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RHYTHNM = FEELING OF THE WHOLE
RHYTHICAL INTERPRETATION
TENPO
P3SYCHOLOGICAL GESTURE
INSPIRATION®

King Lear

RHYTHit - FEELING OF THE WHOLE:

ife will do rhythmical exercises which will help
you to gring rhythm into the plays, We will only take into
consideration rhythm in general, only as a feeling of the
whole, with the beginning, the middle and the end, and you
will do this by moving one hand. Be very conscious about
this ~ the beginning, the middle part, and the end. Get
satisfaction from it - use your whole body by moving onc
hand - let your whole body be hﬂpq; by moving one hand,

Now, with both handg, If we get this ability to live with
overything that is rhythmical, which we create as something
nev in the wurld,-thon the beautiful thing will come,

The play, or the part, or the scene may be as long
and complicated as youy like, but for us it will be always
gomething which is organized from the beginmning to the end.
Nothing can then make us inwardly chaotic. If something
happens in the theatre, behind stage, it is like something
to laugh at, This is the real ability to live in art., Con-
cretely it is possible. Gverything is beautiful. Now do
The beginning, éhe middle part three times, and the end: Do
not confuase thg end with the "stop" - the end is the end of
Tthe creative work., HNow do the beginning, then fifteen times

the middle part, then the end.
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Now we will.do thi following exercises. After six
there is a pause, the middle part is going on inwgrdly.
After six we break. Keep this beautiful rhythm, it is purely
spiritual time.

\
Spanigh Eveningi

(Techniecal) Young people - tho beginning scens when
we se¢ each aother and say, "Goed morning,” and begin to come
dovme. The middle part - we are hera, The third part - we
ara leaving. Do this simply '~ without any words., Be aware
of the "whole® - relyiﬁglan fhisl"wﬁﬁi;" ﬁhich consists of
three parts. Thic %n‘wha%.wa do phghicafif._bgt it is ab-

(:> solutely important to:do it in ou¥ iﬁaginﬂtiﬁﬁ. in our immer
psychology, by gotting the pﬁft.lér by'imagining@

We must get this indeseridbable cne, two, three, Bo=-
fﬁru we Imow what is.actually hﬂppuning in the first part we
mugt get this inner ability, inward consclous ability 4o get
the Imzression of this wshole in three., Out of this blind
touching of these three parts will grow, later on, everything
that concerns rhythm, and it may seem very stranze but it is
a focte You will see that the moss beautiful Interpretation
of the play will come out of this whole. If, as an old actor,
I know that I amcpening the window, jumping up, running here
and back, I disappear. It is like many points which nmean

(:) really not to muche. But when you imagine the apnearance
from the rhythmical point of view, you will get a certain
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kind of interpretation.
\

Please consider the firat part as something which
hag inside it'ﬁ definite opening of the window and saying,
"Good morning,"” and then thoy are vague, and in general do-
parts Into this whole, ceortain definite moments will not
disturb, but they will be interpreted somchow - certain in-
torpretation will come. |

If you have the fqaling aihtherwhplul in three
parta, nﬁthing can disturb jou -'nathingfcahfdiﬂtﬁrh this
one, two, three, whiph is abnalutc_farm, yet ic absolufely
flexible. This is the socret uf'rbyfhm; You can put in
the first part whatever: you like -fEVﬂ:ything, every detail
will bo in the right placa? but it will be much clearor
lator on., Will yuulﬁleasélpgt in the last part, “Good night,”
and in the first part, "Good morning? - the middle part io
gtill unelaborated, Do you feel-thiﬂ aﬁility to antinip:%ﬁ
this invisible frame for evafything?

Now, in the middle part, try to slt dowm, then Jump
up quickly. The whole secret 1a €o be able to produge three
parts inside of us without special connection to "cloeck” time
tempo. If wo will consider the one, two, three, each part
can be flexzible, Will you try for this 2im? If I have such
strange dimensiong I have to iInterpret them.

King;Lear - the first part is very short, the middle

part is the biggest part, and the third part is longer +than
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the first. From this feeling of three parts in Xing Lear,
you will get at once a cert;ln kind of interpretation. The
first part must be acted very strongly - the second part is
going dowm (King Lear is no longer on the stage) - quite
different tompo and interpretation. The third part when
Cordelia appears again it begins again. gsomething near to
the trumpet - 1st part Drums

2nd "  Huted

3rd " Trumpets
RHYTHMICAL INTERPRETATION:

Such an interpretation gives everything for every

character, . Interpretation will cgme from the vision of these

three parts. . It is quite opposite to intellectual inter-

pretation. We alwajs got the same feeling they desecribe.
Description ig not interpretation. Without rhythm you will
take the most beautiful interpretation and it will only be
descriptive. The vision of these rhythﬁical things we givo
is interpretation. The rhythmical interpretation is the
vision, I have read many beautiful intellectual interpreta-

tiong of Kiﬁg_Lear. but what do we get from this? A des-
cription of the figures and that is all - Kent 1s an old
gentleman who is proud, for example, but what else? WNothing,
because the rhythm is lacking, this vision of the rhythm. It is

a description of the figure, but it is not yet interoretation.
A small detail in King Lear which comes as inter-

pretation because of the vision of these three parts -

Gloucester and Xing Lear - you can describe them intellectually
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but you will never rind the real Interpretation of these
parts - Gloucester and KinglLear are almost the same in the
beginning - two XKing Lears, one small and one big - a very
strange vision because we feel that in this part one King
Lear is\dying physically, and the other is flying over hin
with quite a different appearance. They must be together,
the two King Lears, one small and one big, because They have
To start from the same point, and this dyinz and beconing
earthy in Gloucester, (hic appearance becomes more and more
shrunken), and the other appearance mugt become more and more
formless and shapeless. One appearance carthy, becoming less
and dying, and one appearance grnﬁing into something which
1s quite different, because this middle part is giving us
the impression that after these earthy drums, where every-
thing is one thing together, everything despotic, in the mid-
dle part we see that the earth opens and hell is there in
the masks of Goneril, Regan, etc., and the heaven in the form
of tho storm 1is heaven and Cordelia, and the whole play di-
vides in two lines - one goes dowvn and the other up to heaven,
Aftar a cortain climax and shock in which everything on the
carth stops - the evil line goes on, 27ter a2 climax and shock
in which everything on the earth is stopped,

wWhy was it necessary to show two King Lears? Be-
cause it is the same human being - the wﬁnla tragedy of the

play is about one human leing, nothing more. Therefore, we
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muat she? the same figure - what has happened to it in hell
and in heaven., It is only Suﬂsibie to gee such nmuoie in
tho play through these three parts. Until wo are ablo tu-
catoh thege throe parts we will never see this music. To
got thip ability wo must exerciseo simple things ﬂnd then it
will eoma, .
Try'nnw to intorpret the middlu part as o very long

cne = tho firﬂt-vnry ghort ~ and the last tho same length.ﬂﬁ
the firﬂtq - Shoxd’ - long ~ short, Thiﬂ interprotation which
comes ag a vision from these threo pﬂrtn. Now, long - short -

shoxtor. o -

TEIPQs

Tempo comes not boeause it is ordered) it grows out
of tho interpreZation of those three parts. Boecause it lies
in fhu music - all these three parts. Tho rootc of the tempo
are vqry'dnﬂp - rhythm_in.thicrscnﬂe. not inpmntur sonse. 0Of
courso it muot bo incorporated in metor, Tﬂmpu ig tho incor-
poration of snmuthing*which lien in the rhftﬂm.

PSYCHOLOGICAL GESTURE:

Tiow, & whole pattern incorporating one psychologe-
ical gesture., The idea ig that avarything that is rifihmical
can be turned to psychological gaesture, and each psycholog-

ical gesture can be turned to rhythm,
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Three parts: Now ye have taken them Instinctively,
but wo may ask ourselves why three, why not four, six? There
iz a reason which we must know and then forget again. The
first part and the lagt part are in a certain way opposite to
each utﬂhr. (if it is rhythmical). In the first part we must
feel the anticipation of the end, and when we are coming %o
the end, we must not forget the beginning. Therefore, it is
poesible by creating tho fifst part always to feel the coun-
ter-part, which is the end, and tha more we are ne&ring the
end, the more we are in counter-action to the beginning, and
this contrast actually ‘glves uﬂ.tho feeling of the beginning
and the ond. The plﬂnt 15 a rhythmical event - the leaves
are looking up and taking the'pnwor from the sun and air, and
the roots Eprgnq.in tho uppnnitn‘directiun. But it is not |
ahﬂulutely'npﬁoﬁite. Pherefore, it depends on the creative

spirit but in a certain way, it is opposite.

The_VWhole:

e must get the ﬁbility during the acting to cateh
"the whole,. I want you to go through different moments of
the feeling of the whole. I want you to experience this
chain of differont events with the feeling of the whole - to
get accustomed to carrying on the feeling of the whole through
all accidents, and to include them in the whole and justify
them, If you speak, gpeak with the same feeling of the whole

and send it out. Don't confuge two things - we have one kind
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of speaking on the stage which we ce2ll “murmur® - sounds not
words, but if they are Eenteﬁﬁas. you must send them out. e
have to remember this ability to build the phrases. Ve must
o through this stage, hen we are too conscious oI these

fine intgngible things. Three parts - Beginning, liiddle,
nd. Then we shall combine these three things - thu-frea

phrasing and these three parts.

INSPIRATION:

I zet a certain record by means of the psychological
zesture, (There are two different things - the psychologicel
zesture and the gesture for a2cting,) You will go on with
the psychologlical gesture until if’will disappear, and you
will get inspiration forever through all our means -
pgychological gnéturﬂ. objectives, atmosphere, etc. They
(psychological gestures) arec not only & means to help us get
things, but they are a means of recording things which come
ag inspiration and which will disappear tomorrow. To record
this inspiration we have our meang in the psychological

gesturoe.



