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PREFACE

Bertolt Brecht, modern dramatist of the twentieth century
has left an indelible impression on the history of European Theatre.
He was a serious practitioner of theatre, convinced that the role
ascribed to it was too limited and that it was capable of much more.
He seemed to dislike contemporary, realistic and naturalistic theatre
and devised his theory of what the theatre ought to be.

This book hopes to aid under-graduates in their study of
the essay, ON EXPERIMENTAL THEATRE by BERTOLT BRECHT.

Suggestions for improvement will be incorporated in later
editions.

Iam indebted to Bookland Publishers for their wholehearted
support.
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LIFE AND WORKS (1898-1956)

Eugen Berthold Friedtich Brecht was born in 1898 at
Augsburg, Bavaria of Southern Germany into a respectable
bourgeois family. His father, Berthold Brecht was a Catholic who
worked in a paper mill and rose to become its Director.His mother
Sophie, nee Berzing was a Protestant. They raised their son in
Augsburg and Brecht received his schooling there where he met his
friend Caspar Neher.. He read The Bible as a child chiefly because
of his mother’s religious belief and it continued to influence him
later in his life and works. When the First World War broke, Brecht
was only sixteen. Though he was initially enthusiastic, he soon altered
his view when he saw his friends being killed in the war. Instead,
after his graduation in 1917 he managed to enroll for an additional
medical course in Munich University. But in 1918 he was drafted
into the Medical Military Service and posted at Augsburg where he
continued till the end of the war. While at Munich University, Brecht
had also studied drama with Arthur Kutsher who initiated him into
the world of drama. However, in 1916 long before Brecht had met
Kutsher he had begun contributing articles to newspapers under the
name of Bert Brecht and his first theatre criticism appeared in
‘Augsburg Volkswille’ in 1919. Though he returned to his studies
later on, he never received a degree and he devoted himself whole —
heartedly to the theatre.

By this time Brecht had entered into a relationship with Paula
Banholzer and a son whom they named Frank was born in 1919.
Unfortunately, he died fighting in the Second World War. In 1920
his mother died. During this time Brecht got the opportunity to
work in a small part in the famous Munich comedian, Karl Valentin’s
political cabaret. Valentin’s performance influenced him to such
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an extent that he began to watch his shows at various places and
recorded his observations in his diaties.In 1918, Brecht wrote his
first full-length play, Baa/ countering an argument forwarded by
Kutsher in one of his drama seminars. This need to counter someone
else’s work or at times his own work became Brecht’s compulsion
which continued throughout his cateer.. In 1919 his second play
Drums in the night appeared.This play Was reviewed enthusiastically
by a theatre critic, Herbert Ihering in Munich who pointed out
that Brecht had changed the German literary scene single-handedly.
Though his third play, I the Jungleand Baa/ had not been performed,in
1922 Brecht was awarded the prestigious Kieist Prize for his first three
dramas. The award had been especially instituted for unestablished
writers and it remained one of Germany’s coveted literary awards
until it was discontinued in 1932. : :
In 1922 Brecht married Matianne Zoff, the well-known
Viennese opera-singer, and in 1923 she gave birth to their daughter
Hanne Hiob .In 1923 a film, Mysteries of a Barbershop was produced

_ which was directed by Erich Engel and starred Karl Valentin.Brecht

wrote its scenario but the film was not successful. However, since it
contained several new innovative features it came to be regarded as

. one of the most important films in Getman film history.In the same

year 1923, Erich Engel directed his thitd play In #be Jungle which was
called ‘scandalous’ and the actors on the stage were attacked by the
Nazis with stink bombs.In 1924 Brecht made his first solo directorial
debut with an adaptation of Christopher Marlowe’s Edward 11 .This
was also his first attempt at collaborative writing and the first of
many adaptations of classics. Brecht believed that his idea of the

- ‘Epic Theatre’originated during the staging of this play.It proved to

be 2 landmark in his development as 2 theatric and dramaturge. By
the end of the same year, Brecht secured the job of Assistant
Dramaturge at one of the best theatres of the world,Max Reinhardt’s
Deutsches Theater in Betlin. He relocated to Betlin where he met
new people and made new friendships. His marriage to Zoff began
to break down. He became involved with Elisabeth Hauptmann and
Helene Weigel whom he married later in 1930.Prior to their marriage

Brecht’s Theory of Drama l'lA

a representation of past events. This meant that a given social system
would be viewed from the point of view of the past or from another
period. Histpricizing was used as a technique to distance people
from present conditions, to make it look strange suggesting the
necessity of social change. .

Brecht explains the difference between the two types of
theatre in the following way, “The dramatic theatre’s spectator says:
Yes’ I have felt like that too-just like me-It’s only natural-It'll never
change-the sufferings of the man appal me,because they are
inescapable-That’s great art; it all seems the most obvious thing in
the world-I weep when they weep laugh when they laugh’ But the
epic theatre ‘s spectator says: 'T'd never have thought it —That’s not
the way-That’s extraordinary, hardly believable-It’s got to stop-The
sufferings of this man appal me, because they are unnecessary-That's
great art:nothing obvious in it-I laugh when they weep, I weep when
they laugh.” Brecht was influenced by Marxism in his concept of the
epic theatre and said that human beings must be understood as the
totality of social relationships; the individual could be understood
only through the social environment for which and in which he
lives. The individual with his inner life was of no consequence to
Brecht unless it was related to the social condition of a particular,
time.-

ALIENATION TECHNIQUE

Veerfremdung or V-Effekt or Alienation Technique was a device used
by Brecht with which he made the events depicted on the stage
seem sttange and unfamiliar He wanted the audience to actively
participate in the play instead of relating to the events on the stage
and falling into a reverie. In “Theatre for Pleasure or Theatre for
Instruction’ Brecht writes, “The spectator was no longer in any way
allowed to submit to an experience uncritically (and without practical
consequences) by means of simple empathy with the characters in a
play. The production took the subject-matter and the incidents shown
and put them through a process of alienation that is necessary to all
understanding’. Hence,according to Brecht nothing must. be taken
for granted;everything has to be seen in a new light and reconstructed.
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\W pm\ecu% y documents which confirmed or contradicted what the
characters said, by concrete and intelligible figures to accompany
abstract conversations, by figures and sentences to support mimed
transactions whose sense was unclear’. The stage itself began to tell
a story; the background adopted an attitude to the events on the
stage. Mechanization offered greater adaptability of the stage and
film also provided support when it was no longer possible to show
simply by personifying motive forces or depicting metaphysical
powers as a solution.

Brecht employed certain methods to grasp audience’
attention which can be best explained with a number of examples
from his plays. In Edward II soldiers appeared on stage with their
faces painted white to make the audience understand their fear; In
The Cascasian Chalk Circle soldiers were made to wear masks with
protruding eyeballs; In The Horatii a technician is made to carry the
spotlight across the stage to signify the sun; In Paniila a stack of
chairs on the stage is made to represent a mountain. According to
his belief such representations would keep the spectator from sinking
into the false assumption that the drama is a reality. In other words,
Brecht did not want the spectator to forget that he was watching a
play and that it was removed from reality. His intention was to urge
rational thought to bring change in the human situation instead of
passive acceptance of a situation by identifying with it. Ronald D.Gray
opines, ‘In the twenties, Brecht was still concerned to avoid anything
beautiful, lyrical, or directly moving. He denied emotion, as he denied

beauty, as an indulgence that could not be afforded while suffering

still existed.” In the later productions his use of the grotesque became
somewhat less than his earlier ones.
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ACTING '

Actors in Brechtian theatre had to distance themselves from
the characters they portrayed. Brecht maintained that if the actor
believed that he was the depicted character, spectators also would
believe in that character but he did not want this to occur. He feared
that this would make the audience passive, Hence if the actor was
required to portray a possessed character he did not have to act like
a frenzied, disturbed man. The actor could not merge into the
character; rather he had to appear normal and in full control of his
emotions. He believed that the actor had a greater role to play than
merely merging into the character that he acted. Brecht devised certain
ways by which the actor would distance himself from the character.
The character’s actions would be accompanied by commentary and
the actor would say whether they were wise or not and express his
sympathy or disgust for them. The actor had to show the audience
that his action was one among many possibilities and that the actor
was aware of where the character’s action was leading him. The actor
showed the audience that he had chosen one course of action as
opposed to others; hence, he had to be aware of his audience instead
of forgetting them to the point of becoming totally involved in his
character. Brechtian actors were not required to explore the inner
life of the characters they portrayed. As Brecht wrote, ‘he has merely
to show the character, or better, not merely to experience it; but this
does not mean that when he has to act passionate people he himself
must remain cold. It is only that his feelings should not be
fundamentally the same as those of his character, so that the feelings
of his audience do not become fundamentally those of his character.
The audience must have complete liberty here.” His theatre was not
about characters as it was about the story. The characters were
important because human relations could be portrayed through them.
Characters, as individuals, with an inner life was considered important
so long as they had some significance or effect on the outward action
of the story. The story is important for it is made up of sequence of
events which is Brecht’s social experiment. The story allows the
spectators to watch the influence of social forces at play so that the
play’s lesson becomes explicit.
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In order to produce the effect o the attitude that he desired

Brecht employed several methods. His famous recommendation to

his actors was to adopt the attitude of 2 man who lays dow.n 'hls
cigarette for a moment in order to act out the scene he is describing
For example in “The Elgphant Child the actor walked off the stage t0
have a drink at the bar of the auditorium. He wrote ‘practice-texts’

- for his performers so that they developed an idea of what was

required of them. In one such rehearsal the porter’s wife laid the
blame of her theft on another petson in the sgmé manner in which
Lady Macbeth smeared the grooms with blood to make them guilty
of murder. The actor who passes through such.a rehearsal becomes
aware of the despicability of the character Qf Lady Macbeth and is
able to distance herself from the character she portrays. Brecht
encouraged his actors to make their deliveries in the third'pt:rson by
adding the words ‘he said’. They would perform by describing their
own actions in the past tense. On the stage the actor was made to
address the audience directly. He/She would then narrate events of
the past. They would speak aloud their stage insn.'u(:tions, indice.zte
the mood along with their own words and exchanged roles with
each other. The effect of such acting was considerable as was seen
in the acting of Eilif, Mother Courage’s son. He was shc?W'n wit.h a
sabre in his hands held high above his head in a stance which deplf:ts
that he is engaged in fierce war, but his head is held at an angl? with
pursed lips to show his perplexity even though he feels that it was
the correct thing to do at that moment. Thus the actor is successful
at portraying the character as one who simultaneously believes t.hat
he is doing the right thing but has no liking for what he is doing,
Brecht’s theory is that the actor should narrate the actions of the
character instead of imitating him. As such gestures, movements
become important for character portrayal; the actor narrates only
those actions which are necessary for telling his story. He may also
imitate such physical gestures or movements which would assist

character delineation.

Brecht’s Theory of Drama 15

GESTUS

Brecht coined the term ‘gestus’ to refer to such physical
gesture which suggested the attitude of the character. It was used as
a device to show an aspect of a character. If the actor wanted to
show that the character was frightened he would merely pop a lock
of his hair into his mouth to communicate it to his audiénce. The
actor remained controlled but his audience knew through that
particular gesture that the character was scared. The example
mentioned above was observed in Chinese theatre by Brecht and he
was influenced by its effective method of alienation to incorporate
itin his theatre. Brecht used the term to encompass human attitudes
within a certain social set-up. For example, when Shen-Te becomes
Shui-Ta in “The Good Woman of Schezuan’, ‘she changes her body
movement. So gestus had two functions : it revealed the motives
and dealings of characters within the play and it was also used in the
depiction of character by the actor.

SONGS

Songs were cleatly gestic as they were used to express attitudes
of fear, revolt or defeat; he also used it to interrupt the action so
that the audience did not become emotionally involved in it. Brechtian
theatre had choirs whose songs informed the audience about the
basic attitude of the scene or of the play. They served as
commentaries, often with irony implicit in them. They were supposed
to make the action depicted on the stage appear strange. The ensuing
friction, Brecht believed would make the spectators notice wrong-
doings, generate discussions and compel them to bring about social
changes. Brecht’s “The Thregpenny Opera’became very popular because
of his songs and not for the reasons that he wanted.

EPISODIC DIVISIONS

The division of the play into several episodes followed from
Brecht’s idea of gestus. Each episode would convey an attitude which
would help the spectator understand whatever it wanted to
communicate. An illuminating example of this theory was the scene
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depicted in Mozher Courage where we ate told that she is able to save
her daughter and her covered wagon but not her honest son. The
audience is shown that wat has forced Mother Courage to
acknowledge the importance of saving her means of livelihood even
as her son lies dead. Captions were provided for each episode which
informed the audience of the attitude which the playwright wanted
to emphasize. They were constructed in such a way that each scene
could be acted on its own even if they were not connected to the
rest of the play.

NARRATIVE

The narrative of the play is important as every play embodies
an attitude which Brecht refers to as gestus. In Brechtian theatre the
events of a play are always prompted by socio-political considerations.
The interaction of chatacters and the narration of character reflects
the attitude which the playwright wants to show .In ordt?r to do so
the playwright has to select or choose such events which is best
suited for his purpose. He constructs a structure Wit.h which he
exposes the events and happenings to reveal his ideas. Every play
therefore encoded such attitudes. Brecht coined the term Fabel to
refer to the technique with which the plot of 2 play is analysed or
through which the play is decoded. Thus Gestus and Fabel are intet-
related; a Fabel takes into account the sequence of gestic episodes
which comprises the dramatic narrative. It considers the play from
all aspects like acting, singing, music, visual effects and anything else
which the spectator saw on stage since all these differcnt aspects of
a play would contribute to make the play conﬁnqng, entertaining
and appealing; Brecht wanted a play to be presented in such a manner

' that if it were to be seen only without being heard it \. vuld still be
understood by the audience. Hence every object, movement and
happening on the stage had to reveal the Fabel. Evéry thing on the
stage had to make sense. This was what the Fabel achieved. According
to John Willett, Brecht taught his collaborators that the basic principle
of a play was the Fabel, “The chain of events must be clearly and
strongly established not just in the production, but beforehand in

Brecht’s Theory of Drama o 17

the actual play. Where it was not cléar it was up to the “dramaturge”
to alter the text, in order to cut unmecessary entanglements and come
to the point” The Fabel was clearly a technique with which Brecht
sought to bring clarity for the producers as well as all those involved
in the presentation of a play rather than the audience. However,
ultimately, Fabel helped the audienice in understanding the play.

Brecht wanted his epic theatre to become, ‘an affair for
philosophers, but only such philosophers as wished not just to explain
the world but also to change it. So we had philosophers, and we had
instruction.’” He believed that theatre could be amusing even when
theatre was instructive. It should use the entire gamut of knowledge
which is at man’s disposal. The findings of science, psychology,
sociology, economics and history couldn’t be overlooked for desire
to penetrate deep into the core of things and to make the wotld
controllable arose only with knowledge. Epic theatre was a ‘moral
institution’ so far as it tried to discover means of eliminating certain
circumstances which were objectionable. Morals were meant to help
men but victims of morals were forced to suffer their lot as if they
existed for morals and not the other way round. Brecht’s epic theatre
aimed at bringing change in society.

Though Brecht formulated his theories for the Epic theatre
with the intention of following them, in practice he was unable to
adhere to them as strictly as he would have liked to. The alienation
techniques with which he hoped to stop audience’s identification
with characters were not as effective as he hoped. In fact it was
noticed that paradoxically, since characters were presented as
unemotionally as possible, audience became more emotionally
attached to them. Later in life Brecht admitted like his collaborator
Piscator that it was not always possible to follow theories in practice
as minutely as one wished to.

DIALECTICAL THEATRE

During the last year of his life Brecht seemed to have felt that
the term Epic Theatre was inadequate for his vision of the function
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of theatre. He had always believed that the new age required ‘a theatre
fit for the scientific age’ which would view the society froma scientific
point of view as believed by Marx. But in the ‘Appendix to the S.hort
Otganum for the Thea =, he felt the necessity to rename It a5
‘Dialectical Theatre’. John Willett writes that in 1956 he made a last
collection of theoretical writings under the title Dialectics in the
Theatre’. It opened with an introduction where he opined that the
earlier term required ‘exacter definition and must achieve more’; it
was ‘inflexible’and could not be turned into a ‘scientific
demonstration’. The term “Theatre of The Scientific Age’ too, even
while it suggested dialectical materialism which unearthed society’s
laws of motion by treating social situations and human feelings,
opinions and attitudes as processes where inconsistencies ,change
and disharmony exists; it was not ‘not quite broad enough’. He
believed that dialectics ¢ could be a source of enjoyment’. In the
above mentioned introduction Brecht notes, ‘Epic Theatre is a
prerequisite for these contributions, but it does not of itself imply
that productivity and mutability of society from which they derive
their main element of pleasure’ He also notes that up till that moment
‘no new one’ could be put forward. Willett remarks that , ‘Dialectics
in the Theatre’ was ‘as near as Brecht got to launching the idea’
which is outlined in the Appendix. '

, Ernst Shumacher writes in ‘Dialectics of Galileo, in Brecht’
that ‘Brecht regarded Gakileo as a play with ‘restricted’ alienation effects
‘... the narrative structure of Galileo is built in a clearly dialectical
manner that is designed to make evident the contrary forces at work
in Galileo’s life ‘to pose positive qualities against negative, public
images against private, cerebral ideas against physical passions. These
co-existing polarities are organized in a web of complex symmetry.
Shumacher points out that this symmetry was clearly worked out by
Brecht’s preliminary notes for the play. Emphasis on symmetry
suggests closure, a concern with wholeness’ and ‘unity’ that is
somewhat at odds with the open-ended theatrical forms of his earlier

years.’

Brecht’s Theory of Drama lll'

a representation of past events. This meant that a given social system
would be viewed from the point of view of the past or from another
period. Histpricizing was used as a technique to distance people
from present conditions, to make it look strange suggesting the
necessity of social change.

Brecht explains the difference between the two types of
theatre in the following way, “The dramatic theatre’s spectator says:
Yes® I have felt like that too-just like me-It’s only natural-Itll never
change-the sufferings of the man appal me,because they are
inescapable-That’s great art; it all seems the most obvious thing in
the world-I weep when they weeplaugh when they laugh.” But the
epic theatre s spectator says: Td never have thought it ~That’s not
the way-That’s extraordinary, hardly believable-It’s got to stop-The
sufferings of this man appal me, because they are unnecessary-That’s
great art:nothing obvious in it-I laugh when they weep, I weep when
they laugh.’ Brecht was influenced by Marxism in his concept of the
epic theatre and said that human beings must be understood as the
totality of social relationships; the individual could be understood
only through the social environment for which and in which he
lives. The individual with his inner life was of no consequence to
Brecht unless it was related to the social condition of a particular.
ame,

ALIENATION TECHNIQUE

Verfremdung or V-Effekt or Alienation Technique was a device used

by Brecht with which he made the events depicted on the stage

seem sgtange and unfamiliar. He wanted the audience to actively
participate in the play instead of relating to the events on the stage

and falling into a reverie. In “Theatre for Pleasure or Theatre for

Instruction’ Brecht writes, “The spectator was no longer in any way

allowed to submit to an experience uncritically (and without practical

consequences) by means of simple empathy with the characters in 2

play. The production took the subject-matter and the incidents shown

and put them through a process of alienation that is necessary to all

understanding’. Henceaccording to Brecht nothing must be taken
for granted;everything has to be seen in a new light and reconstructed.
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ACTING !

" Actors in Brechtian theatre had to distance themselves from
the characters they portrayed. Brecht maintained that if the actor
believed that he was the depicted character, spectators also would
believe in that character but he did not want this to occur. He feared
that this would make the audience passive. Hence if the actor was
required to portray a possessed character he did not have to act like
a frenzied, disturbed man. The actor could not merge into the
character; rather he had to appear normal and in full control of his
emotions. He believed that the actor had a greater role to play than
merely merging into the character that he acted. Brecht devised certain
ways by which the actor would distance himself from the character,
The character’s actions would be accompanied by commentary and
the actor would say whether they were wise or not and express his
sympathy or disgust for them. The actor had to show the audience
that his action was one among many possibilities and that the actor
was aware of where the character’s action was leading him. The actor
showed the audience that he had chosen one course of action as
opposed to others; hence, he had to be aware of his audience instead
of forgetting them to the point of becoming totally involved in his
character. Brechtian actors were not required to explore the inner
life of the characters they portrayed. As Brecht wrote, ‘he has merely
to show the character, or better, not merely to experience it; but this
does not mean that when he has to act passionate people he himself
must remain cold. It is only that his feelings should not be
fundamentally the same as those of his character, so that the feelings
of his audience do not become fundamentally those of his character.
The audience must have complete liberty here.’ His theatre was not
about characters as it was about the story. The characters were
important because human relations could be portrayed through them.
Characters, as individuals, with an inner life was considered important
so long as they had some significance or effect on the outward action
of the story. The story is important for it is made up of sequence of
events which is Brecht’s social experiment. The story allows the
spectators to watch the influence of social forces at play so that the
play’s lesson becomes explicit.
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de of a man who lays down his

his actors was to adopt the attitu : n
¢ the scene he is describing.

cigarette for a moment in order to actou
For example in “The Elgphant Child’ the actor walked off the stage to

have 2 drink at the bar of the auditorium. He wrote ‘practice-texts’
for his performers so that they developed an idea of' wha.t was
required of them. In one such rehearsal the porter’s w1fe. laid t.he
blame of het theft on another person in the same manact in whfch
Lady Macbeth smeared the grooms with blood to make them guilty
of murder. The actor who passes through such a rehearsal become:s
aware of the despicability of the character of Lady Macbeth and is
able to distance herself from the character she portrays. Brecht
encouraged his actors to make their deliveries in the third person b}*
adding the words ‘he said’. They would perform by describing their
own actions in the past tense. On the stage the actor was made to
address the audience directly. He/She would then narrate events of
the past. They would speak aloud their stage instructions, .indlc?.te
the mood along with their own words and exchanged roles with
‘each other. The effect of such acting was considerable as was seen
in the acting of Eilif, Mother Courage’s son. He was shown with a
sabre in his hands held high above his head in a stance which depicts
that he is engaged in fierce war, but his head is held at an angle with
pursed lips to show his perplexity even though he feels that it was
the correct thing to do at that moment. Thus the actor is successful
at portraying the character as one who simultaneously believes that
he is doing the right thing but has no liking for what he is doing
Brecht’s theory is that the actor should narrate the actions of the
character instead of imitating him. As such gestures, movements
become important for character portrayal; the actor narrates only
those actions which are necessaty for telling his story. He may also
imitate such physical gestures or movements which would assist

character delineation.
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GESTUS

Brecht coined the term ‘gestus’ to refer to such physical
gesture which suggested the attitude of the character. It was used as
a device to show an aspect of a character. If the actor wanted to
show that the character was frightened he would merely pop a lock
of his hair into his mouth to communicate it to his audience. The
actor remained controlled but his audience knew through that
particular gesture that the character was scared. The example
mentioned above was observed in Chinese theatre by Brecht and he
was influenced by its effective method of alienation to incorporate
itin his theatre. Brecht used the term to encompass human attitudes
within a certain social set-up. For example, when Shen-Te becomes
Shui-Ta in “The Good Woman of Schezuan’, ‘she changes her body
movement. So gestus had two functions : it revealed the motives
and dealings of characters within the play and it was also used in the
depiction of character by the actor.

SONGS

Songs were clearly gestic as they were used to express attitudes

of fear, revolt or defeat; he also used it to interrupt the action so -

that the audience did not become emotionally involved in it. Brechtian
theatre had choirs whose songs informed the audience about the
basic attitude of the scene or of the play. They served as
commentaries, often with irony implicit in them. They were supposed
to make the action depicted on the stage appear strange. The ensuing

friction, Brecht believed would make the spectators notice wrong-.

doings, generate discussions and compel them to bring about social
changes. Brecht’s ‘The Thregpenny Opera’became very popular because
of his songs nd not for the reasons that he wanted.

EPISODIC DIVISIONS

The division of the play into several episodes followed from
Brecht's idea of gestus. Each episode would convey an attitude which
would help the spectator understand whatever it wanted to
communicate. An illuminating example of this theory was the scene
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0 Mother Courage where we are told that she is able to save
her covered wagon but not her honest son. The
audience is shov that wat ha.s forced Motth C'ourage to
acknowledge the jmportance of saving h.er means of hve.llhood even
as her son lies dead: Captions wete prowd-ed for each ep{sode which
informed the audience of the attitude yhch the playwright wanted
asize, They were constru'cted in such a way that each scene
on its own even if they were not connected to the

depicted i
her daughter and

to emph
could be acted
rest of the play:

NARRATIVE
The narrative of the play is important as every Play embodies
AT 1 which Brecht refers to as gestus. In Brechtian theatre the
events of 2 play 2%¢ always prompted by socio-political considerations.
The interaction of characters and the narration of character reflects
elnte o which the playwright wants to show .In order to do so
tthhz atlt;;uw right has select or choose such events which i.s best
suiter:;l for his purpose. He corfstructs a sttuct.ur.e with which he
exposes the events and happenings to reveefl his ideas. Every play
therefore encoded such attitud:es. Brecht coined the term Fabel to
refer to the technique with which the plot of a play is analys.cd or
through which the play is decoded. Thus Gestus and Fabn‘:l are inter-
related; a Fabel takes into account thle sequence of gestic episodes
which comprises the dramatic narrative. It considers the play from
all aspects like acting, singing, music, visual effects and anything else
which the spectator saw on Stage since all these different aspects of
a play would contribute to make the play convincing, entertaining
and appealing, Brecht wanted a play to be presented in such a manner
that if it were to be seen only without being heard it v culd still be
understood by the audience. Hence every object, movement and
happening on the stage had to reveal the Fabel. Every thing on the
stage had to make sense. This was what the Fabel achieved. According
to John Willett, Brecht taught his collaborators that the basic principle
of a play was the Fabel, “The chain of events must be clearly and

strongly established not just in the production, but beforehand in
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the actual play. Where it was not clear it was up to the “dramaturge”
to alter the text, in order to cut unnecessary entanglements and come
to the point.’ The Fabel was clearly 2 technique with which Brecht
sought to bring clarity for the producers as well as all those involved
in the presentation of a play rather than the audience. Howevet,
ultimately, Fabel helped the audience in understanding the play.

Brecht wanted his epic theatre to become, ‘an affair for
philosophers, but only such philosophers as wished not just to explain
the world but also to change it. So we had philosophers, and we had
instruction.” He believed that theatre could be amusing even when
theatre was instructive. It should use the entire gamut of knowledge
which is at man’s disposal. The findings of science, psychology,
sociology, economics and history couldn’t be overlooked for desire
to penetrate deep into the core of things and to make the world
controllable arose only with knowledge. Epic theatre was a ‘moral
institution’ so far as it tried to discover means of eliminating certain
circumstances which were objectionable. Morals were meant to help
men but victims of morals were forced to suffer their lot as if they
existed for morals and not the other way round. Brecht’s epic theatre
aimed at bringing change in society.

Though Brecht formulated his theories for the Epic theatre
with the intention of following them, in practice he was unable to
adhere to them as strictly as he would have liked to. The alienation
techniques with which he hoped to stop audience’s identification
with characters were not as effective as he hoped. In fact it was
noticed that paradoxically, since characters were presented as
unemotionally as possible, audience became more emotionally
attached to them. Later in life Brecht admitted like his collaborator
Piscator that it was not always possible to follow theories in practice
as minutely as one wished to.

DIALECTICAL THEATRE

During the last year of his life Brecht seemed to have felt that
the term Epic Theatre was inadequate for his vision of the function



On Experimental Theatre

18 Bertolt Brecht:

ired ‘a theatre
i the new age required ‘a thea
s believed that ty froma scientific

h would view the socie :
Iv\Ivarx. Butin the ‘Appendix to the Short

of theatre. He had alway
fit for the scientific age’ whic

oint of view as believed by ; -
16!:g?:lnum for r.hecThe: .- he felt the necessity to 1ename it as

‘Dialectical Theatre’. John Willett writes that in 1956 he made a last

i :1e ‘Dialectics in th
collection of theoretical writings uncl.er the title Dlal;ce dc&:h : th:
Theatre’. It opened with an introduction where he op

. -
earlier term required ‘exacter definition and must achle\‘fc ?:::i ;_i;;;
was ‘inflexible’and could not be turned 11'.1t0 4 ?c
demonstration’. The term ‘Theatre of The S-cicnufic Agedtoo; icevefsl
while it suggested dialectical materialism which unearthed society

chy el o feelin
laws of motion by treating social situations and human gs,

o : i istencies ,change
opinions and attitudes as processes where 1nConSIS s9A08

and disharmony exists; it was not ‘not quite brgad enmjxgh. He
believed that dialectics * could be a source of enjoyment. In .the
above mentioned introduction Brecht notes, ‘Epic 'Ijhcatn'e is a
prerequisite for these contributions, but it does not f)f itself “nPlY
that productivity and mutability of society from which they derive
their main element of pleasure.’ He also notes that up till that moment
‘n0 new one’ could be put forward. Willett remarks that, ‘DlaJancs:
in the Theatre’ was ‘as near as Brecht got to launching the idea

which is outlined in the Appendix.

Ernst Shumacher writes in ‘Dialectics of Galileo, in Brecht’
that ‘Brecht regarded Galileo as a play with ‘restricted’ alienation effects
‘... the narrative structure of Galileo is built in a clearly dialectical
manner that is designed to make evident the contrary forces at work
in Galileo’s life ‘to pose positive qualities against negative, public
images against private, cerebral ideas against physical passions. These
co-existing polarities are organized in a web of complex symmetry.
Shumacher points out that this symmetry was cleatly worked out by
Brecht’s preliminary notes for the play. Emphasis on symmetry
suggests closure, a concern with wholeness” and ‘unity’ that is
somewhat at odds with the open-ended theatrical forms of his earlier
years.

ON EXPERIMENTAL THEATRE

For at least two generations the serious European drama has been
passing through a period of experiment. So far the various
experiments conducted have not led to any definite and clearly
established result, nor is the period itself over. In my view these
experiments were pursued along two lines which occasionally
intersected but can none the less be followed separately. They are
defined by the two functions of entertainment and instruction; that is to
say that the theatre organized experiments to increase its ability to
amuse, and others which were intended to raise its value as education.
[Brecht then lists various experiments from Antoine on, designed to
increase the theatre’s capacity to entertain, and singles out
Vakhtanghov and the constructivist Meyerhold - who ‘took over
from the asiatic theatre certain dance-like forms and created a whole
choreography for the drama’ - Reinhardt, with his open-air
productions of Faust, ,Federmann and Midsummer Night's Dream, and
his seating of actors among the audience in Biichner’s Danton’s Death;
Okhlopkov, and the elaboration of crowd scenes by Stanislavsky,
Reinhardt and Jessner. But ‘on the whole the theatre has not been
brought up to modern technological standards’.

The second line he sees as pursued primarily by the
playwrights, instancing Ibsen, Tolstoy, Strindberg, Gorki, Tchekov,
Hauptmann, Shaw, Georg Kaiser and Eugene O’Neill, and
mentioning his own Thregpenny Opera as ‘a parable type plus ideology-
busting’. Piscator’s theatre was ‘the most radical’ of all such attempts.
I took part in all his experiments, and every single one was aimed to
increase the theatre’s value as education.’]



—

. \a (
20 Bertolt Brecht : On Experimental Theatre

. . nl have not yet been taken up
These discoveres [he 80¢S © ] o of the stage has been

by the international theatre; this electrifi

virtually forgotten; the whole ingenious machinery is rusting up,

i . o over it. Why is that? -
e g:as;;;g;;mi:n of this eminently political theatre m;l’:te 'Z:
attributed to political causes. The increase in the ‘.hﬁlme ction. But
political education clashed with the growth of political reac o s
for the moment we shall restrict ourselves to secing h wi
in aesthetic terms. . .
developﬁscat;:,s experiments began by causing comPlcte theatn;a:
chaos. While they turned the stage '{nto a machme;;ootl::as :
auditorium became a public meeting Piscator saw th? ea]jamcnt
patliament, the audience as a legislative body. Tq this par o
wete submitted in plastic form all the great pub.hc questions th:
needed an answer. Instead of a Deputy speaking about certain
intolerable social conditions there was an artisti.c copy of .thfzse
conditions. It was the stage’s ambition to supply 1m-ages, smusu::;;
slogans which would enable its parliament, the audience, to rea
political decisions. Piscator’s stage was not indifferent to ap?laus:;e,
but it preferred a discussion. It didn’t want only “f prowde. :;Z
spectator with an experience but also to squeeze from hxm a praclt:i "
decision to intervene actively in life. Every means was justified w
helped to secure this. The technical side of the stage be}tl:;;n:
extremely complicated. Piscator’s stage manager h,ad before
book that was as different from that of Reinhardt’s stage manager
as the score of a Stravinsky opera is from 2 lute-player’s part.thte
mechanism on the stage weighed so much that the stage of the
Nollendorftheater had to be reinforced with steel and Cf)ncrete
supports; so much machinery was hung from' the donlle thatit llaieg?
to give way. Aesthetic considerations were entirely subject toh};x:l :’1 .
Away with painted scenery if a film could be shown that a ijn
taken on the spot and had the stamp of documentary teahsm&ﬁnp
with painted cartoons, if the artist (€.g George Grosz) had something
to say to the parliamentary audience. Piscator was even ready to d.o
wholly without actors. When the former German Emperor had his
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lawyers protest at Piscator’s plan to let an actor portray him on his
stage, Piscator just asked if the Emperor wouldn’t be willing to appear
in person; he even offered him a contract. In short, the end was
such a vast and important one that all means seemed justified. And
the plays themselves were prepared in much the same way as the
petformance. A whole staff of playwrights worked together on a
single play, and their work was supported and checked by a staff of
experts, historians, economists, statisticians.

Piscator’s experiments broke nearly all the conventions. They
intervened to transform the playwright’s creative methods, the actor’s
style of representation, and the work of the stage designer. They were
striving towards an entirely new social function for the theatre.

Bourgeois revolutionary aesthetics, founded by such great
figures of the Enlightenment as Diderotand Lessing, defines the theatre
as a place of entertainment and instruction. During the
Enlightenment, a period which saw the start of a tremendous upsurge
of the European theatre, there was no conflict between these two
things. Pure amusement, provoked even by objects of tragedy, struck
men like Diderot as utterly hollow and unworthy unless it added
something to the spectators’ knowledge, while elements of
instruction, in artistic form of course, seemed in no wise to detract
from the amusement; in these men’s view they gave depth to it.

If we now look at the theatre of our day we shall find an
increasingly marked conflict between the two elements which go to
make it up, together with its plays - entertainment and instruction.
Today there is an opposition here. That ‘assimilation of art to science’
which gave naturalism its social influence undoubtedly hamstrung
some major artistic capacities, notably the imagination, the sense of
play and the element of pure poetry. Its artistic aspects were cleatly
harmed by its instructive side. The expressionism of the postwar
period showed the World as Will and Idea and led to a special kind
of solipsism, It was the theatre’s answer to the great crisis of society,
just as the doctrines of Mach were philosophy’s. It represented art’s
revolt against life: here the world existed purely as a vision, strangely
distorted, 2 monster conjured up by perturbed souls.
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. . ,
Expressionism vastly enriched the theatre’s means of

expression and prought aesthetic gains that still have to be fully

exploited, but it ptoved quite incapable of shedding light on the

world as an object of human activity. The theatre’s educative value

llapsed.
o In Piscator’s productions ot in The Thregpenny Opera the

educative elements Were 5o to speak built in: they wete not an organic
conseque nce of the whole, but stood in c9ntrad1cnr to it; they
broke up the flow of the play-and its incidents, they prevent.ed
empathy, they acted as a cold douche for those whose sympathies
were becoming involved. T hope that the moralizing parts of The
Thregpenny Operaand the educative songs are rea§on§bly.entertmmng,
but it is certain that the entertainment in question is different from
what one gets from the more orthodox scenes. The play has a double
nature. Instruction and entertainment conflict openly. With Piscator
it was the actor and the machinery that openly conflicted.

This is quite apart from the fact that such productions split
the audience into at least two mutually hostile social groups, and
thus put a stop to any common expetience of art. The fact is 2
political one. Enjoyment of learning depends on the class situation.
Artistic appreciation depends on one’s political attitude, which can
accordingly be stimulated and adopted. But even if we restrict
ourselves to the section of the audience which agreed politically we
see the sharpening of the conflict between ability to entertain and
educative value. Here is a new and quite specific kind of learning,
and it can no longer be reconciled with a specific old kind of
entertainment. At one (later) stage of the experiments the result of
any fresh increase in educative value was an immediate decrease in
ability to entertain. (This isn’t theatre, it’s secondary-school stuff.)
Conversely, emotional acting’s effects on the nerves was a continual
menace to the production’s educative value. (It often helped the
educational effect to have bad actors instead of good ones.) In other
words, the greater the grip on the audience’s nerves, the less chance
there was of its learning. The more we induced the audience to
identify its own experiences and feelings with the producﬁon,.th'e
less it learned; and the more there was to learn, the less the artistic

enjoyment.
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Here was a crisis: half a century’s experiments, conducted
in nearly every civilized country, had won the theatre brand-new
fields of subject-matter and types of problem, and made it a factor
of matked social importance. At the same time they had brought
the theatre to a point where any further development of the
intellectual, social (political) experience must wreck the artistic
experience. And yet, without further development of the former,
the latter occurred less and less often. A technical apparatus and a
style of acting had been evolved which could do more to stimulate
illusions than to give experiences, more to intoxicate than to elevate,
more to deceive than to illumine.

What was the good of a constructivist stage if it was socially
unconstructive; of the finest lighting equipment if it lit nothing but
childish and twisted representations of the world; of a suggestive
style of acting if it only served to tell us that A was B? What use was
the whole box of tricks if all it could do was to offer artificial
surrogates for real experience? Why this eternal ventilating of
problems that wete always left unsolved? This titillation not ohly of
the nerves but of the brain? We couldn’t leave it at that.”

The development tended towards a fusion of the two
functions, instruction and entertainment. If such preoccupations
were to have any social meaning, then they must eventually enable
the theatre to project a picture of the world by artistic means: models
of men’s life together such as could help the spectator to understand
his social environment and both rationally and emotionally to master .
1.

[Brecht goes on, in terms that anticipate the Short Organum
and perhaps reflect his work on the first version of Gakieo, to lament
man’s failure to understand the laws governing his life in society. His
knowledge of these has not kept pace with his scientific knowledge,
so that ‘nowadays nearly every new discovery is greeted with a shout
of triumph which transforms itself into a shout of fear’. (Cf. the
long speech in Scene 14 of Gakieo.) But art ought to be able to give
‘a workable picture of the world’.
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s its effects more by empathy than
on the same grounds as before,
off by methods of ‘alienati?n’.

* As it s, he argues, art g¢
by accuracy, He attacks empathy

and describes the attempt to Stave it :
This technique was developed at the Theater am Schiffbauerdamm

in Berlin with ‘the most talented of the younger generation zg al\lcst:;,s

... Weigel, Peter Lorte, Oskar Homolka, (Carola) Neher an ,

and also with amateur groups, workers" choruses, .etc.] ents
This all represented a continuation of previous experim

in particular of Piscator’s theatre. Already in his last experiments

the logical development of the technical apparatus h.ad at}ast lﬁiow:: |
the machinery to be masteted and led to 2 beauu@ sunphi 1:y 5
performance. The so-called epic style of produc.:tlon whic wts
developed at the Schiffbauerdamm Theater proved its :mlstl;l n:;:; :
relatively soon, and the non-aristorelian schoal of playroniting tackle
large-scale treatment of large-scale social objects. ﬁetc was som;
prospect of chﬁhging the choreographic and grouping as;fects d(:
Meyerhold’s school from artifice into art, of trfmsfomung e
Stanislavsky school’s naturalistic elements into realism. Spc.:ech was
related to gestics; both everyday language and verse speaking were
shaped according to the so-called gestic prinaiple. A coTnplete re\.roluﬂo?
took place in stage design. By a free manipula}uon of Piscator’s
principles it became possible to design a setting that was both
instructive and beautiful. Symbolism and illusion could be more or
less dispensed with, and the Neber principle of buildi’tlg the set
according to the requirements established at the actors rehearsals
allowed the designer to profit by the actors’ performan?c and
influence it in turn. The playwright could work out hl.s experiments
in uninterrupted collaboration with actor and stage desgner; he could
influence and be influenced. At the same time the painter and the
composer regained their independence, and were able t.o express
their view of the theme by their own artistic means. The integrated
work of art (or ‘Gesamtkunstwerk’) appeared before the spectator
as a bundle of separate elements.
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From the start the classical

many of these experiments, The artistic means of alienation made
possible a broad approach tq the living works of dramatists of other
periods. Thanks to them such valuable old plays could be performed
without either jarring modernization or museum-like methods, and
inan gqtertaining and instructive way.

It plainly haga particularly good effect on the contemporary
amateur theatre (worker, student and child actors) when it is no longer
forced to work by hypnosis. It seems conceivable that a line may be
drawn between the playing of amateur actors and professionals
without one of the theatre’s basic functions having to be sacrificed.
Such very different ways of acting as those of, say, the Vakhtangov
or Okhlopkov companies and the workers’ groups can be reconciled
on this new foundation. The vatiegated experiments of half a century
seem to have acquired a basis that allows them to be exploited.

None the less these experiments are not so easy to desctibe,
and I am forced here simply to state our belief that we can indeed
encourage artistic understanding on the basis of alienation. This is
not very surprising, as the theatre of past periods also, technically
speaking, achieved results with alienation effects - for instance the
Chinese theatre, the Spanish classical theatre, the popular theatre of
Brueghel’s day and the Elizabethan theatre. ,

So is this new style of production #he new style; is it a
complete and comprehensible technique, the final result of every
experiment? Answer: no. It is 4 wg, the one that ¢ have followed.
The effort must be continued. The problem holds for all art, and it
is a vast one. The solution here aimed at is only ane of the conceivable
solutions to the problem, which can be expressed so: How can the
theatre be both instructive and entertaining? How can it be divorced
from spiritual dope traffic and turned from a home of illusions to a
home of experiences? How can the unfree, ignorant man of our
century, with his thirst for freedom and his hunger for knowledge;
how can the tortured and heroic, abused and ingenious, changeable

repertoire supplied the basis of
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and world changing man of this grea tef B e sl

own theatre which will help him to mas

' i | *, from Theater

ber experimentelles Theater’, .
QZeit, East Beslin, 1959, No. 4. Also Schriften
zum Theater 3, pp. 79— 06. Two long passages
have been summatized to save repettion of

Brecht’s arguments]

For ?t least two generations the serious European drama has been
passing through a pertiod of experiment. So far the various
experiments conducted have not led to any definite and clearly
established result, nor is the petiod itself over. In my view these
experiments were pursued along two lines which occasionally
intersected but can none the less be followed separately. They are
defined by the two functions of entertainment and instruction; that is to
say that the theatre organized experimerits to increase its ability to
amuse, and others which were intended to aise its value as education.
[Brecht then lists various experiments from Antoine on, designed to
increase the theatre’s capacity to entertain, and singles out
Vakhtanghov and the constructivist Meyerhold - who “took over
from the asiatic theatre certain dance-like forms and created a whole
choreography for the drama’ - Reinhardt, with his open-air
productions of Faust, ,Federmann and Midsummer Night's Dream, and
his seating of actors among the audience in Biichner’s Danton’s Death;
Okhlopkov, and ‘the elaboration of crowd scenes by Stanislavsky,
Reinhardt and Jessner. But ‘on the whole the theatre has not been
brought up to modern technological standards’.

The second line he sees as pursued primarily by the
playwrights, instancing Ibsen, Tolstoy, Strindberg, Gorki, Tchekov,
Hauptmann, Shaw, Georg Kaiser and Eugene O’Neill, and
mentioning his own Thregpenny Opera as ‘a parable type plus ideology-
busting’. Piscator’s theatre was ‘the most radical’ of all such attempts.
I took part in all his experiments, and every single one was aimed to
increase the theatre’s value as education.’]
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These discoveries [he goes on] have not yet been taken up
by the international theatre; this electrification of the stage ha}s been
virtually forgotten; the whole ingenious machinery is rusting up,
and grass is growing Over it. Why is that?

The breakdown of this eminently political theatre must be
attributed to political causes. The increase in the theatre’s value as
political education clashed with the growth of political reaction. But
for the moment we shall restrict ourselves to seeing b v its crisis
developed in aesthetic terms. .

Piscator’s experiments began by causing complete theatrical
chaos. While they turned the stage into a machine-room, the
auditorium became a public meeting: Piscator saw the theatre as 2
parliament, the audience as a legislative body. To this parliament
were submitted in plastic form all the great public questions that
needed an answer. Instead of a Deputy speaking about certain
intolerable social conditions there was an artistic copy of these
conditions. It was the stage’s ambition to supply images, statistics,
slogans which would enable its parliament, the audience, to reach
political decisions. Piscator’s stage was not indifferent to applause,
but it preferred a discussion. It didn’t want only to provide its
spectator with an expetience but also to squeeze from him a practical
decision to intervene actively in life. Every means was justified which
helped to secure this. The technical side of the stage became
extremely complicated. Piscator’s stage manager had before him a
book that was as different from that of Reinhardt’s stage manager
as the score of a Stravinsky opera is from a lute-player’s part. The
mechanism on the stage weighed so much that the stage of the
Nollendorftheater had to be reinforced with steel and concrete
supports; so much machinery was hung from the dome that it began
to give way. Aesthetic considerations were entirely subject to political.
Away with painted scenery if a film could be shown that had been
taken on the spot and had the stamp of documentary realism. Up
with painted cartoons, if the artist (e.g. George Grosz) had something
to say to the parliamentary audience. Piscator was even ready to do
wholly without actors. When the former German Emperor had his
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lawyers protest at Piscator’s plan to let an actor portray him on his

stage, Piscator just asked if the Emperor wouldn’ willing
. . tbe to
in person; he even offered him a contract. In short, the e:cll) E::

:;Ich ila VaS:hand lfilportant one that all means seemed justified. And
he plays themselves were prepared in much the same way as the
Rerformance. A w!xole staff of playwrights worked together on a
single pla)f, anc! _thctr work was supported and checked by a staff of
expetts, ll:.lstonans, €conomists, statisticians,
. scator’s experiments broke nearly all the conventions. Th
intervened to transform the playwright’s criaﬁvc methods, the aCtOz
StY.le_ of representation, and the work of the stage designer. They were
striving t(;:;lardr an entirely new social function for the theatre.

ourgeoi.s revolutionary aesthetics, founded by such great
figures of the Enlightenment as Diderotand Lessing, deﬁnzs the thgue
as a place of entertainment and instruction. Duting the
Enlightenment, a petiod which saw the start of a tremendous upsurge
of‘ the European theatre, there ‘Was no conflict between these two
thmgs: Pure‘amusement, Provoked even by objects of tragedy, struck
men llk? Diderot as utterly hollow and unworthy unless it added
:e,omcth’mg to the spectators’ knowledge, while elements of
instruction, in artistic form of course, seemed in no wise to detract
from the amusement; in these men’s view they gave depth to it.

. If we now look at the theatre of our day we shall find an
increa:smgly marked conflict between the two elements which goto
make it up, together with its plays - entertainment and instruction.
Today there is an opposition here. That ‘assimilation of art to science’
which gave naturalism its social influence undoubtedly hamstrung
some major artistic capacities, notably the imagination, the sense of
play and the element of pure poetry. Its artistic aspects were clearly
harmed by its instructive side. The expressionism of the postwar
period showed the World as Will and Idea and led to a special kind
of solipsism. It was the theatre’s answer to the great ctisis of sociéty,
just as the doctrines of Mach were philosophy’s. It tépresented art’s
revolt against life: here the world existed purely as a vision, strangely
distorted, a monster conjured up by perturbed souls.
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and it can no longer be reconciled with a specific old kind of
entertainment. At one (latet) stage of the experiments the result of
any fresh increase in educative value was an immediate decrease in
ability to entertain. (‘This isn’t theatre, it’s secondary-school st'.uff.’)
Conversely, emotional actings effects on the nerves was a continual
menace to the production’s educative value. (It often helped the
educational effect to have bad actors instead of good ones.) In other
words, the greater the grip on the audience’s nerves, the les§ chance
there was of its learning. The more we induced the audience to
identify its own experiences and feelings with the producu'on,.tlrfe
less it learned; and the more there was to learn, the less the artistic

enjoyment.
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Here was a crisis: half a century’s experiments, conducted
in nearly every civilized country, had won the theatre brand-new
fields of subject-matter and types of problem, and made it a factor
of marked social importance. At the same time they had brought
the theatre to a point where any further development of the
intellectual, social (political) experience must wreck the artistic
experience. And yet, without further development of the former,
the latter occurred less and less often. A technical apparatus and a
style of acting had been evolved which could do more to stimulate
illusions than to give experiences, more to intoxicate than to elevate,
more to deceive than to illumine.

What was the good of a constructivist stage if it was socially
unconstructive; of the finest lighting equipment if it lit nothing but
childish and twisted representations of the world; of 2 suggestive
style of acting if it only served to tell us that A was B? What use was
the whole box of tricks if all it could do was to offer artificial
surrogates for real experience? Why this eternal ventilating of
problems that were always left unsolved? This titillation not only of
the nerves but of the brain? We couldn’t leave it at that.

The development tended towards a fusion of the two
functions, instruction and entertainment. If such preoccupations
were to have any social meaning, then they must eventually enable
the theatre to project a picture of the world by artistic means: models
of men’s life together such as could help the spectator to understand
his social environment and both rationally and emotionally to master
it

[Brecht goes on, in terms that anticipate the Short Organum
and perhaps reflect his work on the first version of Galileo, to lament
man’s failure to understand the laws governing his life in society. His
knowledge of these has not kept pace with his scientific knowledge,
so that ‘nowadays nearly every new discovery is greeted with a shout
of -triumph which transforms itself into a shout of fear’, (Ct. the
long speech in Scene 14 of Galileo,) But art ought to be able to give
‘a workable picture of the world’,
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From the start the ¢lzpiza/ repertoire supplied the basis of
many of these expetiments, The artistic means of alienation made
possible abroad approach tg the living works of dramatists of other
periods. Thanks to them such valuable old plays could be petformed
without either jarting modernization or museum-like methods, and
in an entertaining and instructive way.

" Itplainly hasa Particularly good effect on the contemporary
amateur theatre (worker, student and child actors) when itis no longer
forced to work by hypnosis. It seems conceivable that a line may be
drawn between the playing of amateur actors and professionals
without one of the theatre’s basic functions having to be sacrificed.
Such very different ways of acting as those of, say, the Vakhtangov
or Okhlopkov companies and the workers’ groups can be reconciled
on this new foundation. The variegated experiments of half a century
seem to have acquired a basis that allows them to be exploited.

None the less these experiments are not so easy to describe, -

and I am forced here simply to state our belief that we can indeed
encourage artistic understanding on the basis of alienation. This is
not very sutprising, as the theatre of past periods also, technically
speaking, achieved results with alienation effects - for instance the
Chinese theatre, the Spanish classical theatre, the popular theatre of
Brueghel’s day and the Elizabethan theatre,

So is this new style of production #e new style; is it a
complete and comprehensible technique, the final result of every
experiment? Answer: no. It is 4 wa), the one that we have followed.
The effort must be continued. The problem holds for all art, and it
is a vast one. The solution here aimed at is only are of the conceivable
solutions to the problem, which can be expressed so: How can the
theatre be both instructive and entertaining? How can it be divorced
from spiritual dope traffic and turned from a home of illusions to a
home of experiences? How can the unfree, ignorant man of our
century, with his thirst for freedom and his hunger for knowledge;
how can the tortured and heroic, abused and ingenious, changeable
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ANNOTATIONS

vVakhtanghov:Yevgeny Bagrationovich Vakhtanghov (1883-1922),
Russian theatre actor and director who founded his own
theatre in Moscow called Vakhtanghov Theatre. He used
masks, music, dance, abstract costumes, detailed analysis
of the texts of his plays and the psychological
motivation of his characters; but lacked social insight
and the instructive function of Brecht’s theatre. Died
of cancer.

Constructivist: Russian philosophy whxch favours art as a practice
for social purpose. It influenced twentieth century art
movements. :

Meyerhold:Vsevolod Emilevich Meyerhold(1874-1940) Russian

- theatre producer, director and actor.Internationally
famous for his experiments in theatre of physical being
and symbolism in an unconventional se

Reinhardt : Max Reinhardt (1873-1943) American citizen .Ausman
by birth. Theatre director and actor.Manager of
Deutsches Theatre from 1905 to 1930.He enriched
German theatre with his powerful staging techniques,
harmonising stage design, language, music and
choreography.

Okhlopkov : Nikolay Pavlovich Okhlopkov(1900-1967) Russian
theatre director and actor.He was tremendously
influenced by Meyerhold. He was the first director to
place the audience around the actors to impart a feeling
of intimacy.

Stanislavsky : Constantin Sergeyevich Stanislavisky (1863- 1938)
Russian theatre director and actor. Recognised as the
first theatre Practitioner. He described his approach to
theatre as ‘spiritual realism’. It was influenced by ideas
and movements like Naturalism, Symbolism,

—
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contain his ovich Gorky (1868-1936) Russian st,
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short storytf’-’ oci:;.list literary method, political activist,
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F;fzz‘;:j:; others. Openly supported Marxist social-
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nto

Hauptmann : Gerhart Hauptmann
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dramatist, short stor

: Y WHtEHaNAla doctot by
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his dramag The Seagull, Uncle
ete. Originator of the stream-
nique later taken up by James
and other modernjsts,

(1862-1946)German dramatist
n the Nobel prize fo, literature in

: . turalism and Symbolism in his work
and is a recognised modern dramatist,

George Bernard Shaw(1 856-1950)Irish by birth English
dramatist,literary critic Journalist 204 a great
socialist. Awarded the Nobe] Prize for literature ig
1925.Famous for his dramas like Pygmalion May and

Superman,Saint Joan, Arms and th, Man and severg] more
(60 in all).

Joyce, Virginia Woolf

and novelist who wo

Used dramatic technique of re
Chekhov, Ibsen and Stn'ndberg.
Erwin Friedrich Maximilia
1966)German theatre producer an
by many as the originator of the
of which Bertolt Brecht was the
critical reflection on art culture

alism in his work like

0 Piscator(1893-
d director.Recogniscd
Epic style of theatre

foremost exponent.
and natuyre,

George Grosz : (1893-1959) German painter who became a

Diderot :

Lessing :

naturalised citizen of America .He was a member of
the Dada and New Objectivity group of Berlin.Famous
for his caricatural paintings of Betlin in the 1920 he
was against Nazism.

Denis Diderot(1713-1 784)French philosopher,art critic
and writer.One of the originators of the Age of
Enlightenment and prominent encyclopedist.His
writings against the political system of his day influenced
the revolutionary movement in France.

Gotthold Ephraim Lessing(1729=1781)German
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philosopher,dramatist, writerart critic and publicist. He
was influenced by Diderot and his work contributeq
towards shaping German literature.

Enlightenmem : The Age of Enlightenment Of Age of Reason
was an 18% century cultural movement based on the

belief that the power of reasonl would bring peace and

progress in society.Foremost advocates of this belief
Isaac Newton.Though

were Spinoza,Locke,Bayle and Sir
France was the centre of this movement its ideas swept
across countries and inspired the French and American
wats of independence. :
Naturalism: A philosophical belief according to which everything
in this world is governed by laws of nature and that
nothing exists beyond it.As a litefary movement it held
sway from the 1880's to 1940’5 It tried £ teproduce day
to day reality in literature .It emphasized the importance
of social environment and heredity as the “ndeﬂying
causes of character formation which guided all actions

and beliefs. B
ssionism : Literary style which tries to portray the inner
Fxpis ! d.It believes that man ,the

workings of a person’s min _
environment and the world in which he lives is defined
by his mental state ;the rarmoil within the protagt?nist’s
mind is expressed in long monologues which is
considered more real than the outer world.Originated
in Germany during the beginning of the twentieth
century.This style was used in social dramas of protest.
Solipsism : Philosophical idea that only ont_a’s own mind
exists.Everything of knowledge beyond it, of the world
and of other minds,cannot be known and does not exist.
Mach : Ernst Mach,Austrian physicist and philosopher(1838-
1916)
Symbolism : Literary style of the late nineteenth century.
Practitioners believed that art should represent absolute
truths which could only be described indirectly. They
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TEXTUAL QUESTIONS

Is the period of experimentation in theatre finally over?Hoy,
were these experiments conducted?

Write a note on Piscator’s experiments of theatre.

Describe Brecht’s observations of the theatre of his day.
Describe Brecht’s epic style of theatre production. [2010, 2007]
Examine Brecht’s views on the role and function of the street
scene as a basic model for the epic theatre. [2006)
Examine Brecht’s defence of the Epic Theatre against the
suspicion that “it is a highly disagreeable humourless, indeed

strenuous affair”. [2008]
What are Bertolt Brecht's views on the Epic Theatre as some
kind of ‘moral institution’. [2009]
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