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PEELING OF THE WHOLE
CONSTRUCTION OF THE PLAY - RHYTHM
"GHOSTS” -~ RHYTHMICAL PATTFRNS

| King Loaxr
PEELING OF THE WHOLE:

Spanich Evenines

In approaching the play, we are not required to
bogin our work'at the boginning of the play and go right
throuzh i%t. ‘ Our Method allowg ug to "fly over” the play,
but at tho some time we muot devolop tho faelinsz of the

wholo for the piay. Although wo aro not going from tho

firgt to tho last page we must have a cortain fooling for
the whole. The nature of fir. Shdanoff’a play lo qulito
differont to this one, therefore, don't be surprisged if we
approach this play differontly., This ig right and it is
an organic nccaessity. The mothod which demandsc that we
always begin the same way cach time is wrong bocausgsoe it

would be a dead mothoed. It 1g, - however, very nccossary

to have the feelinsz of thae wholq for cach play.
flo shall touch gmall momentc of tho play., Writo

dovn what we do and rcheargoe it at homo, at lecast in your
inegination, so that nothing will be dropped or lost aftor
the rchearsals evorything will bo guito definitoly rchearced
aftor our work in the studio.

Thig play 1g nuch cagslor than My, Shdanoif’g

to grasp from the point of view of rhythnm inour songo.

%% is tho nature of the play. Ve shall gitart from tho
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point of rhythn in this play. In trying to got the feoling

of the whola, pay attontion to the thrae difforont partas

In the firot part, tho opprogpion of the old - 0ld FPecople,
old sattiﬂgs. darknesg - ceverything which wants to die and
to oppress tho now life which wants to come upe Tho third
pﬁrt is oppomito to tho first, in a cortain way, and in

this play very direcatly onponito boecause the now life
. £flourigheg, and tho old 1life ig defeated, The second or
miﬁdlg_part is the tranzsition botween the two - in this caco

the fight botween the young peoople and the old people, Take
this as the firgt frame in which you will put tho foeling
of the whole, becauzo thioc is one of the foundation-gtoneo

on which wo nugt work,

Concontrata and fly ovor tho play in your imagi-
nation, having this foeling of the whole, Then try to do
it mony yimes, at firot in gencral, and thon gradually add
nore and ﬁo;u dotails.. Now try to exparience it with your
whole bodys in a genge try to find tho psychological gesture
for tho wholo play. Thon fry to find more orchetypal
geostures occupying your whole body, your whole actor's
ingtrument,

Then try to imagine the atmesphore of tho beginning -

the dark, angry, oppressive atmoppherc of quarreling and

inharmony. fThe atnoasphers of thﬁ_ﬂncqu part is l1iko a

thunderstorm and sunghine coming through it. This change

of light and darkness, with great strength, is the atmosphoere.
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Tha oppresoion bocomes active fighting., Thoro is a kind orf
will), in this piddlo part which ig right. The third part

18 thd atnoscphore of gunghine ang grqwth, and happinecss and
gadoty. |
Thon go through from tho first part to the third

in goptureg, and by saying “tho first part, the middle part,

tho third part.” The'quulitien of tho firct part might be
dosnﬁibed like "¥/" and the lagst part i?ﬁ. The middle part
iz not yot found,

Be aware of tho dangor of trvinz to be funny.
If you belicve in the gtylog and characters and situations
sufficiontly, thoy will be funny - you don't have to try
to mako them go. Nowe do the wrentline oxoreise in pairs,
in gifforont atvlen, then in tho stylo of comedy noar +to
vaudeville. Do each nmovement with the feoling of the whole =
have a gimplo pattern which will give you the foundation
on which you can gtands Do one wregtling movemont in tha
style of comedy near to vaudevillo, and resolve it togethor.
Thon do it altogethor ag a group - Lirst contact - Lfirot
the feeling of the group = then the foeling of tho wholog
then the feoling of truthy then the style in the movenent
and -in tho voice when saying, "We aro wrestlinz,” Do the
wholo gamut of wrcotling exorcises. Uo this same pattern

in tho firpt "oppressed” part, then in the last part which
is "victorious;., then in tho middle part which ig "conflict."
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Do each ono firgt ag the old pcoplo and then as the young

pﬂnplﬁ.

Cppressors jaidJ
. 1' ? 1;'- :

Cppressed (young

Attack (yuunﬁj
* Vietors (young)

R

\\\Dufenﬂn (old

Vanquished (o0ld)

CONSTRUCTION CGF THE PLAY: — RHYTHM:

By thic means wo approach the play more from the
peint of vicw of itﬁ construction, .Wn must be able to bo
qulito freo in our application uf tho lJothod; if we can apply
it when and how wo liko then the ll2thod will sorvo us,

| The idea ig that the firgt énd lagt part are oppo-
gite in cortain qualities and powvors. Ceftain oprosition is
always there and this igs the main ideﬁ of this rhythmical
zosture, Without this opposition thore is only a stralzht
line which means nothing for our psychological being., 3ut
this is not ﬁll - whero opposition is thﬁrn is always ro-
potition., Imagine that if it is full opposition, there is
nothing of repctition. If you will analyze your psychology
during even this full opposition you will feel a certain thing
which ig like a "ghost” or a "phantom"” which follow you, and
thig is the first part. Whon tho oppositiion ig absolutely
incorporated then thig broath of the thing which is no longer

there will be felt. Without this "ghost”™ or "phantom” we
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cannot even experlence the opposition = I only know what tho
opposition is when I expoerience that ﬁhich is8 no longer there.
That makeg the whole cnmpusitiun.

In this play averything'iﬂ t“wrned oppoasite, but in
the majority of cases part of the “"ghost" of tho first part
1s always incorporated, so that the 6ppuﬂitinn. followed by
repetition, is always there -~ the question ig only how nuch
ig the repetition a "ghosots. |

"GHOSTS" ~ RHYTHMICAL PATTERNS:
In finz Ioar the repetition is incorvorated almost

fully., At the beginning of the play Lear is tremendously
powerful in the sense of "I am," - when he says, *numu not
botween the lion and his wrath,"” The play starts with

"I an” and it ends with "I am"™ - it gots othor qualities but
the thing which always remains is Lear‘'s powerful "I am.™
H2 13 never actually weak...when he shouts in the ‘sitra-
that he is weak it means he really io stronger. Tﬁn "zhogt"”
in King Tear ig always there in ‘the unbreakable will of

Loar and this goes through the play without any change -

the qualities of the unbroken will are changed but rot tho
will itself,

Bdwin, for instance, changes absolutoly in the senso
that being powerful he becomos weak - when he sits and speaks
his sollloquy alonec he is strong but at the end there is
nothing of him lef%, no soul, no spirit, no thoughts. In
contrast we gee Lear as a porson who dies as strong 28 he

lives. This ig an example which shows us that the "ghost"”
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can remain as full-blooded as it was in the beginning., The
will, of Lear is the full repetition at the end by the full
contragt in other things. Tho repetition is absolutely clear
and not & "ghost", although it can be either a “ghost” or a
full-blooded thing - but it is always fﬁﬂrﬂ.

" In theo firagt part we have antieipation, which is

another “"ghost.., We have sald that the exporience of rhythm
can only be exporicnced by the quality of being able to éntl—
cipate and to remﬂmﬁur. or recall. I have read that a pro-
phet looke forward but there ia another prﬁphet who can
look back historically - this is the ability, butlehaq%;gg
the direction, Anticiﬁétinn and rocollection, It is ébﬁa;utn—
ly the same process fruﬁ the ereative point of view, whether
I an looking forward or back. These "ghosts" are there. by
means of The game psychological prophotic abllity,.

It ig more difficult to find this experience of the
three parts in fir. Shdanoff'sc play gng_ggnsnnnndilbecauﬂo

tho line is so conmplicated, but in this play we can begin,

- Ul approach to this play is to experience tho rhythmical

pattern and imagine it as well. Then we can fly over the

play, being sure that we will always know where we are.



