BRECHT S EPIC THEATAE -

o ' 7'by .
-Ilona Gerbner

: Aplc theatre today is identified with the vlays.of Zerbolt Zrecht. 4is

formalized iqto & tﬂeory“5't'is_definite1y one nan's attempt to apply the

'_tﬁéétre; Butb ,is_cdﬁcept:qupleaSuré 1as.an:inté1i c*ual ong wﬁ*chfﬁsé to bé_
-_deriVEd1fromite£¢ﬁi#é énd freéaianiry; ;?§inting'to'the‘faét'thét-wé are
‘_1iviﬁgfiﬁ_a scien£ifié:aga;:ﬁe‘ésked the guesﬁion{ iny has this new way of
 .thiﬁking'aﬁd J“eela.ﬂCr (*.e., tﬂe 501ent1flc one; not yet been'éﬁpliéd to.the
iﬁ%eétiga ion of*paople‘s mut al relstlons - tqe fleld w1t wﬁi&h fﬁe theatre

) deals? ﬁThefreason,;he believed;‘was not an ac01denta1 one,. but was rooted in’

the. ciass structure of our soc 1etv.- in "A Snort Organum for tne Lnsaure" be_

-lwrote:fq,
_The reason why the new way of t::L“ing-sq4.feelin5 has nod,
 yet peneirated the grzat mass of men s that the scilences,
~ for all their success in exp101u*1 and domineting nature

have been stopsad by the class which they brougat to © wev
-- the bouwre31sie ~= Ffrom opgrating in another field
whers da krcss-still'reigns, namel”-th:t of the relations.
which people hsve ~o.On° an rinz the exmloiting and
‘dominating &3 saigh 211 depended,
wzs rveriorme h ttdi metoas that
made 1t posk -hﬂ mibusl relation-
“shirs of th new annproach

- {inzceurate way in which human beinzs and “El” relations Lo one another Hare

represented. - The correct way,.according to hin, wos to define huLan relations
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and happenin ”s_"in-historically relative-terms."g-.Once_we have been made

.aware of th npe rm'ﬁénce of pest soclal structures, it will be easier for us =

ryrm"qﬂq+_tao. Thus, we will sbo:

fnd,'through it, our orn

"Epic Thesdtre is - 1lar11" ;nuurested3infthe'030131—h15torica1 roots

4L

" of human relstions," Brechi wroue. UTts shdarszeters behave in a wWay “r;c”
. Rt A ) : _ / %

makes clzar.the underlying cause ¢f sccial laws. . . . «. But mpic Theatre's

v pragiical ones. Human bshavior is.shown &s

‘changeal le, man, wnll dependent upcn economic-political. conditions, 1s also

7~ . .. Bracht bs 1 efed thag tﬁe naw tqeatre -- the : api theatre7-~55h9uldf

EE

show the Sﬁructure_of'society as somethinp Jq-ch can be- An_luencea and cnanaed

He'objected to the theatre.which "snaws the struct ure of socl etg (rea sente

on the ste e) a3 71caﬁab1n of b ing 1m1unncerq by socLetv (*n the aualtorlum)

Lheatre, in oraer to Lacowo meanlny?ul, nas to give a meaq1n*“'l pres=-.

=

entific age, asg Brmcbt 11ked

“gall tdday's men, the valus of ouestans Jies in the answers to_them; a mean-

ingfu 1 scrlbaa vorld is one wﬁich is -aitersb blej end only those conditions

are of interest about which something can ve done, In & world cf scientiflic

auvanbes, man can no lOﬂ;e accept a5 valid an imzge of nimself as the sacri-

"In Brechtls theatre, thare &CCO“Glﬂb to their

epoch #nd their social vositicn. dJust &s ine physical scientist recognizes
" chanre &s zn essential reality of our environment, the social sclentist in

" Brecht wanted to mal 8.“15 sudience aware of tre fact thal nan acts because of
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Events move in a stra_&ht llne.
fatura non facio Sa¢uJS.'
The world as 1b.1s.

He then proceeds.to

with historic times._

=He objéc%éd to the'concept'r'

50¢ 1a1 lmpulses wiich vary.

of uvalunw able hunan ﬂ"turm bQCQUQO he con szdar d human beln"s aS a varlable
PR ‘ D ;. g . .

T their environment.

To elarify his concepis, frecht designﬂd 2 chﬂrt conan tlﬁg the
theatre of empathy, to which he objesctsd, With_the theabre.of critical atti-
‘tude -~ the epiz theatre e—-which he_propageted;s

_ ura‘ th ~orﬂ o Epic'Form
Tre stage inca: ﬂ“tes an ﬂnenu._* It relates lt. E
Iavolves the sudience in zn action, Eskes the audience an obserwv*, -
uses up its schivity. _ but-arouses its sctivity.. -
Helps it to fael,. o Compels 1t to meke decislons.
Communicates experisaces. ‘Communicates insight.
The =zudience is prﬁﬂec ted intc en Is 0un¢LenEed:W1un it.
event. ' '
ugeestion is used. . ffArf wents are used
ensations are ﬂrecerfea.ﬁ Imueﬁlec to the level of per-
_ : . ceytlons. :
The uagraCtﬂr is a known cugntlty."' The cherscter is subgﬁctea %0
' . investigation. :
fian unvqan”eQb Lan “nC can chanzge and nake
changes.
His d*ives. His wotives.

In"umrﬂaﬂ‘wrm&-
Facit saltus, _
The world as it is becoming;

elaporate on the difference in asudience reaction.:

In7the drematic theatre it says;_ “Ies; T have felt that too. --
That's how T am. -- That is only natural, -- Thet will zlways
be so, -- This mersonis su’fering shocks me becausé he has no
way out. -~ This is great arii everything in it is self-
evident, -~ I wesp wiih the weeping, I . laugh with the 1augh«
Tha andi = e -

T would 'ﬂoATht'*“~ 1 shemldnid da things
like 1 Lis extramely add, Ak 1nbexlevable. -
Thig. iz ~= This persoa's suifering shocks me,
bacause thar 't be z way out for nin, -- This 1is great
art: nothi t is se lF—ov1“uqt - T laugh over the
weeping, er tie lauzhing. '

To

functions:

it must entertain and teach.

give 1lts =sudience pleasure,-the theatre, then, has to fulfill two

The task of all the arts involved



in the drama is "to entertsin the caildren of the sciantific age, end 10 o
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the sometime actor end scens desizner contributsd toward the reallizmation ol
‘his own theory by writing plays representing historical conditions crzated and

aintained by men -- and -alterable by them. He viewed and showed.history s

5

peinz £ill=d with contradiciions, He evolved a L,r'o-:mr**c,lo*l uaeow' :fd praciice

which was to insure the realization of his aim by d‘ucourgg ng emoticnalﬂaudi-

echt's Dlavs Fave an open ’orm bﬂcause the world, as he say it, was

J:"

not" & closed'EHtity-_,The';1&Ys ere episodi c,_cdnsisting'of NUMETrous - 5Cenes.
Zach scene is'an entity in_itself,'and conld be played ss. it is.  Yei, the-

scenes: connuct 1OrlCa?1J, and together form = unified play. The unity is

the play. Rolf'Geisslef considers_Brecht's-plays

-y

achieved: through the ‘theme o

on three levels: the dramatic_(the ac ion), the moral (the correntary on the

-

sction), and the UOEUIC (t ne sonvs)  Brecht uses tne oral znd the poetic

Zovel-to nelp ac iev 0 emnatiy.
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iz requires_of his au&iéﬁce ﬁhat it esstablish the :elati0n$hip betwéaﬁ_the
three levels., In order 4o do this; the spectator has to use the dialectic
epproach: he has‘to §iewfe1em:n£s'representing ?”e“ﬂﬁce .in;ongruities;
contr;dictiOns*as.bs}bnéing.fcéeiherQn'JogeVer, the CCﬂ sradictions muet o8

™

An anzlysis of Scene 5 of lothor Cnurﬂﬂe will demons*""te Brzchtls

ialectic structure, The entire scene is-dominestad by one zreat contradic-

ion which sppears Tirst in its title projected on a screen which reaﬁs



11. s:victéfy:aﬁ'Leipiig_costs Hotheﬁ Courage four sﬁifts."'
 Iﬁs'essén¢e is the.gﬁuwihg'of mili?arv victdfg froﬁ a viev§oint_qpit¢_
difiérent :rcm £he:one'wésare uséd:to:"the one of e 1ittie ceople.: Witn
the Drpjected ﬁitle in frént_of”us,_we ara cpnstantlf sware of ithe victory
~which hés tgken place,_buf'what e éee is misery, loss of pfoperty, wounded;
__civilig;s, end Gissatisfied 501§iérs._
. , S . X

- I we do our job, which is to listen, watch, think, and anelyze what.

‘e, we discover that victory of ‘the "great! does not

neorle. The peasanis stayed on their

~farm hopiﬂ;-thevhwould.be zbls to save.-it.

wos-destra rcd.. Tkev +h5mse1ﬁ° cHere” severely“ln‘u“ﬂd Their wownds need
dressing. Bes;ite her,vlgorous'objectiohs fiother COura_e lObbS Four snlrua

which are bein3 f0Té'ﬁﬁ_to7bé.used as,bandagés.

;Tﬁe éolﬁierég who MLQ the actAal-figntin;.énd.b:oughtrabout the vic- '
téry; ha#eﬁﬁpt zained anything.f“om it. They have to fely on piundefing the
de;eatéd tdwas'fof_sémé_ fsoa al gain. Eun bQCa 58 éf tqg. aptaih's “huﬁaﬁg“
consideratioc ons ?erezélidwéﬁ_onij_one hqur for OWunaUL. The img 11cau10n
thet the Caﬁtain's hﬁmanéhéss resulﬁed.frow pribery.

The'QPES£iOQ 6f.réli§ioué-éthi05'élso arises-iﬁ this zcene. Presun-
ably,'if.the wounded. peasants zre Protestants, ﬁho;fét'the.mnment, are on the
insing_side,.they_do not‘have to be trested. ﬁs&ever, they turnlwﬁt_to be
the ciffemen . -
@e;idés. But Vféi.e’aut the.ChaplainTS'Chfistiaﬁ:cﬁarity? e re.
e burnin?_fermhouse'tb rescue a'franﬁed 2ab¥. The mute,‘useWecs cresbure,
xattrin;'does rﬁn'intb tﬁe hguse_and'saves. he chiid.

a

Fere, uhen, we hhve contraa'cticn sfter contradiction. Presenting



f;.W111 occur.?

'?fhlstory 1n such a way we,.the auoience, are ﬁeae tollook at olducorcepts.
:iifrom a. new p01nt of v1ew.r We begln to thlnk about War and v1ctorj, about
:&Chrlstlan ethlcs and humanltj, about our- oin values 1n a new way.:i 1f€7““
Brecht‘s characters are not Jinward. orlenued.-. hey arﬂ clﬂarly the -

. product o; thelr soe1etj, of Iorcﬁs out51de of themselvas. Their actions are-f.

' monlvaued by Jhat soc1ety has taught them.; Thej have to makn cb01c°s and

:;then llve W1uh tne result of these ch01ces.:'"0nce I have alscovereu wbat 1s'_f¥”j.'

'ffthe most useful autltude for mah, I show'’ 1t and emDHa31ze 1t " Brecht Sald 1n'j;,
~a neWsnaper 1ﬂterv1ew. "“I snow 1t as an equatlon., 1f you act t is. “way, such

,and'such.w 11 qappen, 11, on the oth@r hand, you act that Way, the opp051te'"rr

8-f

Vowhere ‘is. tq1s mode O¢ tbl qc nade clearer uhan in: hothnr Coura”e. B

-

.”'_Each scene in the Dlay renr%seﬁus 2 sta e 1n Nother Caura’c's 11fe;?:gachz
g t ge. is. dete“mlned by +be prev1ous 5ne aqd, 1n turq,_cetermlqes the nexr;,
'vaery tlme Lothﬂr Courace has a. ch01ce; she maﬁes the.wr01g d60151on, and -
 .thus mpves'from scéne to. scené 11ev1t -térdegraﬁatiQh an d estructloﬁ of
'-:.ali hat is uorth 11v1nJ.for. ussentrarly, she 15 a ba31neqsuonan who proflts
'_frbm,wa B All her: Q601510n; ére basea on con51derat10ns of bu51n°ss and
‘nroflt
.ﬂhlle she cannot r531st do:Lnrr bu51ness with the oergeant the recrult-- -
.__ing Officer takes away one ofﬂher sons, blllf. Later, in~ order to assure her
own safety snd contlnued bu51qess, she denlns her otber 501, Swiss.Cheese._ |
Tnen, wraﬁgllnb t&o lonc -over tﬂn brlberi mﬁney neceQSer to éave blm, she
'Irmlsses her chance,.ana he gets killed.' She has” saved sowe monny'but has lost
& son.. -

When she finds out that sapplles ure cheap at the moment, she sends




i?her mute daughter, Kattrln, to town to buy ooods on whlch substantlal proflt

'Lcan be made._ She 1s well aware ﬁcttrln maj be attacxed by roamlng soldlers.

'"The young glrl is attacked dlsflsured and warred so baclj that Her chances?ﬂ

-.of gettlno marrled become nll - ohe w111 never reallze her one. d851re in- 11fe-'_T::V‘

'to hsve a famlly of ner own._.Motner Coura e w111 make a oroflt but her only
;oaughter 5 l fe has become meaolnsless;j- g | |

| The aclnEr “Jar prof1tesr" later misses a.last meetlng Wlth slllf
because she has to rush to town, 1q order to sell belore prlces drop, s;nce ,o
ﬂeoeaoegseems 1mm1nent- She never sees hlm aaaln._ Flnally, she 1oses Kattrln:'
-joeeaﬁse she,hesito 50 to town o buy up stocks Whlch shopkeepers,rdho were.on'
'jthe run;. rs se111n~ cqeao Just then.,fi' . L
» Every ectlon haS pOSSlblj an: alternstlve one.. Due to her roln in

Isoclety ano:dse to what that 5001etj had taugnt her, Jother Coura e"::ch).sls-".'

-f_tentlj aots toe wrong wsy, mekes the ﬂrong CHOLCe, ano, ag 2 result llves a

jsensele335 useless, znd ultlmstely unhaopy llfe. .?e
Every,SCehe, as 1s true of all o_ Brecht's plays, is-a llttle entltf in’ -

1tse1f 'qu sceﬁes are connected by Drogecteo cowmentarles Vﬂlch ctate th

main events of the scene to follaw, tovether q;th thelr background of nlstorlc"'='

_;efents.' Wnat hap ens to the 1nd1v1oua1 in any one scene, uhen, can be 1nter-
preted only to*ethev thn thls hlstorlc bacgground f Aad oromlnent on Lhe -

-stsue throu~hout tbe olsy'ls Mother Courege's blg wabon, eontalnlng her trsd-._ 
-1n0 rerchanolse, remlnolng us of bu51n.esq uS oart oz wdr._

Anozher of Brecht‘s characters, Shen Te 1n The Good ﬁoman of Setzuan,

makes a utllltarlan dec151on- in a oad morld “in Jhlch a oooo huwan belne'

needs a bad altsr—ego in order to survlve, she decldes hot to 61ve up but to-

Jifight_back. Her methoos as the ruthless Shul Ta are 51m11er to the methoas of'-, ;t"

: those;who_wouldidestroyjher.  “You can only help one of our luckless orothers



 .by trawpllnd do:n a dozen others,"_cfles.out Sheo Te.as she pu£§ os-Shul.Ta's
maSK. She has g ater understandln"'OT the 500131 forces surroundlng her“tosn“
does uotner Courago; out --:oS Brsoht makes clsar 1n hls mpllogue to the play.
.—- a mach oseper understandlng 1s requlred from us, thP audlence.( |
Tne aotor sreaklnc uh° epllorue tossss qusstlon cfter questlon to tbe

'.:aﬁdience: What is uhe solutlon to Shen Te s pr-oblsm‘P Shoulo shs chan s?f.O? :

'shoulo the world change? Faybe, the Gods? Or showld there be no- Gods7 -ﬁel
then coqcludes Wlth an urgenu olea to flnd a SOluthﬂ bscause uhere must oe
'.one;}l' O _.., V , g -s 1 ” .;. :_ N .
And‘we begln to thlnk. Why shoulo it ‘be’ 50 dlLflcult -; 1mpossible,.

in fact - to oo vood to be 1ov1sc and 'naloful‘P What Kiﬂd of a 5001ety 1s It iﬂjs;°

=wolch extorts an unpafable prlce from a womaq ¢or belnc a good frlend mother

and lovsr° "One shomlo be able to llve 1n a 5001ety whlcn Dermlts one to
“,funotlon as 2 kﬂnd and 1oya1 buman bslng I wrltes sleaqor Haklm, and concludes._
7Tne obj Dct lcsson'ls'drawn' tnera can be no nlvher syntn651s

w1taout a gudlitative change in the strua cture of society.

“Good must not-be mede contingent upon evil., To fuily reallze

one's natursl. 1ncllnau10os 1o oo ood, soolal ev11 must be

-done aan‘w1th ST : :

Gallleo is: anotner character who! makes uhs Wrong dec151ons oecause OL
false valués. A sensuous man ano 2 solentlst - “he cannot say - 'no' to an
old wine or-a nesrthought the P“pe says of him -=- ‘he is also an oooortunlst
Therefore, he moves_from-scsne to scene, from:de0181on to declslon-to the . -
dogical conclusion. ®

In oroer to obtain the moﬂef he neeos, he- cheats the Venetlan oenste
3by'se111ng then tne tslescooe 2s if 1t were his: 1nvent10n. Later, he chooses
to go to. Florence to the Gourt of med101 as Court uathematlclan bscause uhat

is the ch01ce hhlch W111 1nsure hlm the c"rea’oos*c. phys1cal comfort. ByKJ

remalnlnc too 1ong there hﬂ gets ?1na11y caught by the Inqulsltlon.--ln,thei



. end h° recants, 1n order to save hlmself.

Brecht, ‘the teacner, is 1ere in h s ﬂlement. Eve Merriam analyzes s

techqlque-'

' Brecht's Gallleo is crafuv, ‘not above steallnc aqother s
invention and vet & grzat personage. Uhen he glves in to- the
powers of the Church, we are ag ronized along with his ddeal-.
istic apprenticess Brecht thereupon treats us o a sermon on’,
the folly of such purist.thinking. * He has. Gzlileo versuade

-us that ideals in +the zbstract & re; meanlnglnss, thet there are

- .occasions when it-is: 1‘1ec:f=sl=ar*r cﬂd correct Lo sccommodate onels’ §

- principles to ‘the-prevailing - winds of‘the.tine. At first we '
‘feel he is.being Mschiavellien, and then-we are ‘relieved. =
how -dialectical of -himy zand how coursgeous.. We feel purged in’

' the. best sense of ‘the:old Greek. drama: mnotion of 0¢thar81s._.iu

- Brechi t%en procesds — in a really dialectical fashion == to

~ turn everything we 1ave just learned from him vpside down -

_agein,  Galileo scornfulJV turns upon his own aloquence°'uhe' : S
should not have- succtmbed - and. wWe - ‘are idealistic’ fools once wore to .
have agreed ﬂwth nis argument of ‘expediency.. S0 We leave nhe’f'

. thpatre not- at all purged; we have: been bathed “in.ne happy end

“ing. - The pla;, with 211 luS color and brillisncey’ hes not -7
“s¢tﬂsf1ed" us- in the way we, usually expect the: theat”e toe .Wéﬁvn

- leave, sea“chlng our own ‘minds and questloqlng our - own HOElVGS 10'
_and behav10r.n Just as tne teacher plgnﬂed uﬂat We should .-

.?ﬂrély does one - of Brecqt's cn¢ract°rs have the 1n51gqt Whlch Gallleo

N dlSDlajS, 1t is the specnator Who is expected to attaln full 1n51ﬂht.- Motner - 
.' Coura~e, who 15 to%ally 1nvolved in war and too devraaea bJ 1t to understand 3
:i:cause-and e;fect goas off at the end of. tne plaj sznglnﬂ the same nopeful

song with ﬁh_ch the olay beran. She has learnea nothlno.j But we, the auulencéf
_Uho are - on the ouzclae, llst 11ng and watchlng, we .are expecteu to alscover Lne '

relatlonshﬂp between her acuons s her env:Lronment and her fa‘be. 'i‘he Good

“_woman of Setzuaq,'at the eﬁd o* t1° 1av nleads nlth the Gods e JhD 01¢er .

her notnlnp but platltu*es.; But we must not do the same, . as BLecht remlnds'.
-us in the Lnllﬂcue.- We nust th*nk ab*ut the World whlch creates 1nsurmountab1°
"Droblems for the Uood : Ne st crltxcally analjze the rﬂasoas for such a

- world; ana tben act upon them.=




1 O_I; .

7Ana1y81s of proauctlons

But hom Was the aualence to be kept in a c0nd1t10n of crltlcal detach—f

ment in the theatre where 1t had learﬂed to etpect the experlences of 1denu1-’“
:flcatlon and emnetby” :How cqq 1t ﬂttaln the crltlcal attltude of whlch Brechﬁ 5§k
'wrote:' “FaCEG W1th rlver, 1t con51sts 1n reculatlnc the rlver, Iaced with a

"fruiﬁ trée 1n sprajlnr the_ffu tftree- ced W3 th movement, 1n constﬂuctlng
. 11

-

'a' 'tb 3001etv, 1n turn1n¢_soc1etv up51ae dcwn.”?

l—b )

vehlcles und elrnlanes,
'The ansuer 1185 in a nrocuctlaq the“rv Mhlch 1s bdsec on a word that has

become synonymaus vlth eplc t eamre-' alleqatloq.

Allenatlon is: a most unsatls¢actorv tranulatlon Qf the Germmn Verfren-

. dungseffekt hlch Brecht usec. Concep aally,“it:is a_means of attaznng_a 

“ combinaLicn of;ol t ﬂ01no and "defanlllarlzlng

The Verfrnm uncsef:ekt wor ks througn the varlous phases of proauct;on.'

fo ;_[ : cenery, llghtln", Drooertles, mu51c, anu the actlng style. The 5oa1 1s to
'provide u%e audlnnce Nlth an. env1ronmont Wﬂlv“ w111 encoura e clearheaded

obsewvatLOﬂ.’_“A renrﬂsentatlon that creates aetacnment is one wnlch allows

f.us-tofrecocﬁlze 1ts subdect but at uhe sawe tlme makes 1t seem un4am111ar

-
2
1
4
]
3

‘wrote Brecht He th°n SPEleIEd that "The new - detachment is onlj des gned to :“

free e031ally condltloned phﬁnomana From tnat stamn of. 3m11l¢rlt“'WﬂlCh Dro-
tects them agalnst our: greso todaf "12 | - |
| Brecht bellevea that tﬂe fu51on of the.vavlﬁhs.elemeﬁus of Droducflon a
tenmec to result in the klna o;'"maclc" whﬂck held the: audlenca‘spellbound |
'ana thus norked avalnst ﬂalﬂtalﬂ¢ﬂf a crltchI attluﬂdE. In his Uroauctlons, 
_clarlty of presentatlon becqme ﬁOSuIlmﬁOTuaﬂt _ Clarltv is. oPten best served
by focu51ng on . dﬁPferent elenents of tbe productlon in’ turn.. There¢ore,.1nq :

‘_bplc proauctlons all the arts are con51dered equally 1mportant and are used

as 1ndependent element




functlonﬂl. Tne settln s ao not revroduce exactly sceﬁﬂs from 11fe, nelther

do they crsate a1 atmospherlc sta*e plcture._ They supnlj sach fraoments of_

ftne das1"n1n~ apyroach 15 lnauctlve, 1ot deductlve. 1_;

S

Both scenery and llghtlng are non—lllusory, non-atmospherlc, ana alnays

'_env1ronnent as are- needed to shor the quy s reanlng. “; the settln“s

O

" are so0 utilitariaﬂ‘thatfﬁhev may be regarced EER large scale oraperulﬂs

writes Gorelik and'continues:.

" The cyclorama or. sky drop, w1tq Sts sug :estipn_of infinite.
- space, is not employed, and the stsge is.a finite platform. .
- or box. At the seme time the Epic scenic. elements are e
chosen with sreat care and are therefore evocative as well
“as utile., The. Tpic-designer is still required. ‘t0.be selec-
tive and to organize his scenic elements on stage; luLther-_"
'nore, these elements are usﬂd more djnamlcally than in con-~
- Lemn porarv sta~1n5.13 : »

”.Tﬂe scenlc elements are organlzed 1nto a:purposeful arrangement; ahdj;

Llcht serves only as 11gﬁt. Never does 1t 1m1taue (mooallrnt sun--". -

llght parlorllght or - such), never- docs 1% appear for the sakm of 1ts own

beauty, never is 1t LSGd for psvchologlcal efPﬂrts., Its purpose, too, 1s to

-help uﬁderstand to explaln, 171um1nate.

Onlf such propertles are Lsed gs are requlrad by the actlon._ Généflf

ous use is mede: o? pro ctwons, WﬂlCQ serve to slow up the aculon, aqd of
pqsterS'and : gns, whi ch 1dentlf" the 100&18; exnlalﬁ tho actlon or ﬂlve.some :
Backgrounu waterlal ——-ﬂll this ':eernr EDlC'S Verebral purps se.

 The BrlulSﬂ clrﬂctar Jbrman uarshall deecribes the: Bﬁrllner Eqsembl

DdeWCBWOn ofFKother CﬁuWﬂve:

Q'As a means of QGSurO"lnw the 1*1ﬂ51oq,of dCtU&llby Bhe stdre
as flooded in a glare of harsh white light throughout the
parformance, whother the action took place at daybreak or
sunset, at midnizht or at noon. In bevween the scenes cap- .
. tions, slogans, and corments were rodectﬁd onto 'a gauze cur-
~tain. -Points were enpna51zed by songs which did not emerge
out of the action of the play but were what Brecht calls.
'‘musical addresses to the audience! in which the actor stepped
_out of the story and commented on the play.. Orchestral mu51c



'1'was used 1n a 51m11ar manner.: Hormally 1n01dental nusic 1s,
of course, used to heighten the mood of a,scene,,out'mls is o
abhorred by Brecht as-'helping the audierice to-give itself overﬁ;
-~ to theoccurrences on the stage.! - In rotqmr Courage, for. L
" example, a quiet neaceTul ‘scene was accomnanled by harsh, .
threatening music which was an 1r0n1ca1 COﬁmentarJ on wqat we
- were being sqoun by.the actors. -
The stage:.. . . Was almost comnletely bpre.- The background Wss
the cvclorama,'not 1it as a sky but bleaklf exposed as a huge, -
bare, white. cloth, - The changes of ‘scene were indicated by
csmall, solidly built: semi-realistic¢ pieces of scenery isolated:
inc the center of the stage . . ;;Motqer Courage'ls cart, which
ig so importent in the play, wes 2 so0lidly realistic azfalr ang.
‘at the end of the play, when the old woman harnesses ‘herself to
it .and sets ¢ff once.more on her journeyings, “trie revolving.
| stage was br*ucbt into action so thaty as she trudged alongy’ ‘the
revolve rmoving in the onp051tn dlrcction KGPB her statloﬁary; = S
llke ‘scmeone. on & treadmlll S DL e LT

'_In Iordecal Gorellk's doscrlptlon of the SQMP prﬁductioﬁ'we_find a few.
addi 1ona1 ltens of 1nterest. for more enclosed scenes

~;curta1us of rouvh cloth are nung frcm v151b1e batuens upstage.*
" The many locales of the action areé indicated by means - 01 ‘names.
“woven o1t of  tree pranches and let: down from-the fiies 4 « .
For the song mimbers ths. actors. take a’ sinzing. p051t10n' down~"
- stage, and at the same “time there is. lowered from the flies-.a. '
special property made’ up of. battle flags, drums,. trumpets,. and
three or four.illuninated glass globes. . As the war drags-om, -
this prop becomss-:dusty angd battle—stalned an the glass globﬂs
'are broxen and Teft unllt.j e R :

.] Slnce Brecnt dlrected tnls Uroductloﬁ; we Téy éssume that.lt represents'
' the essentlal cqaractarlstlcs af tne means of ﬁlenatlon.: Here are the utlll-'
ta?laﬁ settlnbs, tbe pra0u1cql and at tbe same tlme 1nduct1ve nrownrtles, thv
'sharp, “nlte 11rht workln: ag91nst the creatlor o? an’ btmosphﬂre waich may. cet
the.auclence 1nto the stupor of- emotlonal Ldvolvement of whlch Brﬂcht 850 v1o-_
'lentlv clsaﬁprovec.;1ﬁnd-nere are tne sonfs. Thej, too, Serve the fragmenta- -
Ctiom, the celloerané 1ﬁtérrupt10n of” he actloﬂ, tne ulstaq01n. ; As g rule;
_the music contraulcts the 1yrlcs 1n mood and feellns, “the result 1s dellgntful
1rony. Dellvered stralsht to the aualence, the songs are sure to make thelr

-p01nt Uhlch 1s 1nvar1ab1j sone bltlng 5001a1 conmentary
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‘between msic and lrrlcs

'e;play, unde stand 1t ;rem a 50010-“011tlca1 hlstorlcal p01nt of v1ew._

There is often another contradlctloq in tne ‘song s;?aside ﬂéomithé_one.

that between tne words sung and the actlon surround—;

Tihg}ﬁhe sOﬁg.. Scene 10 of Fotqer Courace, for exanble, flnds the old woman

‘aﬁd hef mute daughtef harnesseo to thelr by now badly deterlorated magon, dn
..efront of a farmhouse, 1Lsten1nr to someoqe 51nﬂ1ng 1ns;de. The song - "The
.:r'Song of Snelter“ - exudes ‘& sense of secarltJ end confort -It ends with phe.

;words:' "COSJ are Ue end ‘warm / Thougn loudly blows the storm. / Our iefmheuse f.f

% glves us’ shelter._: Tne tqo women: Start out ain—-- “oor, cold, end inéeCure.f'””

Brecht went to c0q51nerable lenath to exﬁlaln the new’ actln technlcue

he cen31dered qeceSSerytlor n;s plays. _Pe cenanded a crltzcal aetached attln' T

: tude from 1s actors, too. The actor must unaerstane the character he 1s to

7]36 '

:iitben must demonstrate the patterns‘of benav1or unaer certeln 3001al coqa“tlons;
flana not “Peel" the paru.. The 1deal actor.Lor Brecht Was the one wnose aczln5 |
1_was_“epic " tnat 15, it tolﬁ the story._ He p01nted out that the Chlnese -
.eactors have done it for: centurles. Am,ont mouern actors he. conszdered Cnanlln

.the ster of +this acting Stjle.- The actor snould not. oe the character He ;

. :depicte.- Instead he should Dresent a. descrlpt101 of the character. (Brecqt

B usedfthe'werd "thet" whi ch means "Cﬁtatlon ")

‘Hans Meyer-cites"from 3 conversetlon of Brecht's w1th the - clrector

- Erich Alexander Wincs

We have to rid ourselves'o?'the"Fsehionablefcoctempt-teﬁard-
copyinz. It is not the M"easy way outb. It 1s not something
to be ashamed of; it is art., That ls, it must be developed
‘into an art, llited go a 1ev 1 whica ”*Ll not Dermlt stereo—
tvplnﬂ or rlvlalt : v

.In other Woras, Brecht wanted aCtO¢S to "show and tell" -~ to borrow

;an-expression.from nursepy-3cnools._ ‘He: even suggested to them that they care-




"fully observe sonetlmﬂ the actlons of an eyew1tness to a trafflc ac010ent as
"- he descrlbes the event, ana tqat they borrow that same technlque when they are;x

;"preparlnc for 2, role.ij‘*°”‘”

“Observatlon 15 a ma1or part of actlng," Brecht noted Hewever,:he did . _' ﬂ]'

not. want cold. cetached acnors.. He- wanted hls actors to feel but he dld dei;:
Want tbem to feel the enotloqs of tne aenlcted character, so thut the aud-;
'~:1ence's may 1ot at oottom be those OJ the charecter, elther "17 S i |

In hls essay; "A Short DescrLeulvn of a “ew Technloue of the Art of
 :Act1nv Nh;ch “roduces an” Mffect of. bstrangement "- 3recht maxes tne Follorlng :
1sp80lflc points: 18 . °ef;7'3'] “ ::-ref:f;~' .'f;f" = |

' e(l)'No attempt 1s made to recreat __ﬁ thé;3£age'an eﬁmosphere Qf'eny_partiCu—

'_lar place.~-! 

' (2) Mo at empt is- mede to create e‘mood thfuuéh ;ertlcular fhjthms of.epeech
(j) The actor sqould play openl tc the auelence. (DlSCafd the fourth wall
 7e1dee’)_' | S : |
f'(h)FHe shouléinet.aiﬁ:eﬁtefeuSingiiﬁeﬁee:epeetetofee contact:baseduon .

e."lntultlve sympathy “

(5)_Hm shoula not 1eenulfy hlﬂs@1¢ coweletely'w;th theﬂehefacter:he_portrays; R

he 15 not the charecter. -
,(6) The text is- to be snoken bj tqe actor qot 11ke eh improvisation, but iiRe
a guotatlon.f_w'. | | |
(T)_The actor must be mimihé,_gieing,"all.the{unﬁerteees'and-hﬁmengteoncrefe

plesticity of which expression is capable.”

*The translator used tne eXﬂre581oni“Estran6ement uffect" in pldce of
what is generally known in American Brecht-literature as "alienation.®™ The
E 3abbrev1aulon ni-Effect," then, stands. for Brecht's “V-uffekt" (Ver_remdunas—
L. effekt), R



L N

.(8) Emotlons ﬁust become ﬁss;ble and.ere to be develooed 1nto gesfure.
:-:"Outstaqdlng eleaence, strength and grace of éesture will result in: the;o'
"f'L«Effect "19 ThlS techﬂloue 1s malntelnea best by Chlnese actors.“

(9):The actor S performence must be teohnlcallj oerfect ' "The effect of

- ease. Wulch snould be achleveq is et of di:flcu7t1es overcome "20

'eThe ector should not: conceal the: fect that he has rehearsed hlS wor&,

. and be shoyu 1d underllne “that Unat he snows 1s nls, the actor‘s, test1~;;

.'non;, oplnlon, ver51on of the eveﬂt "21

'“ (10) The actor dOes qot 1denu1fy hlmself w1th the cnaracter, DUu chooses a.

P

oartlculer D01nt of v1ew, “and "1nv1tes the spectator ; ; . to cr1t1014e{3y'

',_the;person represeqted "22

:";_(11J.This_point of. v1eu 1s that of soc1a1 Crlth+Sm, and ‘the llstener w111

'jQStify_or condemn accordlns to hls own soc1al class._"

“'__(12)”“It is the ouroose of the"W-Effect‘ to estvﬂnge the S‘Clal @esture

,underlyin?.all-events.- By 5001al sesture is meent all expresclon by mime .

2h'

. and gestura of 80c1al relatlonsq:os anong oeople of a. certeln epoch u

: '(13) ’Hlstorlficatlon’ is. an 1moortant LEChnlCal polqt “The'titles for eachT'

scene must heve an olstorLcal cher r.' The - ector mvst pl""-cll enents'-"
as historicel events."éwereness-of constent chen e “estrenﬁes“ us from '
the behavior of those born before us.- The actor snoald tako up the same.

udistent and"objective:attitude which the historian teces ap in reletlon;_

“*Brecht *reqaenuly used the word- "Gestus“_Lor fhﬂch there is no
satlsLectorJ Snglish translation, elthough we come across it most -of the

- time as "gesture. Aetually, it means something considerably more complex.

John Willett came closest to it when he wrote, . . .. there is no single
word by whlch qesﬁus ‘can be . translated., . It 1s at once-gesture sng gist,
attitude and point: one aspect of the relatlon between two peaple, studled
51nély, cut to essentﬁals end phy51ca1ly or verbally expressed . W123



"5} to former events and patterns of behav1or,ﬂ but he should apply 1t to

' Lafthe present tlme._ Thls way “he Wlll;"estran&e" contemporary events and

r.Ef;f:patterns of behav1or ffem hls aud’ence. EJ;T-.ﬁ.uﬂ

;;f<iU)iTh15 “estrangement" does aWay w1th the feelln;.of famlllarltj, thus’ .";ff
, ._eeveryday events app ar “remarkablen to the EUdlence,""" : e

| (15) Art Shﬂula Use the same "technlque of 1rr1tat10n in tﬁe face of eventeiie
a_:;customarlly taken for grantedn as does SClencé.r;" : o

.(16) ““Otloﬂs are aroused w1th the tyne of actlnn descrleed here, but these
VIJeemotlons.el P_ .;om‘thﬁee aroased in the conventlonal tneatre;[;;'

o (17) The cr:tlcal e+t1tude of the soectator is an artlstlc one. Thls 'E-E?fect'

-*}actlng is not styllzed actlng.- Its eurpose 15 to show tne world “1n en

'zlnterpretable way e Ite'prlnc1pal aevantages ere.- naturalness, earthl— e'
: , ‘and’ "reeun01e£10n of all mystlcal elerﬁnts that stlll cllng
leto the con%entlonal theatre as a. remnant from forner tlmes "25
What klnd of actlnﬂ dld all tnls theor1z1ng result 1n¢ Nermen Jerseall,
not a person in sympat;y'W1th Brecht's theoretlcal ideas and pOllthal phllos--7'

ophy, had thls to say o? tne Berllner unsemble s acnlng "it was ve ry'llke _f

rthﬂ'oest klnd of naturallstﬂc actlng 1n the Encllsh theatr .,It=was controlled

R exact economlc 1n the use of gesture, dev01d of any suﬂgestlon of over«pley1ng,-~,

: :but v1v1dlv ePfectlve "26
.Aplc theatre toaay 1s stlll malnly tfouéht.of as. one man's, BertOAd
_Brﬂcht's, tneavre.' Yet 1ts 1n?luence bae beeun to nake 1use1f elt in pro-
._Quctlons outelde 01.uerrany; toa,_end in the work of such plavwrlgbts as the :
'TIrlsh Brendan Benan and the Sw1ss rrledrlch Duerrenmatt g . . |
. Haybe T ordecaL Gorellk was rlgnt wqen he exnressee tﬁo oplnlon that

'Brecht lald tbe feJnaatlon for z clac51c ere of the theatre in-a 501ent1flc age, f:”
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