherk, pp. 104 — 111, gives a good account of the development of this documentary &

and treats the theories of Vertew in detail,
28 Ibid., p. 104.

agitiki in this research.
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e Life of Peoples of All Countries,”

full-length feature films. The resump-

’Hmre
¥ Ibid., p. 67.

4:on to news reels and to short films called
" The latter were propaganda pictures
for srmy troops and used as visual
political talks. Another type of agita-
m was shown in rural areas for the
{istment programme and for propa-
poses.14 The production of dramatic
oturned slowly to the studios of the
~ The new Soviet film began its first
f energetic avtistic activity only after
of the NEP.

the early part of 1922 the governmen:
z to permit the exhibition of films for
nment purposes. According to the
g directive issued by Lenin on January

two classes of films were to be permit-

(A) Entertainment pictures, for
o specific purposes of amusement ...,
iithout obscenity and counter-revolu-
n, of course) and;

Under the general title of “From

ms of speciic propaganda content,
ch as the colonial policy of England
India, the work of the League of
ations, the starving people in Berlin,
e, 15

his directive, while it set up two distinct
ries of productions, did not specify an
progress. It further emphasized that
producers ‘‘ought to be given wide
ive’” 16 within the limits of the categories
rth. Foreign importation was also permit-

eople’s Commissariat of Education.” 17

followed greatly stimulated
18 There were other factors also :

A number of film directors whose
carecers had begun before the Revolu-
ion, such as Gardin, Viskovski, Sanin,
anteleyev, Chardynin, Perestiani, and
Protazonov, soon resumed work on

tion of foreign trade, which permitted
the import of equipment and raw mate-*
rials necessary to film production, and
success proceeded with production. 19

bject “to the indispensable censorship of

Lenin’s directive of January 1922 and a
gnization of the photo and film industry
' produc-

The quality of the films produced during this
period left much to be desired. They pleased nei-
ther a general audience nor the Bolshevik cri-
tics. Babitsky suggests several reasons for this
displeasure :

To movie audiences, the so-called

“theatrical method employed in mak-

ing these new iilms was now outdated

by more than five years, and to the

Party the results were of little ideolo-

gical value. Film directors of pre-

revolution experience, accustomed to

drama emphasizing the psychology of

the drawing room or bedroom, could

not understand the ideological demands

made by the Bolsheviks and over-

simplified the political content of most

motion pictures produced during the

early 1920°s. The crude propaganda

film of this time differed from the

earlier agitika only in its greater leng-

th. 20
Clearly, there was now room for innovation and
experiment in the film. Government policies
prescribed less direct control over production.
‘vhe general audience of films was dissatisfied
with existing films. Economic conditions were
improving and the basic materials of production
were becoming available. The intellectual
atmosphere of the arts, capitalizing on the
chance to rethink existing patterns of behaviour
and philosophy, was already oriented toward
experiment and innovation. What was needed
was a group of people vitally interested in film
and a supply of outstanding films to study.
Both these conditions were met by the end of
1922. This year saw the rise of several groups
of “innovators” as well as increased production
from the “traditionalists.” 21 1t also saw the
importation of foreign films as authorized by
Lenin's directives. Paul Babitsky recounts the
extent and effect of this importation :

In 1922 the distributing organiza-
tions Goskino and Sevzapkino began to
import and distribute postwar films
produced in the United States, Italy,
Germany, and elsewhere. Theatre
audiences at once displayed enthu-
siasm. Motion-picture personnel ex-
pressed amazement. In particular, they
referred to the American film Intole-

. P. 28.
Lenin, Ibid.
Ibid.

Y Ibid.

Accordiug to the personal account of Paul Babitsky,
film making plus an occasional longer news reel or documentary was the main production effort during
the years of creative activity in the studics.” Babitsky and Rimberg, pp. 66 — 67.

Lenin, as quotsd in Nikolal Lebedev, Partiva O Kino (The Party on the Film) (Moscow: Goskinoizadt, 1939,).

1
a fcrmer script writer in the Soviet Union, this type of

is a discussion of this reorganization in Babitsky and Rimberg, pp. 10 — 13.

Lebedev, Ocheris, pp. 94 — 104, cutline of the development of these groups.
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of Russia’s political and social struct-
ture; it also shook loose fixed patterns
of behaviour and accepted moral codes
and philosophical systems. This cultu-
ral upheaval was not a mere by-
product of political revolution; it was
spurred and accelerated, rather than
brought about, by the break-down of
the old regime. The tendency to re-
evaluate all values, to re-examine dras-
tically all traditional concepts and all
procedures transcended the boundaries
of revolutionary Russia: during the
aftermath of the First World War, the
determination to ‘eschew statics and
bar the Absolute’ became well-nigh a
universal phenomenon. 8

The period of years from 1921 saw a great
variety of new critical thought and theory in
literature and a vital activity in all the arts in
Russia. This era was also one of economic re-
trenchment frorn the strict government control
of commerce and industry. This period of rela-
tively lax government controls, called The New
Economic Policy (NEP), also had its effects
upon the rapid development of new forms of
artistic activity.9 The theatre arts, for example,
flourished and the whole population seemed

]

caught up in creative pursuits. 1o

It is important to kecp in ming, hi
‘.cha,t a.l.thoug‘h the goverment was diveryg ,politic:d
ing this period by serious cconomic and eim Wwas
crises, it did not forget i's surveillan o icimen
arts. By the end of the NEP i{ yaq '
prescribe definite criteria for the i‘l‘nd :
literature, theatre, and film. 11

rposes
wned
T he

Lnf Cners
f encrs
of the
the ea
ine Lo

'i'he Soviet Film

The Russian cinema was nationalized
decree signed on August 27, 1510 ang
under the control of the Peonle's Commi
of Education headed by Anaioli A. Lung
sky.12 John Rimberg has pointod out thy
early measures were litile more than gest
nationalization and served only the imm
objectives of eliminafing openl. anti-Bols
production while actually kecping the ind

(A)
p specil
ithout

8 Victor Erlich. Russian Formalism (The Hague, 1955), p- 60.

“9 The dates of the New Economic Policy are esta
on March 8, 1921 and Stalin’s outline of the First Five Years o

pp. 12ff. and 177ff

10 For documentaticn see Erlich, p. 62 and Nikolai A. Gorchakov, The Theatre in Sovie

Lehrman (New York, 1957), pp. vil -— x.

11 This point assumes its particular impcrtance because by the end of the NEP and the heginning
First Five Years Plan (1928) the nature of the Soviet film hegan to he altered drastically hy the d
mands placed upon it by the party. Bisenstein’s work, in particular, was affected by Lhis

The progress cf increasing government concern and the consequent working out of pre:
criteria has been traced for the Soviet film by Paul Bahitsky and John Rimberg,

(New York. 1955).

Gorchakov has dome a similar treatment
Formalism and Edward J. Brown's The Proleterian Episode in Russian Literatore 1928 — 19
1953), have provided documentation of the inereasing goverment contrcl of literature.
shown that the Communist Party in Russia had two objectives in mind with reg
The first was the control of all administrative machinery, the sources cof production,
distribution. The second was the subordination cf all ideological and artistic ten
to the needs of the party. The first objective Inkeles says has been successfully  accom
second one has still to be completely resolved to the satisfaction of the Party.

Cf. Alex Inkeles, Public Opinion in Soviet Russia, A Study in Mass Persuasion, (¢ambri

1950).

12 Lebedev reproduces the document,-signed by Lenin. There is a translaticn of it and
implications in Babitsky and Rimberg, pp. 3 — 9, and pp. 267 — 268.
S.8.8.R. (Outline of the History of the Film in the U.S.8.R.) (Mcscow: Goskinoizadt,

13 Cf. Babitsky and Rimberg, p. 3. Cinematography had begun in Russia before the revolution.
no abrupt break in the artistic traditions of the order cinema when the revolution came.
lopment cf Russian cinema is documented by Lebedev, Chapter I, pp. 5 — 57. On pages
following description of the pre-revoluticnary development of film theatres in Russia:
chain of film theatres, appearing in all the chief towns, in the very largest villages and
ments. 1n 1913 the number of Russian film theatres (including those in Polish territoryl
of which 67 were in Mricow and upwards of 130 in Petershurg." lunkeles states that by
of 25 producers were distributed in Russia. Cf. Inkelrs, p. 265. Lebedev also trents the
Soviet cinema (Le. 1918 — 1925, in Chopter II and 3, pp. 84 — 120. In Chapter 3 )
“traditionalists” still working In the country and documents the rising demands for a
the mere experimentally oriented “innovators’ during the second decade of this century.

95 — 96.

for the Soviet threatre. Victer Erlich's Ius

in many respects under the control of prifn, of
individuals. “For the time bheing.” Rim ) Lm
suggests “the Bolshevik chose a policy of » Life
romise between Faisses faire and total reglns of
tion.” 13 ch as
Film production during the period | India,
diately following nationulizetion was sew ations,

hampered by lack of eguipment nnd insufl 15
raw film. Until 1921 these conditions 1 is dir
gries C
; & progl

plished by Lenin's announcement of this shift in po )
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L1

he Revolution :

volution of 1917 and subseguent civil
ch lasted until 1921 left the Russian
n a state of exhaustion.l Even the
Lentials of life were lacking: food, fuel,
umer goods. Rauch characterizes the
m 1917 to 1921 as one in which “fight-
¢ order of the day”’ and suggests that
d be no thought of domestic reconst-

jlitary operations were OVer, and
ommunist goverment had parti-
ly established its authority over
remained of Russia. But with the
ure withdrawn, the failure of the
Bolshevist forces and of their
was followed by a failure of
munism, which, as a principle of
;rnment, had for the present to be
doned, at least in large part, by
communists themselves. 3

years immediately following the
fon of 1917 also saw great social changes
institutions of family and school. The
Bon of the civil war, the severely depressed
Wy of the period and a staggering death
tong older people broke up many homes
ed hordes of children to roam the
tiside. Rauch points out that the introduc-
id re-education of the children in Bolshevik
“often created a deep rift between
and older generation...” ¢ The social
of the period also encouraged unbrid-
ularity among the groups of rootless

e schools, too, were the subject of radicak:
 The influence of the church was elimi-
the teacher’s authority was restreited.
n was permeated by an orientation

INTRODUCTION !
TO THE STUDY OF SOVIET FILM DIRECTOR
"SERGE| MIKHAILOVITCH EISENSTEIN

JAAFER AL! ABBAS

which used materials to fortify the new
ideology.5 “In the twenties,” Rauch states,
“the main emphasis was placed on the develop-
ment of manual skills and the loss of factual
knowledge soon assumed catastrophic propor-

tions.” 6
~

However, the seriousness of the situation
had begun to be recognised :

In 1923, there were signs of an awak-
ening even among those close to the
Commissar for popular Education, the
Bolhevik, bel esprit, A.V. Lunacha-
rasky. It was realized that the discus-
sion of political and social questions
would remaion useless unless a basic
elementary education was provided.
The necessity for concrete factual
lmowledge and organized teaching was
re-discovered. From 1925 on, the teach-
ing of political doctrine was more sub-
ordinated to a basic elementary educa-
tion. Compulsory school attendance
was re-introduced and discipline re-
established. 7

While the word exhaustion can be considered
a key to the understanding of the economic con-
ditions in Russia immediately following the
revolution of 1927, the word elation seems to
characterise the condition of the arts.

The economic, social, and political confusion
that reigned during the civil war and the be-
ginning of the period of reconstruction permitted
the most eccentric and novel of innovators to
practice their crafts. Victor Erlich, a close
student of Russian Literature, has observed an
important relationship between the revolution
and the intellectual climate which inspired the
arts of the period :

The Revolution of 1917 did not
confine itself to a thorough overhauling

. 1957), pp. 124 — 128.
s p. 124.

h, pp. 139 — 140.
» p. 140.

g

L, pp. 140 — 141

ar in the fields was made futile by the constant

 recent historian, Georg von Rauch, has documented this exhaustion. During this period of civil war,
h changing of the frent lines of fighting. Industry was
Mpletely disrupted with production cut to one seventh of the prewar figure. Stccks of metal and
as well as industrial products have been exhaus ted and even the most essential things for the support
fe were lacking.” Cf. Georg von Rauch, A History of Soviet Russia, trans. P. and A. Jackson (New

d Pares. A History of Russia (New York, 1944), p. 485
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