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RHY'"Hiis
fhere must ve a2 definite begirning, middle part,
and end, 2lthough it scems to be continuous movement and
endlegsness. It is a very important question and can be
e¥Xplained only by changing our ability of thinkins beczuse
rnythm belonzs to the world of spiritual 1ife, whether it is
human epiritual life or objective soiritual life., A spiritu-
2lly-tuned consciousness will understand thinzs which the
earthly-tuned human consciousness cannot. Therefore, 1f we
try with purely intellectual means to zolve the problem of
the contradiction oi the endlessness of rhvithm 2nd continuous
movament and the stopped bYeginning and end, we will no=
find the way. But at the moment we iry to tune our conscious-
ness a little more spiritually, we will get the answer at

once., The 2nswer 1is that we must understnnd it nore &c

artists than as thinking people; then we will understand,
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this sxoression - therse EKiHEE primarily the movement out

of which was borm every ¥ind of stop. ii0T the opposite.
It could be sz2id that at first there was nothing, then a
slizht movenent, and then movement came into existence.
Quite the opposite iz true: the novement is The beglinning
without beginning; and one of the forms of this contlnuous
movement is pause, stopping, hezinning and end, different

facets, boundaries, lévels, etc. These are different kinds

of facats of nmovement. This is point one. 1It 13-difficult
to unders=tand with the intellect, but very casy with the

artistic nature.

wOVADBLS-IWMOVARLE FORNS: roint 2

If we are speaking about our physical or intellectual

world, we see numerous forms around us - 2s with this table,

for instance, which is absolutely lmmovable. It stays here

i3]

and will stay, and there is nothing of novementin it. From
living tozether in the physical plane with these objects, we
et the feeling of their movable or immovable form. But the
same tebla, 2t the moment when we try to apply our hizher
abilities ~ our artistic or spiritual abilities (because
artistic abilities are vurely spliritual) - this same tadble,
being immovable, begins to move. What daes this mean? 1%
means 2 continuously down movement, bescause it is heavy.

Tha weight of the table is nothing other, for our artistic

eyes, than continuous movement down ©to the center of the
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earth, which 1t cannot reach because there dre so many
obataclas, 3ut this cuntinuéhs aovement is there. This is
one of the examples of how an immovable form 1is movable
inszide, and very much so. I1f we 1lift the tavle a#nd then
drop it, we will see the fremendous activity which lives

in the table,

e only approach the table from the standpoint of
usagzs, but when we apvroach it as artists, it is like dynamite.
I+ i3 at the same tine immovable and tremendously movabdble,
inside. All euch qualities will give us beautiful picturss

£ the Hnd of qualities that are moving in things. Try to
put your finger through the table and you will get resistance.
The table resistsz ug. This is absolute movement. When we
try to get this ixmpression from all i?mnvabla things (things
which we call immovable and dead), we will get this feeling

of what kxind of movements are therej we will get the psycho-

the psycnological gasture, which

T

loszical segture!l This i

is actually rhythm and Ilow.
I think we can understand that every immovaoble

thing is 2 certain form of latent movement. Therefore, <he

berinning znd end is a certain form of continuocus movement
which gets the form of stoovping, or becomes latent condi-
tionally - no nore movables - but the hezinning is as movable

g e*.'er‘},'thiﬂﬁ: and thﬂ E"ﬂi.i| -hf-}ﬂt
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INTERFRETAYION CF FAIRY TALE%:
About fairy tales in general, there are two things
in each fairy tales. e mustasain chanse our consciousness

and get the imaginary consciousness of a child.

CHARACTERS ¢

“rom the point of view of a child; what are fairy
tale characters? For the c¢hild, and for the Arownup, if a
person sits on a chair on the stage, what does it mean? 1%
means really nothing - merely that you are sitting, and what
next? Show us the content, the plot of this sitting. This
is the grovmup avproach.

for the chlld, the person sitting on the chair is
already a great event, which does not need to be explained
becaune the child Detween the ages of seven and fourteen has
a special ability to asee through the images to the hidden
convent of the image. 4Fhe person who sits (for the child)
could be a2 person who cannot zst up, for insiancae; and
children could laugh at such a perscon because they Xnow he
cannot get up. Bu®t we grownups cannot uany lonzer see this.

The person who lles dowm (for the child) sienifias
the person who is powerless. l!lie ig weak, he is no longer 2

real human being. Zut the the grovnup, he is lyins dovm

vacauss he is lazy,

LTVAGES)

I mean by all these things that the chiid looks
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throush the image and discovers the primary content. For
\

instance, for the child *he king is 2 super verson. rFor us

it 1ls the political personage who makes many difficulties
for us, whom we wan% or don't want to nhave, Tor the child,
the king, the zolden crown, the costume,,and compositions
which are exceptional, represent a super being which has
pover that is zood or evil - but is is powerful,

For a child, a2 fower can mean a certain thing which
keops him bound, and he wants to get rid of it. ~For the
child, it is a certain moment of tordture. The child feels
the tower 1s somoething which keeps him, and he wants to
gscape, CGrownups have forgotten this. ©ach character, 2zch
form, each color, means for the child's nsychology quite &
different thing than for the grownup.

In our {airy talé plays we must try to guesss what
the child®s impression will be. 7Try to nake this effort to
snowvnat his lmpression will be, and conbine the characters
and situatiﬂns gso that underneath will flow the river of the
child's consciousness, not the grownup's. We must try to
find the way fu the child's psycholozy~- not ours. %Yhon we
speak about the profound meaning of the fairy tale, we speak

about this river which, for tha child, flows under the imzgae,.

EARING FOR THE CHILD'S P3YCHOLOGY s
‘'nis profound and deep nneaning of the fairy tale

can de discovered in two ways. First we nmust imazine the



2t Chekhov Fabruary 21, 1938

child psychology between 7 a?d 14 yearsy and second, the
study of myfhnlngy and falry tales. 3y eXploratory work we
can Tind the concrete, definite images which mean something
for the human beinz. Then, of course, there is also clair-
voyances. This ig the best way. Dr. Stelner gives many
explanations of the images underlying fairy falas - the
inazes 23 symbols - what they mean Ior the whole human nsy-
chology, not for the head or the intellect, This is the

best way to find the approach to the child's psycholozy.

THE ARCHeTYPe1

We nmay say that this child's psychology 1s the
psychology of the archetype, which grownup people lose.
Children stzrt with archetypal psychology and gradually
loze it under the influence of grovnupa. 1nerefore, <he
more archctypal the approach to the fairy tale 1s, the

bﬂttﬁr .

COLORS:

How to Apvproach Colors and Shaves for Such Fairy Tales:

You will rememnber the color ideas we have studied.?t
I have taken them from three zources: Goethe, steffan,

Steiner. Of course, we can take it guite freely, but the

r

direction could te taken from them, 2s they have spent enouzh

is, ol course,

@

time and inepiration for this worX. Ther

your individual interpretation of 21l thesc things, still
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there are such beautiful things given. F[For instance, the
zold is, for 2 child's mind ;and for an artist®s mind),
when the sunshine becones heavier and heavier, and fﬁils
down and lies on the ground. This 1s 2 picture for a
child®s mind, remember. ~All these movements in colors are
the samo as the movements in the table, etc.
Try to interpret all the colors. Bronze, for
exampleos +the yellow, shining world of the sun is lifted
up, and then the next stage it becomes heavy and falls down
to the earth, It is ctill gold, but a 1little bit heavy;
then the bronze comes into it and it becomes 2 1little sinful.
wWe can follow the whole long transiformation from
one thing into anothers and this iInner gesture, which is
agzin tho psychological gzesiure, is the way we can approach
the colors for the children®s performances and for grownups,
too. Always have a certain oye for the suggestions of Goethe,
Steiner, and Steffan because they are rich ennugh to give us
certain suggestiongs. Don't forget your own interpretation
of the child's psychology 2nd the advice of these great
zeniuses., Also the children themselves, as audience, will

teach us.
T & % 4 o i #
CONTACT AND RHYTH!3

I should like to continue today the exercise on

contact lecading to rhythm. We shall start with the scene we
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have touched before (in Tae Fogsessed), when the son is
)

entering the political meeting.

itow w3ll the boys, without special conditions, try
to perform the whole scene on the basis of this rhythmical
"fhrowing the bzll." Injoy this.,

I must tell you one thing which does not belong
to rhythm. I have read in bBr. Steiner's works about certain
lews which existm the stages This 1s one of the interesting
lawss When the crowd is standing, 2nd the hero or soloist

anporoaches the crowd, his power is always diminished, and he

dlsappears as an individual. When he zoes back from the

crowd, his importance increases more and more. There arec

many gestures which Crs Steiner gave which are so useful for
us. 1f you are going to make an impression that the crowd
zoes with you, and that you have the power to convince, then
you nust zo back, and the impression will be that you are
more and more convineing. If you are not understood, then
you have to approach the crowd, and the hero gets weaker and
weaker,

For instance, in this case, if the actor Xnew this,
he would never enter the room and at once join the zroup.
The significance is lost., The farther away you are, the more
significant you are. If you will make a certain small step
bwack, you will get a certain psychological offect., IT we

mow this, we.can solve many problems. The real artist will
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always kmow this and find it\ It is so beautiful to explore

211 these variations.

If it gseems to be sometimes only outer shape and
forn, it does not matter, it will Dbe filled later. 3But we
must not forget +hat *here are real means to Xxeep the inner
lifes objective, imagination, feeling of the whole. There-
fore, we nmust not allow dead forms.

T want to remind you about words. ‘When you are
speaking your sentences, they a2re part of the whole. Fay
attention to how it sounds, 28 well as to your movements, I
want you to justify this music, this rhythm, @nd this com-
paratively short phrase for this big action. The ide=a is to
zet the feeling of rhythm by trying to approach the most
exact things.

We must now qualify one point. If it is not
successful at the moment, it 1s successfulinside. The idea
i3 to develov this “"music" inside of us; but what is more
important is that it nmust be justified. Without justirfi-
cation we are always approaching the half-dangerous point of
meter - what we call meter. Unless it is justified, the
most beautiful rhythm becomes meter.s e must Zo through
this dangerous passage and know what to do when it is meter
instead of rhythm. Please have the point of view that we

are going to develop this ability.
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RHYTHMICAL IYPROVISATION:

\

Interpretation is free if the rhythnical imorovisa-

tion is there. This is what we are aiming at. We are not
aiming to get certain ironelad rules to put into the vnlay

rnythm which we have not got. We must improvise this rhythm.

w W & 4 o 4 bH



