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EDITOR %

it the most? Rl we are saying, is give Brecht a chance! What is it with this Cres
N thing? Or Eeies! Why the images, the pull-outs, the citations! Why the bleeding
past the margins! Blood on the Yracks! Give us common sease, give us gut instinet!
Give us Aristatle! Year dowa this wall; but Strangelove how will we live in these caves!
It feels like a hloody improvisation, an intellectual violation. Rape! murder! It's just &
shot away! Will no one intervene to stop this ahomination? Beyond Brecht? Yhere is
no such category! What's next? Posters, {arge-Print Yexts, Reclamchen-Size Yexts?
Gott im Himmel! It has already come to pass! Yhe Infocalypse is upon us! Just fetishize
it, pahy! There's always a Richard Il lurking in the corner! Qrdayng muss sein aher
Widerstand leisten! Are we reading a damned academic journal or watching epic theater
on the page!! .. und iiprigens ... Glotzen ist nicht Sehen.

Filth, ohscenity, trash, pornography, auseinandersetzung, ahgrund, dialektid! Isn't

And now for something completely different...

Cins 38 arises out of a very special anniversary vear. On the one hand. it is the
anniversary year of Socrates / Plato (399 B.C.E). Galileo (1609), and Darwin
(1859) — the intellectual ancestors of Brecht’s Dialectical Theater; on the other
hand, it marks Die Wende (1989) — which for many people marks the death of
Brecht and the possibilities of his Theater for a Scientific Age. So, it is with
some sadness that we mark the passing of this notable year, but we think that
CiBs 38 will offer the necessary solace for our readership.

And what will you find. O Dialectical Reader? Assuming that you can
move beyond the staggering conundrum of the cover page and all the thought
experiments that it offers, you will indeed be astounded by the Brechtian
Universe that was displayed over the last 365 days. Ciss 38 begins on a positive
note with Markus Wessendorf’s report on the 13" IBS Symposium in May
2010 in Hawaii. Markus seems to have organized quite the show and we look
forward to the beaches, keynote speakers, and theatrical productions which he
has assembled. Yes, and we will find time to listen to ourselves and our guests
speak deeply on the topic of Brecht in / and Asia. But in looking forward to
next spring, our joy is tempered by the death of notable friends. Augusto Boal,
Pina Bausch, Reinhold Grimm, and Stefan Brecht all passed away in 2009,
Fortunately, we assembled an excellent group of writers to pay tribute to each
individual.

The performance reviews are the essence of Ciss and we were fortunate
to collect an excellent sample of Brecht, Brechtian, and Seen-Through-The-
Prism-Of-Brecht Reviews. However, perhaps the best Brecht production of
2009 is unfortunately only touched upon in this volume: the 11" annual Istanbul
Biennial which ran under the Brecht / Weill title “Wovon lebt der Mensch?”
Yes, it occurred late in the season and was a bit off the radar screen because it
was a visual art exhibition. but still it is painful to have not adequately reviewed
the event. Even more painful was reading the Biennial Guide & Reader and
discovering that the event was even better even than it sounded. Rest assured
we will make amends and provide a review of this event and publish it on our
online journal, www.ecibs.org, sometime in January. However, we can offer
two substitutes for those who need a dose of Brecht and the visual arts: Andrea
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McFadden’s graphic sketch on Brecht & Co. and Amber Tavis Teng’s essay
which explores the work of Leon Golub.

As for the performance reviews we were able to supply. in our Beyond
Brecht section we have reviews from our regular stable of writers — Christian
Gedschold, Yvonne Korshak, and Peter Zazzali — as well as reviews by new
writers — David Caldwell, Daniel D’ Arpa, and Pirooz Aghssa. We were quite
fortunate to get the services of Pirooz Aghssa to review Kushner’s Inrelligent
Homosexual s Guide to Capitalism and Socialism with a Key to the Scriptures.
Pirooz crossed our path through an interview we conducted with him about his
2008 production of Brecht on Brecht at Eastern Michigan University. After he
regaled us with an incredibly deep and intellectual review of the production, he
agreed to review the Kushner play for us. In the Brecht Performance Review
section we have a number of strong offerings from Anthony Squiers, Dassia
Posner, Joanne Hartstone, and Diavid Barnett on the trilogy of plays which
seem to draw the most interest nowadays: Mother Courage, The Threepenny
Opera. and Life of Galileo.

Probably the most notable element of Ciss 38 is the abundance of interviews
supplied in the volume. Along with the review, the interview is the genre
which best defines the intellectual approach found in Ciss. And in this issue,
we truly get to see the “Art of the Interview” on display as we offer eleven
separate interviews. Perhaps the highpoint of this section is the incredible
effort supplied by Peggy Setje-Eilers. She conducted a tremendous amount
of interviews at the Berliner Ensemble earlier in the year and provides us
with a remarkable portrait of four women involved with the theater: Angelika
Ritter, Eva-Marie Béhm, Ursula Ziebarth, and Angela Winkler. What we find
in these interviews is the often hidden side of the theater — the view of the
stage manager, the prompter, the spectator. and the star. We think you will
find a wealth of information in these pages.

Our Versuche section offers a smart variety of Brechtian interventions:
Nels Jeff Rogers reflects on the iconic image of Che in capitalist discourse,
Stu McDowell makes an argument for moving beyond the tired clichés of
Brechtian Acting, and Peter Ferran takes us on an aesthetic experiment as he
fictionalizes the death of Brecht in California. Our final essay is courtesy of
Luis Garcia and is delivered in his native Spanish. In his essay. Luis explores
the reception of Brecht in Latin America and provides an important tool for
future research in this area. For non-Spanish speakers / readers Luis’s essay is
available at our online journal.

Finally we want to point all that is missing in Ciss 38. Bursting at our limit
of 200 pages we were compelled to move some material to our online journal.
This includes the following: Kristopher Imbrigotta’s annotated bibliography
on the topic of Brecht and Asia; Asako Nagasawa und Tetsuya Kobayashi’s
essays on Brecht and Kafka from the Brecht Seminar in Kyoto. Japan:
Anthony Hostetter’s interview with John Clancy; and Norm Roessler’s essay,
“Brecht and the Chinatown Bus Odyssey.” And this list says nothing about
the assignments and interviews we failed to follow through with. Fortunately,
the internet can overcome all these shortcomings and oversights. We would
say more but we have to start working on EciBs!

Horman Koessler
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IBS Business MEETING / MLA CoNFERENCE 2008

he IBS convened at the 2008 ML A Conference in San Francisco (December
27-30, 2008) in order to organize two conference sessions and conduct its
annual business meeting.

Over 20 people attended the first session, Brecht and/on Censorship. which
offered 3 papers: Rebecca Bell-Metereau discussed Brecht’s experience
of censorship during his exile years in Hollywood with examples of the
postproduction cuts made to his screenplay for Hangmen Also Die as well as
the way he used “truth as a weapon™ in his testimony before HUAC: Orsolya
Kiss shifted attention to Claus Peymann’s recent production of Mother Courage
at the Berliner Ensemble as a form of censorship in that it fails to engage the
canonical play’s political function in a new historical context; Peggy Setje-
Eilers reviewed the difficulties faced by Brecht and Dessau with the 1953
banned production of the Lukullus opera in East Berlin and the difficulties faced
by Helene Weigel when the 1968 Berliner Ensemble staging of Aeschylus’s
Sieben gegen Theben was postponed because it was seen as a critical parable
of the Soviet intervention in Czechoslovakia. Marc Silberman’s commentary
introduced the brief discussion before the session ended.

Following the first IBS session there was a short business meeting with
Marc Silberman presiding and Friedemann Weidauer taking minutes. The
main agenda item concerned the options for the IBS sessions at the 2009 ML A
Conference planned for Philadelphia (Dec. 27-30). Two topics were chosen
by consensus: Brecht, Marxism, and Ethics (organized by Dorothee Ostmeier,
University of Oregon) and Post-Communist Brecht (organized by Friedemann
Weidauer, University of Connecticut).

Silberman reported about the planning for the 13th IBS Symposium scheduled
for May 19-23. 2010, at the University of Hawai'i in Manoa (Honolulu).
Weidauer gave an update on the plans for the next Brecht Yearbook (vol. 34),
which is expected to appear in September/October 2009 with a number of
articles on the private life behind the public figure of Brecht. There was a short
discussion about the idea of shifting Communications to an online publication
only, as recommended by editor Norm Roessler: this might be something to
consider seriously in 2-3 years, as the accessibility and editing challenges of
online journals become more stable. Silberman conveyed the message from
Secretary/Treasurer Paula Hanssen that the IBS treasury is in good standing,
with the Yearbook printing expenses coming in under budget (vol. 33 / 2008).
Finally, Silberman suggested that the IBS website, now 11 years old. needs
to be redesigned and updated: he is looking for someone to assume or share
responsibility for this task. After adjourning, most of those present enjoyed
dinner at a nearby Hunan restaurant!

This vear the IBS cooperated with the American Kafka Society in sponsoring
back-to-back sessions. The Kafka Society’s well-attended session on Kafka,
Brecht, and Labor consisted of 3 papers and a response by Judith Ryan
(Harvard University): Nicola Behrmann (New York University) on labor
and poverty in Brecht (“Zuerst kommt das Fressen, dann die Moral™) and
Kafka’s “Hungerkiinstler” (“Essen ist Kunst™): Jens Klenner (Princeton
University) on the distinction between Brecht’s figuration of the industrial
laborer (“Handlanger™) and Kafka’s Tui-like workers (“Kopflanger™): and Olaf
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Berwald, University of North Dakota) on Volker Braun’s re-inscriptions or
palimpsests via Brecht of Katka’s “Furchtzentrum.”

Many in the audience then moved to the IBS’s companion session: Brecht
and Kafka: Clashing Modernisms?About 30 people attended this session
moderated by Peggy Setje-Eilers with 3 presenters: Paul Peters (McGill
University) on Brecht’s and Kafka’s different approaches to fate and
myth; Elena Pnevmonidou (University of Victoria) on parallel strategies of
presenting and concealing the body in several texts by Brecht (“Oh Fallada,”
“Legende vom toten Soldaten.” Antigone) and Katka (“Ein altes Blatt,” “Ein
Hungerkiinstler”); and David Pan (University of California, Irvine) on the
issue of justice and the executions in Brecht’s Massnahme and Katka’s Der
Prozess and “In der Strafkolonie.” The brief but lively discussion continued
outside the conference room when the session had to end.

Afier 2009, the MLA is changing its conference schedule so that it will meet
annually during the first weekend in January. Also, affiliate organizations like
the IBS will only be guaranteed 1 session (instead of the current 2), with the
possibility of organizing a second session in cooperation with another affiliate
or simply competing with all other special session applications in the general
competition. Our successful experience with the Kafka Society should be
considered as a way to ensure future IBS presence at the MLA conferences.

Mare Silberman
TREASURER’S REPORT
IBS CHECKING ACCOUNT, 2008-2009 (includes onaitles, _
back orders, new memberships and rencwals) . $21.010.00
Summary of paid expenses in USD 4 . '_ .
Brecht Yearbook (BY) 33 (2008) 3980.00
BY Shipping 850.00
CIBS 37 (2008) 2400.00
CIBS Shipping 805.00
Shipping Yearbooks for late memberships 08 150.00
Grant Symposium at U Hawaii Manoa May 09 5000.00
TOTAL EXPENSES 13,185.00
FUNDS AVAILABLE ~ T e . —
US Checking Funds mid-2009 7.825.00
Euro checking 6296.79 Eur. = 9.237.39
US Money Market savings 10.572.27
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PROJECTED EXPENSES 2009-2010 (USD) .
Communications 38 2900.00
Brecht Yearbook 35 5000.00
TOTAL 7.9000.00
Synopsis of IBS Membership
Year Individual Institutional Total
2000 107 89 196
2001 100 83 183
2002 97 90 187
2003 133 84 217
2004 98 88 186
2005 90 79 169
2006 109 75 184
2007 53 72 170
2008 76 84 171
2009 75 85 160
2010 Projected = 175

Paula Hanssen

2008 MLA CONFERENCE: SESSION ABSTRACTS

Censorship, Self-Censorship, and Betrayal: Brecht and the Hollywood Ten
Rebecca Bell-Metereau, Texas State University

Brecht took a path from his early projects. which were completely without
commercial possibility or ideological compromise, through collaboration with or
subordination to the House Un-American Activities Committee interrogators, to his
ultimate abandonment of the Hollywood scene after testifying for HUAC. Accounts
from those closest to him reveal his concern and the ensuing guilt over the gap
between the idealism of his writings and screenplays and his own actions in the face
of threatening circumstances. In a number of descriptions of the proceedings, Brecht’s
culpability and cowardice are glossed over or simply turned into virtue. While it was
true that Brecht was not a member of the Communist party. his denial of the party
was viewed as unseemly cooperation by some, and Brecht himself appears to have felt
some sense of having betrayed the principles of solidarity touted in Hangmen Also Die.
Meanwhile, Charles Laughton was preparing for the title role in Brecht’s play, Galileo,
concerned primarily about whether he would become entangled in Brecht’s political
difficulties. During the HUAC hearings. Ring Lardner Jr. refused to respond to the
committee’s repeated questions about his membership in the Communist party, saying
he would hate himself if he testified. When it came to Brecht’s turn with the committee.
he answered and hated himself as soon as he left the hearing. A number of Hollywood
studio heads pulled the same sort of sleight of hand that Brecht did. meeting in secret
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and then declaring something that would appease government censors and the HUAC
interrogators, saying they would not employ any member of the Communist party. If
Hollywood and later historians experienced a case of collective amnesia, it is important
to consider and remember how this convenient forgetting occurred among some of the
most unconventional, principled. and idealistic artists of the time. And. it is crucial to
see how profoundly this guilt seems to have affected Brecht, who produced nothing
of any great significance after his sojourn in and flight from that famous paradise,
Hollywood.

Law and Sacrifice in Brecht’s Massnahme and Kafka’s Prozess
David Pan, UC Irvine

Bertolt Brecht's Die Massnahme and Franz Kafka’s Der Prozess both situate
the individual in an opaque realm between bureaucratic law and sacrificial ritual.
In Die Massnahme, Brecht tries to develop an ethic for the communist community
by subordinating the individual to a greater truth that is to be determined through
both collective political action and collective forms of judgment. The discipline and
sacrifice that go into establishing communism as a social and political goal in the play
constitute a type of internal violence that is necessary for creating the continuity of
cultural will that the play tries to enforce against the demands of the individual. Though
it enacts a similar merging of law with ritual, Der Prozess does not create a vision of
a communal law that Brecht imagines in Die Massnahme. While Der Prozess carries
out a subordination of the individual that is similar to what occurs in Die Massnahme,
Kafka withholds any type of positive ideology or indeed any meaningful moment of
judgment in the execution at the end of the novel.

The Body of the Dragon - Kafka, Brecht and the “Myth of the State”
Paul Peters, McGill University

In his Myth of the State, Erst Cassirer was to argue that our so impressive modern
technological, political and social structures are still imbued with a latent potential of
mythic fatefulness. For it is they who now bear upon the human subjects who created
them with a sublime and archaic force, reminiscent of the elemental and fateful
mythical powers of old. This description corresponds closely with the discussion
on Kafka held between Brecht and Benjamin in 1934. For like Cassirer, Brecht and
Benjamin were grappling with the victory of fascism, and the renewed appeal of the
mythical which it entailed. The work of Kafka seemed as prophetic of this victory as
it was symptomatic. For in Kafka’s work we are also still living in the heart of the
beast. with the human subject once again caught up in a mythic, yet unmistakably
modern political and social structure of fatefulness. Brecht then accused Kafka of
resignation in the face of this entity, and his own later Antigone may be understood as
the attempt to use the medium of myth itself as a means of defeating myth, i.e. that
very structure of renewed mythic dependency which Brecht had seen configured in
Kafka. The presentation examines Kafka’s and Brecht’s respective depictions of the
contemporary mythic body of the dragon. as well as their alternative models of how
that dragon might yet be stood down.

“Wochenend und Sonnenschein”: In the Blind Spots of Censorship at the Culture
Ministry and the Berliner Ensemble
Margaret Setje-Eilers, Vanderbilt University

The body of work, letters, and journals that Brecht produced after settling in the
GDR is strangely silent about freedom of expression in the arts. Officially, censorship
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did not exist, and Party censors were called facilitators. pedagogues, and administrators.
Brecht’s texts untiringly identify socio-political situations that make it difficult to do
simple things, insisting that people will be free to change by altering the prevailing
conditions. But even without revolutionizing the system, Brecht and Weigel maneuvered
skillfully within their socio-political circumstances in what I will call the blind spots of
censorship. Their personal connections with various ministries of the SED continued
long after Brecht’s death. The opera The Trial of Lucullus, libretto by Brecht and music
by Paul Dessau, was withdrawn after premiering for an invited audience in 1951, but a
public performance took place without fulfilling all the SED’s conditions. Much later,
although Manfred Karge/Matthias Langhoff’s staging of Aeschylus’ Seven against
Thebes (Sieben gegen Theben, 1968/69) clearly called up the Prague Spring. Weigel's
negotiations rescued the incendiary production. In both cases, the Lucullus opera and
Seven against Thebes, Brecht and Weigel's correspondence with SED functionary and
friend Kurt Bork was crucial.

2009 ML A CONFERENCE

DEcEMBER 27-30, PuiLApELPHIA, PA / USA

SUNDAY, DECEMBER 27, 2009
Session 36. Brecht, Marxism, and Ethics
5:15-6:30 p.m., Loews Philadelphia
Program arranged by the International Brecht Society
Presiding: Marc David Silberman. University of Wisconsin, Madison
Respondent: Martina Kolb, Penn State University

1. “The Dramaturgy of Debt: Bertolt Brecht’s Rise and Fall of the City of Mahagonny.”
Daniel Cuonz, Yale University

2. “Irony, Belief, and Estrangement: Ethics and Other Selves in Brecht’s Der gute
Mensch von Sezuan.” Marton Merrick Marko, University of Montana

3. “*All Together Now: We All Live by the V-Effect. the V-Effect. the V-Effect, the
V-Effect’: Brechtian Elements in East and West German Musicals of the 1960s.™
Sunka Simon, Swarthmore College

WEDNESDAY. 30 DECEMBER 2009
Session 683. Postcommunist Brecht
12:00 noon—1:15 p.m., Loews Philadelphia
Program arranged by the International Brecht Society
Presiding & Responding: Vera S. Stegmann, Lehigh University

1. “Brecht Really Combines East and West?” Shaojing Wu, New Mexico State
University

2. “*Die Wahrheit ist konkret’ or ‘Verdunkelung der Tatbestéinde’? Brecht and Images
of War in Contemporary Context,” Kristopher Imbrigotta, University of Wisconsin.
Madison

3. *1980-2010: Brecht after the Great Awakening,” Norman Roessler, Temple
University

NOTE: the IBS business meeting / dinner will be held immediately after session
36, on Dec. 27, at 7:00 pm. Meet at Penang Restaurant, 117 N. 10th St. (near the
Loews Hotel): hutp://www.penangusa.comAocation_philly. itml
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p L NI R T: e s iy eV ieo) Y@ The planning of the 13th IBS symposium

on Brecht in / and Asia at the University of
Hawai’i at Manoa (May 19-23, 2010) has entered its final stage. The official
conference website (http://manoa.hawaii.edu/brecht2010/) was launched
in January 2009 and has been updated several times since. Information
on the keynote speeches. paper presentations, and the overall conference
program is still missing but will be posted on the website in early 2010. The
expected keynote speakers at the symposium are Richard Schechner (New
York University), Ong Keng Sen (TheatreWorks, Singapore). Haiping Yan
(Cornell University) and Hans-Thies Lehmann (IBS President; University
of Frankfurt). The deadline for the submission of proposals (papers, panels,
etc.) was July 1, 2009. By late-October, we had sent out acceptance letters /
emails to 76 scholars from 18 different countries. The cultural program of the
symposium will include the English-language world premiere of Brecht’s The
Judith of Shimoda (Kennedy Theatre), Brecht/Weill’s Mahagonny Songspiel
(Hawaii Opera Theatre), The Threepenny Opera (Army Community Theater),
and Tremayne Tamayose’s The Hilo Massacre (Kumu Kahua Theatre).
Makoto Nakashima’s BIRD Company from Tottori / Japan are still planning
to bring their production of Mother Courage and Her Children to Honolulu
but have not secured funding yet. A performance of Brecht songs by Michael
Morley and Robyn Archer is planned but has not been finalized at this
point. Affordable accommodation for conference participants is available in
guesthouses and dormitories of the East-West Center adjacent to the UHM
campus. In addition. Aston Resorts & Hotels offers rooms in eight of their
Waikiki properties for a reduced conference rate (for more information, see
the conference website). Online registration for the symposium has started:
the current registration fee is $120 ($90 for students and retirees) but will
increase to $150 ($120) after February 1, 2010. Undergraduate and graduate
students from UHM as well as other universities will be able to get credit for
participating in the conference by enrolling in one of two summer courses,
which will be offered by the Outreach College at UHM in conjunction with
the symposium (for more information, see the homepage of the conference
website). Fundraising for the symposium has been very difficult because of
the current economic crisis in the United States (and the State of Hawai’i): we
have been fortunate to attract enough grants that will cover the major items of
the symposium budget: however, we have not been able to raise enough funds
that would also allow us to subsidize the travel and accommodation expenses
of conference participants. At this point, we are still looking for moderators
of panel or parallel sessions. If you are planning to attend the symposium and
would like to volunteer to chair such a session, please contact:

Dr. Markus Wessendorf
Department of Theatre and Dance
University of Hawaii at Manoa
1770 East-West Rd.

Honolulu, HI 96822 / USA
Email: wessendo@hawaii.edu
Phone: +1 808 956-2600
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BrecHT YEARBOOK EDITOR

BrecuT YEARBOOK 34 (2009)

Editorial
Nachruf: Reinhold Grimm (1931-2009)

Political Intimacies/Politische Traulichkeiten

Peter Kammerer , Von Der Erziehung Der Hirse, Der Vilker Und Von
Missgliickten Experimenten. Ein Gesprdch Mit Kdthe Reichel In Buckow
Karoline Springer, Der “Biirgerschreck” und die “verkrachte” Opernsdngerin:
Brecht und seine erste Ehefrau Marianne Zoff

Jiirgen Hillesheim, Dienstmagd und Diva: Brechts Kindesmérderin Marie Farrar
Margaret Setje-Eilers, The Berliner Ensemble and its Children: The Helene-
Weigel-Haus Opens in Putgarten

Ehrhard Bahr, Bertolt Brecht: Das Fischgert

Multimedia Brecht

Peter Villwock. “Die Not des Theaters” und das Elend der Edition. Zum
Rundfimk-Dreigesprdch zwischen Brecht, Kerr und Weichert im April 1928 und
zur Lage der Brecht-Forschung heute

Joachim Lucchesi, “/hr Hauptleut, lafSt die Trommel ruhen.” Unbekannte Musik
zu Brecht-Stiicken

Hans Bernhard Moeller, Brechtian Comic Overtones Alive in Today 5 German
Cinema: A Conversation with Michael Verhoeven about Brecht and Cinema,
Tabori and Brecht, and Great Humorists as Models

Rudolf Schier, E.T.4. Hoffinanns herrlicher Verfremdungseffeki

(reprint from vol. 33)

Theory and Practice / Theorie und Praxis

Bill Gelber, Teaching Brecht: A Twenty-First Century Curriculum

Kenneth Scott Baker, Bertolt Brecht and the Insufficiency of Irony
Kristopher Imbrigotta, Brecht's “Fischweiber”: Crossroads of Criticism and
Transformation

Ulrich Scheinhammer-Schmid, “Der Tod ist grof3. Wir sind die Seinen.” Ein
Versuch iiber das Lehrstiick vom Verschwinden des “Lehrstiicks”™

Reviews

Darko Suvin, Reflections On And At A Tangent From “Bertolt Brecht und der
Kommunismus”

Book Reviews
Books Received

Friedemann Weidauer
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BERTOLT BRECHT ZENTRUM KOREA: 2008 SYMPOSIUM

Die in der grellen Mai-Sonne einigermafien verlassen und einsam wirkende ehemalige
Volksschule, die sich inmitten von griinen Reisfeldern befindet, unterscheidet sich diufer-
lich kaum von anderen koveanischen Volksschulen. Nur ein kleines Schild am Schultor
“Mirvang Theatre Village " weist darauf hin, dass man jetzt nicht eine Schule, sondern
ein Theaterdorf betritt. In dieser Theaterkommune leben und proben die Schauspieler der
STT (Street Theatre Troupe) unter der kiinstlerischen Leitung des angesehenen Regis-
seurs Youn Tack Lee. Aufier dem Haupigebdude, in dem die Verwaltung, eine Kantine und
verschiedene Ubungsréume usw. untergebracht sind, beherbergt das Schulgelinde noch
Simf Theater von wnterschiedlicher Grofie. Eines davon heifit “Brecht-Theater” bzw.
“Bertolt-Brecht-Zentrum Korea,” das am 1. August 2007 eriffnet wurde
(vgl. Dreigroschenheft 42007, 8. 36-41).

n diesem Gebaude hat das Brecht-Symposium am 17. und 18. Mai 2008 mit

dem Rahmenthema Asthetische Betrachtung von Brechts Bearbeitungen
stattgefunden. Aulier den Mitgliedern der Koreanischen Brecht-Gesellschaft
haben auch bekannte auslindische Brecht-Forscher und Germanisten wie
Akira Ichikawa von der Osaka Universitit, Joachim Lucchesi aus Karlsruhe,
zur Zeit Gastprofessor an der Waseda Universitit in Tokyo, Michael Weitz,
zur Zeit Gastprofessor an der Hankook Fremdsprachenuniversitiit in Seoul
und andere daran teilgenommen.

Wenn man durch einen kleinen Eingang an einer Brecht-Biiste vorbei in das
Theater geht, steht man unvermutet in einer auf Brecht verweisenden Umge-
bung mit einer kleinen Brecht-Bibliothek und vielen Ausstellungstafeln iiber
Brechts Leben und Theaterauffithrungen. Auf dieser “Brecht-Insel” mitten
in griinen Reisfeldern haben sich etwa 40 Teilnehmer des Symposiums zwei
Tage lang mit Brechts Bearbeitungen beschiiftigt.

In seinem Einfithrungsvortrag “Eine Studie zur Bearbeitung Brechts und
ihrer aktuellen Bedeutung™ wies Sang-Bok Lee von der Wonkwang Univer-
sitidt darauf hin, dass, bei allen Schwierigkeiten, Brechts Bearbeitungsprin-
zipien und -methoden eindeutig zu definieren, seine kollektiven Arbeits-

weisen und Bearbeitungsmethoden aus der Perspektive des kiinstlerischen
Paradigmas des 21. Jahrhunderts sehr fortschrittlich gewesen seien. Er habe
die festen Grenzen der herkommlichen Genres aufgelost, und die bere-

CIBS 38 2009



REPORTS 13

its vorhandenen Werke dienten ihm nur als Quelle bzw. Material zu seinen
Neuschépfungen. Brechts Bearbeitungsstrategien hiitten viele Ahnlichkeiten
mit den Schreibweisen der Postmoderne, des digitalen Zeitalters und neuerd-
ings des Storytellings. In diesem Sinne konne man nicht leugnen, dass Brechts
Bearbeitungsstrategien in gewisser Hinsicht die zeitgendssischen Methoden
des Schreibens vorweggenommen habe.

In seinem Referat mit dem Titel “Von der Beggar's Opera zur Dreigro-
schenoper., Bearbeitungsstrategien Bertolt Brechts” beschiftigte sich Joachim
Lucchesi eingehend mit dem Stiick Die Dreigroschenoper. das im Zusam-
menhang der Originalitdt und Bearbeitung immer wieder viel diskutiert wird.
Eingangs griff er aus der Vielzahl der Brechtschen Bearbeitungsmoglichkeiten
drei typische Strategien heraus: erstens die Bearbeitung, zweitens die Neud-
ichtung und drittens den Gegenentwurf. In der Dreigroschenoper stiinden aber
diese drei Moglichkeiten in sehr enger Verbindung miteinander und einzelne
Bereiche seien kaum zu trennen. In seinen Ausfithrungen legte Joachim Luc-
chesi mit literatur- und musikgeschichtlichen Belegen iiberzeugend dar, dass
nicht erst in der Dreigroschenoper, sondern schon in der Beggar 5 Opera ..das
Moment kollektiver Bearbeitung und die 6ffentliche Irritation gegeniiber der
“Laxheit in Fragen geistigen Eigentums™ vorhanden gewesen sei, so dass sich
bereits das englische Original durch die Methode des Materialgebrauchs mit-
tels Pliinderung ausgezeichnet habe. Da in der Musik der Beggar s Opera sehr
viele damalige “Hits” inkorporiert wurden und Pepuschs eigenkompositorisch-
er Anteil gering war, sei es in musll\ahscher Hinsicht irrefithrend, von Pepuschs

“Originalmusik™ zu sprechen. Auch
| Weills Musik spiegele “den Reichtum
an stilistisch Zusammengeborgtem,
| eingeschmolzen durch seinen Per-
| sonalstil” wider. Joachim Lucchesi
| zieht daraus die Schlussfolgerung.
dass Brecht in der Dreigroschenoper
seine virtuos beherrschte Kunst der
Bearbeitung eindrucksvoll bewiesen
habe.

Als japanischer Germanist, der sich

sowohl im originalen No-Spiel Taniko
von Zenchiku Konparu als auch in der Brechtschen Bearbeitung Der Jasager
bestens auskennt, legte Akira Ichikawa in seinem Referat “Vom Taniko zum
Jasager - Brecht und No-Theater” dar, wie das Stiick durch die Ubersetzungen
von Arthur Waley sowie Elisabeth Hauptmann und schlieBlich durch den Bear-
beitungsprozess von Brecht und Weill Veridnderungen erfahren hat. Anhand
der exakten Wiedergabe der dramatischen Handlung des Taniko wies er darauf
hin, dass es in diesem Stiick nicht nur um den Wurf ins Tal bzw. die Tétung
des erkrankten Knaben, sondern um dessen Wiederauferstehung gehe. Bedau-
erlicherweise hiitten aber der englische Ubersetzer und damit auch Elisabeth
Hauptmann die Schlussszene gestrichen. Die selten zugénglichen Videoaufze-
ichnungen des Taniko haben seine Ausfiihrungen ebenfalls bekriftigt. Als
Regisseur hat er vor, Taniko und Der Neinsager zusammen zu inszenieren.
Nach Dong-Lan Chong von der Wonkwang Universitiit sei die Brechtsche
Bearbeitung Der Hofineister von J.M.R. Lenz durch eine Bearbeitungsweise
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gekennzeichnet, die dem Original treu bleibt und es behutsam sowie konzen-
triert veréindert und wiedergibt. Brecht bleibe in produktiver Weise dem
Original treu und wolle durch falsche Tradition versteckte Bedeutungen und
soziale Verhiltnisse zum Vorschein bringen. In ihrem Beitrag “Eine vergle-
ichende Studie zum Drama Hofmeister von Lenz und seiner Bearbeitung von
Brecht” hob sie hervor, dass Brecht in seiner Bearbeitung die Handlung des
Originals gekiirzt und akzentuiert habe. Brechts Intention, durch die Auf-
deckung der verdeckten sozialen Verhiltnisse den klassischen Dramen einen
sozial-realistischen Sinn zu verleihen. sei in der Hofmeister-Bearbeitung re-
alisiert.

Zum Schluss prisentierte Won-Yang Rhie von der Hanyang Universitét
in seinem Beitrag “Das Puppentheaterstiick Der Berliner Gaettong hat neue
Moglichkeiten gezeigt” ein zeitgendssisches Bearbeitungsstiick, das sozusa-
gen in der Brecht-Nachfolge in deutsch-koreanischer Koproduktion entstand-
en war und ein zukunftsweisendes Musterbeispiel der deutsch-koreanischen
Zusammenarbeit auf dem Theater darstelle. Nach der koreanischen Vorlage
Sanneomeo Gaettong von Kyeong-Hwa Kim (1989) hatte der junge deutsche
Autor Marcus Braun ein deutsches Wiedervereinigungsstiick Der Berliner
Gaettong geschrieben. Dabei folgte er im allgemeinen der Handlung des ko-
reanischen Originals, wihrend die Umstinde in Berlin zum Zeitpunkt des
Mauerfalls den Hintergrund bilden. Aber die deutsche Bearbeitung bleibt
nicht auf der Ebene eines Volkstheaters, das sich durch Humor und Satire
auszeichnet, sondern sie wird zu einer Parabel, in welche traditionelle kul-
turelle Elemente Deutschlands eingearbeitet wurden. Die traditionellen kore-
anischen Puppen wurden durch aktuelle zeitgendssische Schaumstoffpuppen
des Berliner Puppenbauers Florian Loycke ersetzt. Mit den Schauspielern
des Ensembles STT hat der Berliner Regisseur Alexis Bug dieses Stiick in
koreanischer Ubersetzung einstudiert. D;e erfolgrelche
Premiere fand am 11. Januar 2008 im »
Guerilla-Theater in Seoul statt;
wihrend des Vortrags wurden
auch  Auffithrungsfotos,
welche die Ausfiihrun-
gen anschaulich doku-
mentierten, gezeigt.

In der Schlussdis-
Kussion fasste
Joachim Lucchesi
seine Erfahrun
gen und Eindriicke |
wie folgt zusam-
men: Das interna-
tionale Brecht-Sym-
posium 2008, veran-
staltet von der Kore-
anischen Brecht-Gesell-
schaft und dem Koreanis-
chen Bertolt-Brecht-Zentrum,
zeichnete sich durch ein hohes
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wissenschaftliches Niveau sowohl der Vortriige als auch der Diskussionen aus.
Das Thema der Tagung “Asthetische Betrachtung von Brechts Bearbeitungen”
zeigt bereits an, dass die Veranstalter einen zentralen und von Brecht leben-
slang praktizierten Schaffensbereich in den Mittelpunkt stellen wollten, was
die Teilnehmer aus drei Lindern zu lebhaften Diskussionen wihrend und nach
dem Symposium anregte. Bis heute ist Brechts bearbeitende Aneignung frem-
der Stiicke in der Offentlichkeit ein von ihm (gewollt) provozierender Vorgang.
also auch bestens geeignet, um als Konferenzthema diskutiert zu werden.

Wie Bearbeitungen praktisch aussehen konnen, wurde den Teilnehmern
der Konferenz am Abend vorgefiihrt. Im Miryang Theatre Village kam eine
koreanische Bearbeitung von Shakespeares Romeo und Julia zur Auffiih-
rung, welche die Yonheedan-Theatergruppe (STT) unter dem Titel Haeoragi
und Solmoe (R., Howard Blanning) brachte. Besonders fiir die auslédndischen
Teilnehmer war diese Auffiihrung von groflem Reiz, bezogen auf den Darstel-
lungsstil, die Kostiime der Schauspieler, ihre Tiinze, und natiirlich auch auf
die zahlreichen Einlagen mit koreanischer Musik. Wihrend eines anschliefien-
den Grillabends war dann noch in lockerer Atmosphére eine gute Gelegenheit
gegeben, Kontakte zu schlieffen oder zu vertiefen.

Um einen weiteren Einblick in die reiche koreanische Kultur zu bekom-
men, besuchten die Teilnehmer am zweiten Konferenztag ein in der Nihe
gelegenes traditionelles koreanisches Landhaus, um einen Eindruck von
dem Lebens- und Wohnstil eines Gutsbesitzers zu bekommen. Auch dies
war eine aufschlussreiche Begegnung mit dem Land und seiner kulturellen
Vergangenheit. Diese Mischung aus wissenschaftlichem Diskurs zwischen
koreanischen, japanischen und deutschen Teilnehmern sowie das sorgfiltig
geplante Rahmenprogramm lieflen dieses Brecht-Symposium in Korea zu
einem Erfolg und einem nachwirkenden Erlebnis in jeder Hinsicht werden.

Won-Yang Rhie

Kontakt: wyrhie@gmail.com / www.brecht-zentrum-korea.org

BrECHT FREUNDE AUGSBURG: BRECHT UND WAGNER SEMINAR

m 22. Mirz 2009 fand im ausverkauften Foyer des Theaters Augsburg
des Matinee Brecht und Wagner statt, die von der Vereinigung ,.Brecht-
Freunde Augsburg™ im Rahmen ihrer regelméBigen Brecht-Foren organisiert
worden war. Was ist in die ,,Augsburger Brechtfreunde* gefahren, dass sie die
Antipoden Richard Wagner und Bertolt Brecht einander gegeniiberstellen? Die
Frage beschiftigte das Publikum schon zuvor mit grofier Spannung.
Ursula Galli, Sprecherin der ..Brechtfreunde” sagte, dass ein Vergleich
zwischen dem Dichter und dem Komponisten zwar schwierig, aber herstellbar
sei. Der Musikwissenschaftler Joachim Lucchesi, der die Veranstaltung angeregt
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hatte und mit Galli Moderator der Veranstaltung war, hat bereits einiges iiber
.Brecht und Wagner™ veroffentlicht. Ungeachtet der Tatsache, dass Brecht
hinsichtlich Wagner gern wider den Stachel 16ckte, war er von ihm fasziniert,
was sich nicht nur in dem Wunsch nach einem _.eigenen Theater™ (Bayreuth
und das Berliner Ensemble) niederschlug.

Dazu erlduterte Joachim Lucchesi: ,Beide entwickelten groBriumige
Arbeits- und Produktionsstiitten, die auf weit in die Zukunft greifenden Lebens-
und Kunstkonzepten beruhen. So schufen sie in ihrer letzten Lebensphase
Orte des Theaters, die bis heute uneingeschrinkte Weltgeltung besitzen
und die ihre wirkungsméchtige Kunst prisentieren — man kann auch sagen:
zelebrieren: den Festspielhiigel von Bayreuth und das Berliner Ensemble.
Beide Theaterhiiuser wurden den politisch Michtigen abgerungen: Brecht
und die Weigel verhandelten mit der DDR-Regierung, Wagner und Cosima
mit dem Deutschen Reich, dem Konig von Bayern, der Stadt Bayreuth und
anderen Geldgebern iiber die Nutzung bzw. den Bau eines eigenen Theaters.
Das wiederum bedeutete fiir beide Familienunternehmen (auch hier Parallelen
privater Arbeitsteilungen, wenn man an die Aufgabenbereiche der jeweiligen
Ehepartner denkt!) Zugestidndnisse an die Herrschenden.

Brecht und Wagner treten zugleich als Regisseure, als Praktiker des
Theaters auf; dies unterscheidet sie gravierend von anderen Dramatikern
und Komponisten. Sie gewinnen aus der Probenarbeit am Theater wertvolle
Erkenntnisse, die sie sofort in ihre Bithnenwerke iiberfithren. Eine ideale
Kombination ist dies, die Verbindung von Kunstproduktion mit kiinstlerischer
Praxis. Ihnen geht es gleichermalien um den engen Zusammenhang zwischen
theoretisch Erdachtem und praktisch Erprobten. Also um Lyrik, Prosa,
Dramatik, um Pamphlete und Kampfschriften, um mafigeschneiderte Musik
einerseits, und dem Ausprobieren des Fixierten auf der Bilhne andererseits.
Der Geschmack des Puddings zeige sich beim Essen, so Brecht. Auch Wagner
hiitte diesen Satz ohne Wenn und Aber akzeptiert.”

Komponist Hanns Eisler schrieb die Melodie zu Brechts ,.Kuppellied™
und arbeitete Wagners Tristanmotiv hinein, Pianist Byron Knutson stimmte
dasselbe an, und Christel Peschke sang mit dem ihr eigenen Brechtton und
seufzte zwischendurch: .,Ach dieses Tristanmotiv macht mich ganz nervos!*
Was Brecht und Wagner verbindet, hinterfragten Galli und Lucchesi geschickt.
Sie zeigten auf, wie von der ..belebenden Wirkung des Geldes™ ein Strang zum
..Rheingold* fiihrt, warum ein Vergleich zwischen dem ,.Gebet der Elisabeth™
(Tannhéuser) und der .Ballade von den Abenteurern™ berechtigt ist. Zum
Verhiiltnis von Brecht und Wagner gehort auch die .,.Lohengrin“-Rezeption.
Nicht Brecht, dafiir Heinrich Mann persiflierte das Pathos der Oper in seinem
Roman ,,.Der Untertan*. Das entsprechende Kapitel las siiffisant Schauspieler
Eberhard Peiker. Und die unheilvolle Frage ..Nie sollst du mich befragen™,
von Sally du Randt und Tenor Sebastian Schmid eindringlich gesungen,
gehort ebenfalls in diesen Kontext.

Die Essenz dieses Brecht-Forums: Bertolt Brecht hat sich zeitlebens mit
Richard Wagner beschiiftigt, gegen ihn polemisiert und sich — in einem weit
hoheren Malfe als bislang vermutet — von ihm anregen lassen.

Svbille Schiller
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A born
in Rio de Janeiro on March
16, 1931, son of José Augusto
Boal, a Portuguese baker, and
Albertina Pinto, a homemaker. After
completing his undergraduate studies
in Chemistry at University of Brazil
(currently Federal University of Rio
de Janeiro) in 1950, Boal went to
Columbia University in New York
to do his postgraduate studies in
Chemical Engineering. At Columbia, Boal dedicated himself simultaneously
to theatre studies, taking courses in playwriting and direction at the School of
Dramatic Arts. Among his professors was John Gassner, who became a mentor
for the young playwright. During the two years he spent in New York. Boal
—— S followed closely the work of the Lee Strasberg’s

 ANA BERNSTEIN | Actors’ Studio, often attending the same play
NEw York UniversiTy | two, three or four times. “I learned much more
—————————————— about directing by watching the work of Harold
Clummer and Elia Kazan than by attending
courses,” he would later say. At Columbia he studied the Stanislavsky method,
which he would adopt in his own work as a director in Brazil.

Shortly after his return in 1956, Boal was invited to join the Arena Theatre,
a company founded 3 years before in Sdo Paulo by a group of young theatre
professionals and directed by José Renato Pécora. Borrowing Margo Jones’
ideas of Theatre-in-the Round, developed by her group Theatre *47 in Dallas,
Texas, with the purpose of creating a professional theater outside the Broadway
commercial model, Arena would take the renewal of modern Brazilian theatre
to anew level, breaking with the emulation of European aesthetics characteristic
of the work of the most significant theater companies in the country at the
time and nationalizing the stage. Boal’s concern with the development of a
theatre focused on Brazilian issues was instrumental in defining both Arena’s
aesthetics and its mission.

His first staging, Of Mice and Men, by John Steinbeck, earned him an
Emerging Director Award from the Sao Paulo Arts Critics Association (APCA).
Although his work was based on the Stanislavsky method, Boal sought, from
the beginning, to adapt it to the Brazilian scene. This process of adaption /
appropriation of foreign techniques to Brazilian reality was not limited to
the exploration of a Brazilian acting style but was later also applied to the
staging of classic theatre works, what Boal would call the “nationalization
of the classics™. In his view, “a classic is universal only insofar as it is also
Brazilian.”

Theincredible success of They Don t Wear Black-Tie, written by Gianfrancesco
Guarnieri (an Arena company member) and directed by José Renato in 1958,
confirmed the importance of staging national authors for Arena and led Boal to
propose the creation of a Playwriting Workshop (Semindrio de Dramaturgia),
which would reveal several authors whose plays were staged by the group. The

s10 Boal |
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initiative would prove to be one of Boal’s most important contributions to the
Brazilian theater. An acting lab designed to study Stanislavsky’s method was
also established around the same time, under Boal’s supervision. The time
was of intense political mobilization and debate and Arena jumped right into
it, staging works that dealt not only with Brazilian social problems but more
importantly with the problems of the working class.

After the military coup of 1964, Boal directed Opinido (Opinion), a musical
conceived by Oduvaldo Vianna Filho. Paulo Pontes, and Armando Costa,
members of the Centro Popular de Cultura (Popular Cultural Centers), the first
institution to be shut down by the military, as a protest against the dictatorship.
The musical’s immediate success inspired several artists to organize works of
protest and resistance. The experience with Opinido also informed the next
works of Arena, a series of protest musicals in the format of Arena conta...
(Arena tells...). Boal’s play Revolution in South America, directed by José
Renato in 1960, had already made use of Brechtian techniques to great effect,
including songs that served as comments, a structure of autonomous scenes,
and characters devoid of psychology. Adapted to Brazil by Boal much in the
same way as the Stanislavsky method was, Brecht’s theory and techniques
now formed the core of the method used to stage Arena tells about Zumbi
(1965), which Boal would later systematize as the “Joker System.” Written
by Boal and Guarnieri and directed by Boal, Arena tells about Zumbi uses
the historical resistance movement of the slaves in Brazil to speak of the
country’s political moment. The play was Arena’s greatest success.

With the imposition of Institutional Act # 5 (Al-5) in 1968, suspending civil
liberties, closing the Legislature, and forcing many people into exile, Boal
went with Arena Theatre on an extended tour to the United States, Mexico,
Peru and Argentina. Arena tells about Zumbi was presented at Saint Clement’s
Episcopal Church in New York. During the tour Boal wrote and staged a new
musical, Arena tells about Bolivar, which was never performed in Brazil.

Upon his return to Brazil, Boal worked with Nicleo 2, a younger ensemble
within Arena, experimenting with a form of agitprop used in Russia, Germany,
and by The Living Newspaper in the US that consisted in the dramatization
of news articles, to develop Newspaper Theater (I** Edition). The group
employed nine different techniques to bring fresh meanings to the news,
stimulating critical thinking. With Newspaper Theater, Boal aimed to give
grassroots movements and workers the techniques and means to make their
own artistic contributions, using art as a tool for social transformation.

In 1971, Boal was arrested, tortured, and spent three months incarcerated.
After his release, he went into exile in Argentina, where he developed and
systematized the techniques of the Theatre of the Oppressed. for which he
would become internationally celebrated. Published in 1974, Theatre of
Oppressed was largely inspired by Paulo Freire’s seminal theory and method
of Pedagogy of the Oppressed: a pedagogy for teaching illiterate people to read
and to write not only abstract words but the world itself. Freire understood
education as, above all, communication and dialogue. In opposition to the
traditional and authoritarian “banking method™ of education in which teachers
transfer knowledge to passive students, Freire advocated a problem-posing
education that allowed people to “perceive critically the way they exist in
the world with which and in which they find themselves; they come to see
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the world not as a static reality, but as a reality in process.” Traditional theatre
for Boal was similarly authoritarian; marked by an “intransitive relationship
in which everything travels from stage to auditorium™ The Theatre of the
Oppressed aimed to transform passive spectators into subjects, actors, to create
dialogue. In his words, “the Theatre of the Oppressed is theatre in the most
archaic application of the word. In this usage, all human beings are actors (they
act!) and spectators (they observe!). They are spect-actors™.

In Argentina, Boal worked with the group El Machete and experimented
with “Invisible Theatre,” staging short scenes in public spaces. The Theatre of
the Oppressed took theatre outside buildings, literally fulfilling Shakespeare’s
claim that “all the world’s a stage”. While living in Argentina, Boal also
worked in Peru and Ecuador. From his experiences with illiterate peasants in
Peru and indigenous populations in
Ecuador, he developed other forms
of participatory theatre such as
Image Theatre and Forum Theatre.
In respect to the latter, the audience
is asked to step on the stage and
to perform their own solutions for
the problems presented. rehearsing
social change. Theatre of the
Oppressed functioned, in Boal’s
view. as a rehearsal for revolution.

With the deterioration of the

Tree of the Theatre of the Copressed
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political situation in Argentina, Boal
moved to Portugal. where he worked
with the group 4 Barraca for two
years. In 1978, he was invited to

teach at the Sorbonne-Nouvelle and
moved to Paris, where he created the
Center of Research for the Theatre
of the Oppressed (Centre de Etudes
et de diffusion des techniques actives d’expression). Boal was invited to give
workshops in several European countries, working with groups dedicated to
empower the homeless, the disabled, and the prison population, among others.
His work with Theatre of the Oppressed became increasingly psychological,
allying techniques of psychotherapy to drama exercises in order to deal with
internalized oppressions, what he called the “cop in the head™. This experience
resulted in the book The Rainbow of Desire: The Boal Method of Theatre and
Therapy.

Boal traveled to Brazil three times between 1979 and 1981 to teach workshops
and organize a Festival of the Theatre of the Oppressed, before returning
permanently in 1986, two vears after the end of the military dictatorship.
He was invited by the Vice-Governor of Rio de Janeiro, Darcy Ribeiro, to
implement the project of Fabrica Popular de Teatro (Popular Theatre Factory),
with the objective of making theater available to the population as an instrument
to foment dialogue. This same year Boal created the Center for the Theatre
of the Oppressed - CTO in Rio de Janeiro. In 1992, Boal was elected to the
City Council under the banner of the Workers’ Party and began working with
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“Legislative Theatre,” creating forums at communities, schools, unions to
debate social issues and the proposal of possible laws. A number of laws
discussed in those forums were later approved by the City Council.

Boal’s techniques and ideas have been widely and enthusiastically adapted
in several countries and his books translated into more than twenty languages.
He is the author of several plays, theatre books, fiction, a memoir, Hamlet
and the Baker’s Son, and directed more than 50 works during his career.
He received many honors and awards, including UNESCO’s Pablo Picasso
medal and a Prince Claus Award. His name was among the candidates for the
2008 Nobel Peace Prize in 2008 and he was chosen by UNESCO to deliver
the World Theatre Day’s message in March 2009.

Boal died on May 2, 2009 of respiratory failure as a consequence of leukemia.
He is survived by his wife and long term collaborator Cecilia Thumin, and
his sons Fabian and Julian. His last book, The Adesthetics of the Oppressed.
posthumously published by Garamond, was released on September 29 at the
Centre for the Theatre of the Oppressed in Rio de Janeiro.

in my life who have been beautiful.
They each have been beautiful because they
manifested compassionate souls beyond
anything else. In their own way, they each
have also been a poet. Archie Ammons was
a poet who wrote on paper and sometimes
also painted, Marianne Weber was an actress,
— . and Pina Bausch
BABAK EBRAHIMIAN | was a choreographer

who  started the
dancetheater, and who choreographed her
dancetheatre pieces.

Born in Solingen, Germany, on July 27,
1940, Pina Bausch began her formal dance
training at the Folkwang School in Essen in
1955 with teacher and choreographer Kurt Jooss (1901-1979). Though an
unconventional start (most dance schools at the time were still rooted in
classical ballet), Bausch’s three years of training with Jooss, a teacher and
choreographer known primarily for his initiating and creating modern dance
in Europe as well as with being a pioneer of the Ausdrucktanz or German
expressionistic dance, gave Bausch a substantial training, vocabulary,
background and inspiration for what she was to call Tanztheater.

Upon completing her three years of training with Jooss, with a DAAD grant
she traveled to the United States on a DAAD grant to study dance at Julliard for
two years, 1960-62. Upon an invitation from Jooss, she returned to Germany
in 1962 to join Jooss’ newly found Folkwang Ballet Company. Six years later,
Bausch choreographed her first piece, Fragment,s in 1968 with the Folkwang
Ballet Company dancers. In 1969, following her mentor, Bausch became the
Artistic Director of the Folkwang Ballet Company. In 1973 she was appointed

W Atsushi Lijima
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the Artistic Director of the Wuppertal Tanztheater, where she remained till her
death in 2009: auditioning, training and bringing together as an ensemble.
dancers from all over the world to create dancetheatre pieces. In addition,
while Artistic Director of the Wuppertal Tanztheater, Bausch also served as the
Artistic Director of Folkwang Tanzstudio and from 1983-1989 served as the
head of the dance department of Folkwang Hochschule in Essen.

Of her most notable and influential pieces include: Wind Von West (Wind
From The West), Der Zweite Friihling (The Second Spring) and Le Sacre Du
Printemps (The Rite Of Spring) — All three with the music by Igor Strawinsky
in 1975; Die Sieben Todsiinden (The Seven Deadly Sins) with The Seven Deadly
Sins of The Petty Bourgeoisie and Don't Be Afraid with music by Kurt Weill
and text by Bertolt Brecht in 1976; Café Muller and Kontakthofin 1978: Arien
in 1979; Ein Stiick Von Pina Bausch in 1980; Walzer and Nelken (Carnations)
in 1982; Tivo Cigarettes In The Dark in 1985; Palermo Palermo in 1989, Nur
Du (Only You) in 1996: Der Fensterputzer (The Window Washer) in 1997
Masurca Fogo in 1998; Fiir Die Kinder Von Gestern, Heute Und Morgen (For
the Children of Yesterday, Today and Tomorrow) in 2002; Nefes in 2002; Ten
Chi in 2004 and Rough Cut in 2005. In addition to her Wuppertal Tanztheater
pieces, in 1998 under the musical direction of Pierre Boulez, she directed the
opera Herzog Bluebeard’s Castle by Béla Bartok for the Festival International
d’Art Lyrique d’Aix-en-Provence directed the film The Plaint of the Empress
in 1990, and played the role of La Principessa Lherimia in Federico Fellini’s
1982 film E la nave va (And the Ship Sails On).

It is almost impossible to use language - written and spoken words - to talk
about other forms of expression and arts which reflect and mirror life in their
own form and language. The arts - all stemming from poetry or the ancient
Greek word poetics - each have their unique forms of expression. With Pina
Bausch, the mode of “talking about™ or “writing about™ her works and/or
herself, becomes infinitely more difficult as she comes very close to creating
what Wagner coined as the Gesamtkunstwerk - or the “total work of art” -
but with the great advantage of being modest. down to earth and somewhat
“simple™ in a good way: a simplicity which used excellent choices of diverse
international music, simple but bold sets, elegant costumes and incredibly well
trained ensemble of dancers from all over the world in order to communicate
and relate to her audiences the current human condition and predicament
between people, nations and cultures.

Bausch signature was telling and showing profound human matters in a
simple honest manner which would touch and challenge her audiences’ hearts,
souls and minds: with a cast of 2-3 actor-dancers or her entire Wuppertal
ensemble. With Bausch, as with all great artists, “form™ had been mastered so
as to touch upon and communicate profound, and sometimes affect matters of
the human heart and soul: love, despair, war and peace, passion and pain or
passion and laughter, childhood or young age. and discovery of the self. Her
stage reveals and shows what she and her ensemble have discovered about
themselves and about human beings through a perfect selection of music,
costumes, set and dancetheatre choreography: her pieces could not get anymore
honest and truthful in their depiction of human beings and their individual
and interpersonal bonds, nor could they get too emotional either: they were as
perfect as perfection could be on a theatre stage. With all this praise said, an
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additional truth about Bausch was that, unlike most great artists, she had the
blessing and quality of having humanity and made no reservation to show
and share it with her audience and the world in complete humility. The final
truth about Pina Bausch was that like the rest of us, she was not immortal:
she passed away on 30" of June, 2009 in Wuppertal, Germany, five days after
being diagnosed for cancer.

The first Bausch production I saw was Palermo, Palermo in Paris in 1991.
It was the first time that a theatrical production made me humble. Somehow
Bausch had managed to touch and strike every fiber, nerve, thought and
emotion that my body had as a human being. The thought and memory of
being involved in the theatre for over 30 years. and having Bausch’s stage
bring me to weep as a human being affirms that for the first time the miracle
of the spirit being alive and active between the stage and the audience could
be a reality. Since, I have rarely been able to find the same spiritual experience
on few other stages. Bausch was exceptional. She was not only exceptional as
an artist, but she also was exceptional as a person who had humanity written
all over her: looking at her as a human being, one could easily find and see
a person who had seen and internalized a great scope of human stories,
conditions and emotions: one cannot create out of emptiness and void and
Bausch certainly did not do that. She gave the world a great series of immense
gifts as she herself had experienced and seen a lot of humanity and human
stories at work before her. The richness, fullness and humanity of her work is,
and will be, the guarantee of her legacy for future generations to come. In an
interview held at BAM in 2004, in conjunction with her production of For the
Children of Yesterday, Today, and Tomorrew Bausch pointed out: “T always
try to speak about all of us, about what we feel, about our same language,
about our wishes, our hope, our desires, our fears, about love, about, yes,
being human - about how beautiful each person is, and about how [ragile each
person is. And I think all these together is what I have to say.”

Bausch was married to Dutch-born Rolf Borzik, a set and costume designer
who died of leukemia in 1980. In 1981 Ronald Kay became her life-long
companion and was the father of her son, Rolf. Among the honors awarded to
Bausch are the UK’s Laurence Olivier Award and Japan’s Kyoto Prize, while
in 2008 the city of Frankfurt-am-Main awarded her its prestigious Goethe
Prize. Despite her sudden death, Bausch’s legacy will remain in years and
ages to come: Thank-God!

UNSER THEATER MUSS DIE LUST AM ERKENNEN ERREGEN,
DEN SPASS AN DER VERANDERUNG DER WIRKLICHKEIT ORGA-
NISIEREN, UNSERE ZUSCHAUER MUSSEN NICHT NUR HOREN,
WIE MAN DEN GEFESSELTEN PROMETHEUS BEFREIT, SONDERN

AUCH SICH IN DIE LUST SCHULEN, IHN ZU BEFREIEN. ALL
DIE LUSTE UND SPASSE DER ERFINDER UND ENTDECKER, DIE
TRIUMPHGEFUHLE DER BEFREIER MUSSEN VON UNSEREM
THEATER GELEHRT WERDEN.

(SCHRIFTEN zUm THEATER, 127)
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einhold Grimm, founding member of

the International Brecht Society and co-
editor of the first ten volumes of the Brecht
Yearbook, died on March 5, 2009, in Riverside,
California, from complications after a stroke.

Born on May 5, 1931. in Nuremberg,
Germany, Grimm studied German literature at
the University of Erlangen, during which time
he was also a Fulbright fellow at the University
of Boulder. At the youthful age of twenty-five,
he earned his Dr. phil. summa cum laude from
the University of Erlangen with a dissertation
on Gottfried Benn. After teaching for a decade at the universities of Erlangen
and Frankfurt, he emigrated to the United States, first as a visiting professor
at Columbia University (New York City), and in 1967 he as the Alexander
— Hohlfeld Professor of German at the University of
| Wisconsin in Madison. In 1980 he was awarded the
prestigious Vilas Research Professorship of German
and Comparative Literature at the UW-Madison.
Reinhold Grimm received various prizes and
awards, including a Guggenheim Fellowship (1969/70), an honorary doctorate
from Georgetown University (1988), and the Hilldale Career Award of the
University of Wisconsin (1988). He was a member of the International P.E.N.
Club, he also served as the national president of the American Association of
Teachers of German (1974/75), and as president of the International Brecht
Society (1980). In 1990 he accepted a Distinguished Professorship at the
University of California in Riverside, where he taught until his retirement in
2003. He was also visiting professor at New York University and the University
of Virginia, and he traveled on lecture tours worldwide (Turkey, Nigeria, South
Africa, Australia, and throughout Europe).

His fields of research, teaching, publishing, and editing were German and
comparative literature from the eighteenth to the twenty-first centuries and
translations into German and English. He published fifteen monographs,
edited ten volumes, co-edited thirty-five more, and published over 200 articles
and essays. His books and articles were translated into many languages, and his
essays appeared in prominent journals and newspapers, among them his regular
contribution to Marcel Reich-Ranicki’s “Frankfurter Anthologie.” a series of
interpretations of modern poetry in the Frankfurter Allgemeine Zeitung. His
talent for languages and his love of poetry led him over the years to translate
and interpret modern poetry., and he published widely on Gottfried Benn, Hans
Magnus Enzensberger, Giinter Kunert, Felix Pollak, and others.

Reinhold Grimm made his name as one of the early Brecht scholars in West
Germany with books like Bertolt Brecht: Die Struktur seines Werkes (1959,
6th edition 1971, Spanish edition 2008), Bertolt Brecht und die Weltliteratur
(1961), and Bertolt Brecht (Metzler 1961, 3rd edition 1971). He published
monographs on authors such as Benn (1958/62), Biichner (1985), Nietzsche
(1979), Rilke (1981). Enzensberger (1984). and Felix Pollak (2002). He was
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interested in genre theory and edited handbooks on Episches Theater (1966,
3ed edition 1972), Zur Lyrik-Diskussion (1966/74), Deutsche Romantheorie
(1968/74), and Deutsche Dramentheorie (1972/1980). He contributed
substantially to the theory discussions of the 1970s (Methodenfragen der
deutschen Literaturwissenschaft, with Jost Hermand, 1973), and there is
hardly a topic in modern literature on which he did not publish.

With Jost Hermand he established the annual Wisconsin Workshop in 1969,
and together they published 25 volumes of its proceedings on topics such as
Die Klassik-Legende (1971), Exil und innere Emigration (1972) Popularitit
und Trivialitdt (1974), Realismustheorien (1975), Blacks in German Culture
(1986), Our Faust (1987). and many more, which noticeably influenced the
direction of German Studies in the United States. Between 1970 and 1980
they also published Basis, a journal for contemporary German literature, and
the Brecht Jahrbuch.

As a colleague he was reliable and cooperative, as a teacher he was superb
(as many of his students can confirm), and as a friend he was compassionate
and supportive. He will be missed by his former colleagues, students, and
friends. Reinhold Grimm is survived by his wife, Anneliese, his daughter,
Sabine Goldberg, his son-in-law Gary Goldberg, and his two grandsons,
Daniel and Matthew, all of Riverside, California.

. 1924-2000

© Brecht / Gill

Th:s isa place to come to. To have come to
and to leave or not to leave anymore.

ith these lines Stefan Brecht, Berlin-

born son of Bertolt Brecht and Helene
Weigel, began “Why Miami,” about a city
he’d come to that year, 1957, as an Instructor
in Philosophy at the University of Miami;
a city he’d soon leave
for Paris, for Hegel and RENA GILL
Marx, the dialectic, at the
Ecole Pratique des Hautes Etudes. Never
submitted for publication, “Why Miami”
is an occasionally lyrical, acutely critical,
highly personal description and reflection
on a city: its streets, buildings, people,
geography, history, dreams, desolations, its changing situation in a changing
world, what it all means. It clearly and sometimes exuberantly delights in
language. It is characteristic, in all these ways. of the later writings in which
and through which, Stefan ultimately found his place and his lifework in the
city of New York.

It’s the first piece of Stefan’s writing I know of in English.
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A good long distance runner and quick learner of English, he’d arrived in
the USA in California with his family in 1941 to finish a last year of high
school - having come there from school in the countryside of Finland. school in
Stockholm before that, and before that an island off Denmark, and ultimately
before that having left Berlin with his family in 1933 at the age of eight.

Stefan stayed at his family’s house in Santa Monica and studied chemistry at
UCLA until he was drafted (an entry in the Diaries of Christopher Isherwood,
Sept. 24, 1944, has a colorful story of a sending-off party the night before his
induction). The Army sent him to the University of Chicago to learn Japanese
and Chinese; however, because of migraines, Stefan received a medical
discharge. He finished UCLA with a degree in philosophy. The following
year, 1947, while Stefan was at Harvard courtesy of the GI bill, Bertolt Brecht
was interrogated by HUAC. Stefan’s entire family left the USA as rapidly as
possible.

Stefan stayed. He finished his M.A. in 1948 with a thesis on Hegel, written
in German. While writing his doctoral dissertation, also on Hegel, he traveled:
to Andalusia, Provence, and especially Paris - often with his first great love,
a New Orleans Cajun and student of Proust. He visited Berlin, he hitchhiked
from Hoboken to Venice Beach or San Francisco.

While completing a doctoral thesis — said in 1959 to be the longest ever
accepted at Harvard (a friend recalled helping deliver it in a wheelbarrow) — he
met Mary McDonough in South Boston. Attractive and talented, she stayed
with him in Miami, a city he revisited, and in Paris where she learned costume
design while he studied with Alexandre Koyré and Auguste Cornu at the Ecole
Pratique. They had two children there, in 1961 and 1963; they married and
decided to live in the USA.

Stefan brought them to New York where Warhol, John Cage, minimalists
and other OP artists were pushing past Pollock and de Kooning, where Merce
Cunningham was dancing, where “happenings™ were beginning, where Susan
Sontag was contending with Against Interpretation, including “Notes on
Camp.” Housing was cheap, thanks to Black Power and white flight; the young
Brechts arrived near the time of the Harlem riots.

Marx and Hegel were no less integral than before to Stefan’s way of seeing
or sense of purpose, but here was the city to match his powers of observation.
Peace and civil rights marches carried theatre to the streets, while the Living
Theatre, Bread and Puppet, Jack Smith, van Itallie, the Ridiculous Theater,
Sun Ra’s Arkestra, and LeRoi Jones played in the many small corners of the
downtown scene at night.

He was witnessing what he considered a radical break, the emergence of
culturally revolutionary art radically new, and not derivative of Europe. He
knew this “florescence™ couldn’t last. In 1967 he began “writing up” notes
he’d taken at a performance or rehearsal the night before; and by 1968 he’d
joined the cast of the Ridiculous Theatrical Company’s Whores of Babylon. He
wanted to give later readers a sense of what was taking place, through writing
in detail and sometimes in language characteristic of the subject, writing from
on-the-spot notes, sometimes from observing while performing with them.

Richard Schechner was the first to publish Stefan’s writing, an analytical
piece on “The Theatre of the Ridiculous™ in TDR (The Drama Review).
Evergreen picked up his brief note on Sun Ra. TDR continued with articles
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on Grotowski., LeRoi Jones’ S/ave Ship and Bread and Puppet. A description
of Robert Wilson’s Deafinan’s Glance appeared in NY and Paris: also in
Paris, a description of Richard Foreman’s Vertical Mobility; and in Rome,
Stefan’s Nuovo Teatro Americano, 1968-1973 carried play descriptions and
commentary on The Living Theatre, The Open Theatre, and Schechner’s
Performance Group, among others.

As his understanding of what he was observing and writing about grew,
Stefan conceived of what was to become his major work: The Original
Theatre of the City of New York, From the Mid-Sixties to the Mid-Seventies.
Nine books were projected for the Original Theatre series: 1) Robert Wilson;
2) Queer Theatre; 3) Richard Foreman’s Diary Theatre: Theatre as Personal
Phenomenology of Mind; 4) Morality Plays: Peter Schumann’s Bread and
Puppet Theatre: 5) Theatre as Psychotherapy for Performers: a) Joseph
Chaikin’s Open Theatre / The Beck’s Living Theatre; b) Richard Schechner’s
Performance Group / Andre Gregory’s Manhattan Repertory Company / With
Notes on Grotowski and Andre Serban; 6) The 1970s Hermetic Theatre of
the Performing Director: Jared Bark, Stuart Sherman, John Zorn, Melvin
Andringa with appendices on Ann Wilson, Robert Whitman and Wilford
Leach: 7) Theatre as Collective Improvisation: The Mabou Mines: 8) Black
Theatre and Music with notes on the Duo Theatre and Melvin van Peebles; 9)
Dance: Merce Cunningham. Yvonne Rainer, Meredith Monk. Douglans Dunn
with a note on Ping Chong.

His research became increasingly exhaustive, his manuscripts extensive, and
only three books were completed: Queer Theatre and The Theatre of Visions:
Robert Wilson in 1978, and a two-volume Peter Schumann’s Bread and
Puppet Theatre in 1988. A manuscript exists for a book on Richard Foreman’s
Ontological-Hysteric Theatre and Methuen, publisher of the series, plans to
publish when it is edited. Notes remain for some of the others projected.

Remembering Stefan and his work, John Bell, former puppeteer with
Schumann, now a Fellow at MIT’s Center for Advanced Visual Studies and
Director of the Ballard Institute and Museum of Puppetry at the University of
Connecticut, writes:

I think that Stefan Brecht’s histories of New York City
avant-garde theater constitute a remarkable and invaluable
contribution to the study of twentieth-century culture.
Anyone in the coming centuries who wants to know what
the “original theatre of the City of New York™ (as Stefan
put it) was actually like will have to consult Brecht’s
trenchant and incisive writing. Brecht’s version of theater
and performance history was created outside of the
academy, and thus thankfully avoided the salient problems
of academic writing. Instead, Brecht approached his work
from all directions: as a cultural philosopher, as a totally
focused audience member, and as a performer and company
member who understood all the different paths that lead to
performance.

Brecht’s two-volume analysis of Peter Schumann’s Bread
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and Puppet Theater is unique not simply because no one
in western culture ever paid so much close attention to
puppet shows, but because Brecht’s careful attention to
performance, process. and Schumann’s thinking about his
work is done with as much focus and attention as Bread and
Puppet gives to its own work. Brecht notes, explains, and
analyzes the details of the early-60s milieu of the downtown
New York performance scene, and the ways Schumann and
his colleagues created their work within it, but he also is in
a position to deeply understand the nature of Schumann’s
traumatic experience of World War I, and what that means
to his work, as well as the importance of the romantic poet
Friedrich Hélderlin to Schumann’s dramaturgical and visual
language.

This rare ability to understand theater both as a viewer and
a performer also informs Brecht’s stunning accounts of Jack
Smith, Charles Ludlam and the other creators of what Brecht
termed “queer theatre™ (one of the very first articulations of
the queer aesthetic); as well as his attention to the work of
director Robert Wilson. Eschewing contemporary academia’s
passion for dueling with critical theory, Brecht is relentless in
recording and evoking with words what exactly transpires in
theater, and then in stepping back and articulating in a very
personal way (because after all, he was right there: onstage,
offstage, in the audience, and in the dressing rooms) what it
all meant to him - a philosopher and poet who understood
deeply what theater in the twentieth century could do.

Some readers and writers are put off by Brecht’s styles and
methods: his meticulously detailed observations, his deep
understanding and references to poetry and philosophical
writings - in short, the ways that his theater history writing
delves so deeply into its material. engaging it in a loving and
often combative embrace. It just isn’t normally done these
days. But Brecht felt his subject matter, the “underground
and radically non-literary™ director’s theater that emerged
in “the American renaissance of painting and dance in New
York City during the 1960s,” was worthy of the depth of
attention he could give it, and in fact he was right.
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Throughout his life, Stefan was a reader — of history, sociology, archaeology,
science, the occult, literature, comic books — and a ““casual™ writer of “poem-
like things.” Lawrence Ferlinghetti noticed his self-published 1976 collection
and a year later produced an edited Stefan Brecht/Poems for City Lights’ Pocket
Poet series. In correspondence Ferlinghetti noted. “His poems articulated an
ironic, conflicted urban consciousness almost as if he put into words the wood-
block drawings of Franz Mazareel™ and added, “He didn’t want any reference
to his father in our book blurb.” Poet Michael Heller recently wrote:
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I will miss Stefan Brecht. His work was filled with a beautiful
and moving intelligence. highly original in its seemingly self-
effacing form. As though to throw his readers off, he once
wrote “dictation spells me,” but every line of the work gleams
with his acute awareness and sensitivity, a humanity that both
comprehends and mysteriously celebrates.

Stefan’s poems appeared, through the next decade or so, in Exquisite
Corpse, Asylum, Confrontations, and Tyuonyi, among other journals, and
were anthologized. most notably in Best Poems of 1988 (Ed., John Ashbery).
In 1981 in the DDR there appeared Gedichte, a small collection of his German
poems. “Paradiso, Lines from a New Translation™ showed up in a Dante issue
of Studies in Medievalism, in 1983.

In 1985 he planned 8” Avenue Poems, making a xeroxed version showing
each poem superimposed onto photos he was taking of the pavements; he set
this aside. felt the poems needed more work. By the end of the decade, feeling
pressure of time, he no longer took the time to send poems for publication
although he continued to write them. Many remain unpublished.

During the 1980’s, following separation from Mary in about 1979, his
writing and a new relationship with clothing designer and performer Rena
Gill had come to be the center of his life. The frequent travels that continued
through the 1970°s gave way to more time at his typewriter: but not to a
steadier focus on editing the manuscripts that he had written for the next in his
series - the Foreman book. He made some major digressions.

He wrote a book about Goya’s 22-print set, “The Disparates™. Discussions
of each print, which comprise most of the book. are light and incisive and read
almost like conversation, including as they do the comments and arguments
of other writers. He wanted a collaborator to discuss composition; none
appeared, and the book remains on hold.

Somewhat as part of his consideration of the milieu of his subject Richard
Foreman, Stefan took up the idea of a “New American Art”, and wrote a
collection of essays under that title exploring, through considerations of
leading artists, his view that the “relative” reality of abstract expressionism
and minimalism broke with an “ontological dualism” of space and matter in
European art.

In reading Gertrude Stein as part of his research on Foreman’s influences,
Stefan found himself formulating a theory of how it was she came to
write in her elliptical Tender Buttons style. This, plus a discussion of the
interconnectedness of her work with that of Picasso. forms another book, one
which he was unable to finish because of the 2001 onset of an illness that
slowly took his life.

Despite this illness, a form of Parkinson’s which rendered him first unable
to organize and later unable even to speak, he was able to review his by now
much larger collection of 8" Avenue Poems, which were published in 2006.

The photographs he’d taken of the sidewalks came out that year separately
as 8" Avenue, the only published evidence of his active interest in the visual
arts. Stefan’s friend, poet Robert Nichols remarked that they “looked like
Australian aboriginal paintings, which though they look like abstracts are
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actually maps of physical and spiritual landscapes recognizable to someone in
that culture and locale.” Tim Maul, an artist and critic who lives in New York,
wrote of them:

For a two year period between 1985 and 1987, historian and
poet Stefan Brecht photographed the sidewalks, pavement,
and curbing along Eighth avenue from his home near 12"
St. to his office in the Chelsea Hotel on 23" St. As a set of
pictures they recall Sol Lewitt’s photographs of walls, Vito
Acconci’s early “street works” and Douglas Huebler’s studies
in temporality. Yet these black and white 35mm images are
neither diaristic conceptual art nor grimy reportage, defying
easy categorization.... Brecht’s keen powers of observation
combined with a fascination with archeology, the excavation
of secrets, is apparent in the forensic crime-scene clarity
of every exposure. Looking down through a lens, the
commonplace warps into the alien - I cannot open the pages
of this book without seeing a planet surface or ocean floor.
Aerial photography is also a strong influence, be it the ruins
of Berlin, the plains of Nazca, or dubious “crop circles™ in
the form of manhole covers. These surfaces, gain an almost
occult significance as if the city offered its palm to be read
by Brecht the prognosticator... Acting upon impulse, Stefan
Brecht left us an engrossing archive documenting one man’s
movement through a city in the space of pages, which is
what I believe poetry often does.

In a German obituary for Stefan, Holger Teschke said of 8" Avenue Poems:
“These are short, unsentimental poems on the outcasts and the forgotten in
New York. Insofar went Stefan Brecht in the footsteps of his father.” With
equal truth, Heller spoke of Stefan as “a flaneur of subtle penetrating insight™
and continued, “His city — New York City — his ‘poet’s estate,’ is bathed in “the
morning star’s ambiguous light.” in which every mote scintillates, throwing off
shards of sadness, beauty and hope.”

STEFAN’S POETRY & PHOTOGRAPHY
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Taught I way
these were the last days. Watch
the wheel; they said,
see-how the world iy o village;,
now davk & crumbling, rviding
ow ity upper rimi soon it will
twrny the wheel;, dv
man'sy world doww
dowwn thwough the dewk waters
of renewal
to-bring it back up again
quite otherwise:
abluted, kin to light,
puwre. “T saw it bu o
said wmy father, “I felt the
impulse;” said hiy wife: Hoving
believed thewy
I lost my faith: The vision
left me. “It may well tuwrn,” I
thou -
"butthe/world will come up

.” Nevertheless,
thw wovds had clung to-my
eyes; I saw
the village, dowk & crumbling; ever
ephemeral, perched onw THE WHEEL, wnworthy
of considevation, distasteful eveny
& I closed my eyes:

from Poems, City Lighty
1977

and one up by the door

to-the Allevton Hotel

in the doorway’s light

half a block from the corner,

at 4 e Mewmorial Day weekend;

a Sundavy.
2006

from 8th Avevnuie Poems, Spuyten Duyvil

Mawch '91

It's winter, though on some dayy it seems not s0: The war iy scourcely
finished but spirit quickly moves: aposter

foivly printed in black on white evokes the crimes committed, owrs.

from 8th-Averue Poems; Spuyten Dwyvil
2006
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Considerations. V.

The hevo seeks hinuelf, a transformation;

yet feaws; he’s the only one he is
What hay he? Only what he seeks to-shed.

But inthe crucible: will he remauw?

For God is thweat and evil
Yetummwhwwdwfh@commwofw
another: the hevo-dying ay at birth.

A life spent for a change of clothing

and at the end one iy at best and worst redressed.
Or caught at the annihilation

with one airn in o sleeve

the jacket noway better than the one one struggled out of.

from Tywonyi; 1988, issue 4

languages, any language seemed to- me
so-treacherowy a code; every word

an alien vibration, world in itself;
about several nuclei indefinable,
that my phrases,
uttered in an accesy of nuscular euphoria,
would instantly flont away, silver
shivers receding
into-the seaw of air, their meaning all but
wseizable, nowise
anything
I might mean;
so-that I have been reduced
to-an essential nuideness,
emptymindedly watching
my sentencey
bubdle awey.
from Poems; City Lighty 1977

Self-tought

When I dug down

through the tuwf of his fuce

I found atopsoil thicker & blacker

thawn I had expected

& fudl of junk, cokebottles; a bicycle frame; old
shoeleather, even

the giant iron hoopy off old wagon wheels;
no-longer theve; but

soon hit groundwater, wheveupon

ahnostmwad&ately I caume upow

ﬂw/self -saumne sea,

the sea-green sea,

& slipped away in sheathy of colov endlessly.

from Poewmy; City Lighty 1977
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2009 2010 NEWS, HEADLINES, AND DANGEROUS IDBAS

Tue Vore Is IN! HERE ARE THE IBS Orricers For THE TErm, 2010 - 2012:

President: Hans-Thiess Lehmann

Vice - President: Guenther Heep

Secretary / Treasurer: Paula Hanssen

CIBS: Norman Roessler

BY Editor (appointed): Friedemann Weidauer

- CiBs
WHAT’S IN YOUR BRECHT LIBRARY?

Norm Roessler reports that he has submitted several new requests for the
Brecht Collection at the Temple University Library. The first request was for
a number of English-language adaptations / translations, seeking to complete
and update the volumes in translation. “We have a mixture of the two series that
more or less comprise the “Collected Works™ - Willett/Manheim and Bentley.
Together with single texts from assorted authors such as Desmond Vesey. H.R.
Hays, and David Hare, the TU Library has more or less every title possible in
one translation or another,” stated Roessler, “But there are gaps. A scholar or
layperson should be able to go to the Brecht Collection and find every transla-
tion in proper order. But the Temple stacks are chaotic due to missing texts,
old texts, etc...”

So, the first thing to do according to Roessler was to update and complete the
two main series - Willett/Mannheim and Bentley. Temple had most of the Wil-
lett/Manheim editions but they were old, hardbound editions that were falling
apart. “The AC Black / Methuen series under the editorship of Tom Kuhn are
convenient paperback versions that color code with the BFA, so we ordered
all new copies,” said Roessler. The same was done with the Bentley adapta-
tions. Roessler also made sure to request the Tabori translations (U7, Brecht on
Brechr) even though they only exist in playscript format from Samuel French.

According to Roessler, future requests will focus on the multimedia aspect of
the Brecht Collection: video, audio, visual art: “There are filmed productions,
documentaries, etc... out there and we just don’t have them, or we have them
but not in a centralized location. We need to procure them and move toward
some kind of digital multimedia library.” Additionally, the issue of “culling
the collection™ will need to be addressed: “What do you do with the old texts,
especially when you have a few volumes from the Gesammelte Werke (1967)
or a Collected Works edition from the 1950s? Should they stay in the stacks or
should they be removed and provided with safe haven? Are they still useful in
a practical way or are they of antiquarian value?”

The larger issue, according to Roessler, is survival: “Brecht scholars, Ger-
manists, etc... need to actively manage their respective collections in order to
insure that these collections, and by extension disciplines. don’t disappear.”

- CiBs
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BRECHT’S SAINT JOAN OF THE SLAUGHTERHOUSES IN LOS ANGELES

Los Angeles maintained its reputation as a Brecht city during 2008/2009
with three productions: 4 Man’s @ Man at the Odyssey Theatre. Herr
Puntila und sein Knecht Matti (in German at UCLA), and Saint Joan of the
Slaughterhouses at the Pacific Resident Theatre. As indicated by the title, the
production staged by Michael Rothhaar at the Pacific Resident Theatre. used
a new translation by Peter Mellencamp that makes the parallels between the
play and the current financial crisis more obvious than the stilted language
of the parodies of Schiller’s and Goethe’s blank verse dramas of the original
text. “Brecht’s satire still resonates,” as the Los Angeles Times observed in its
review of July 3. 2009, and the new translation is the proof of that statement.
The newspaper rated the production among its Critics’ Choices: “Cynical to
the max and a must-see for any questioning capitalist™ (July 5, 2009).

On the tiny stage of the Pacific Resident Theatre Dalia Vosylius played Joan
Dark with great passion, while Andrew Parks showed the requisite cynicism
and tearful sentimentalism of the Chicago meat-packing tycoon Pierpoint
Mauler. The cast of the working-class poor seemed to be drafted from the
homeless in Los Angeles. The stockyard bosses were shown as cartoon
figures of the 1920s. One of them, Cridle, was rendered as a woman (played
by Robin Becker). but that change was not an improvement.

In the meantime, reality has caught up with the characters of the business
world and the financial global crisis has inspired new interest in Brecht’s
Saint Joan of the Slaughterhouses. as can be witnessed by recent productions
in Europe. Spectators in Germany found the background of poverty and Hartz
IV well explained in Brecht’s play (www.Deutschland-debatte.de/2007/08/27
[July 8, 2009]). The Los Angeles audience found similar lessons in the play
and booed the message that the death of the anti-capitalist protagonist could be
manipulated to the advantage of the capitalist system. It should be required
viewing for financial reformists and CNBC blowhard alike,” concluded the
Los Angeles Times in its review of July 3. 2009.

- Ehrhard Bahr
Is BaArack OBaMA THE FIRsT BRECHTIAN PRESIDENT OF THE USA?

Since Toni Morrison famously gave Bill Clinton the moniker of “First
Black President of the USA,” the current President, and actual first African-
American President, finds himself looking for a branding which will insure
his claim to history. Why not the First Brechtian President?

Evidence for this stems from the liberal and conservative cognoscenti who
betray their Aristotelianism when they obliquely criticize Obama for being
“too analytic.,” or behaving in a *Spock-like manner” (the Obama-Spock
meme is quite strong on YouTube). One can practically hear the pining for
the good old days of “common sense,” “wisdom,” and “gut instinct.” Where
are those great Method Actors of the Presidency - Reagan, Clinton, Bush 11
- who felt our pain and with whom we could identify with? Maybe Angela
Merkel can move into this realm with her “1989 Subtext™ as her guiding
emotional truth.
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Other evidence used to build the Brechtian Obama Case is the didactic gestus
which accompanies the Obamian performance moment. Obama is constantly
mediating the “Zeigefinger” in his public performances and pronouncements;
and at the same time, channeling a meta-discursive “Third-Person Pronoun™
quality in his attitude.

Perhaps the best evidence for “Barack the Brechtian™ is his masterful use
and unmasking of the “Empathy Card™ when he nominated Sonia Sotomayor
for the Supreme Court, citing her as a person who “demonstrates empathy and
intellectual fire.” The ensuing brouhaha in which Conservatives condemned
empathy as a basis for impartial justice and Liberals praised the “experience
of a wise Latina woman” as the foundation of a just society was the best
intellectual theater of the last thirty years.

Of course, there are those who believe Obama is just another in a line of
Aristotelian Method Actors who rule the world from their heart and make
decisions based on their emotional intelligence. We can only sit back and mull
the enigma and wait for: “Der Beweis des Pudding liegt im Essen.”

- K L. Ammerchen

Best BRECHT PERFORMANCE OF 2009? THE 11TH IsTANBUL BIENNIAL POWERED
BY BRECHT/WEILL’S “WovoN LEBT DER MENSCH™

The 11th Annuanl Istanbul Biennial ran from September 12 - November
8, 2009 in Istanbul, Turkey under the
title of Wovon lebt der Mensch?/ What

Keeps Mankind Alive?, the Brecht / llll!lmil LEBTIIE!I HE&EE,“EMH"W“U“

Weill song from Die Dreigroschenoper:
The Exhibition was organized by the
curatorial collective What? How? For
Whom? (WHW) comprised of four
women: Ivet Curlin, Ana Devi¢, Natasa
Ili¢ and Sabina Sabolovic. The collective
has been active since 1999 and is based
in Zagreb, Croatia. According to the
Biennial Press Release, the intent of
the Exhibition was not to “re-discover
Brecht” or “musealize him as a classic,”
but rather re-think art as a medium
between “social change™ and “aesthetic
gesture.”

In conjunction with the Exhibition,
both a Biennial Guide and Biennial T
Reader were published: and both texts [ME31.] HHI!KIIB ALIVE?
are invaluable resources for both those
who attended or did not attend the
exhibition. The title of the introductory-curatorial text is fully in line with the
pragmatic-aesthetic transparency of the event: “This Is the 11th International
Istanbul Biennial Curators™ Text.” Brecht is amply cited throughout the text.
affirming that the curators are not just drawing upon some “culinary” Brecht,
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but rather are deeply immersed in his ideas and praxis. Quoted are: famous
mottos (“The proof of the pudding lies in the eating.”), fragments from the
Arbeitsjournale, and excerpts from texts such as “Fiinf Schwierigkeiten beim
Schreiben der Wahrheit,” “Fragen eines lesenden Arbeiters,” dramatic works
such as Mutter Courage and Das Badener Lehrstiick des Einverstdndnis, and
various images of Brecht and Brecht productions. Also of note is the use of
Fredric Jameson’s Brecht and Method (1999) as well as reference to French
critic, Jaques Ranciér. Here's a taste of the collectives’ discursive style:

“What Keeps Mankind Alive?” seeks to rethink the biennial as a meta-
device with the potential to facilitate the renewal of critical thinking
by extracting thought from the immediate artistic and political context
where it takes place. (Biennial Reader, 96)

or:

Art can show that changes are not unworkable and socially baneful, that
the superiority of the rich is not the self-evident price to pay for freedom,
that the consensus governing us is a power machine from which escape
is vital and possible ... As such “What Keeps Mankind Alive?” as a
conceptual framework and simply as a question is indeed geared toward
political will formation. Since when is politically proactive exhibition-
making to be shunned as short-sighted and tendentious? Why is it
not seen as the appropriately forward-looking strategy in a world of
vacuous infotainment and the obscenely cynical spectacle of political
grandstanding? ( Biennial Reader, 98).

Both the guide and the reader provide sample images of the various works
presented at the exhibition and a website (www.iksv.org/bienal) exists where
the images can be viewed in full color. Perhaps some of the more noteworthy
artistic work at the Biennial: The Argentine Collective, Etcétera..., and its
work “Erroist Kabaret™; Jesse Jones’ filmic reworking, Mahagonny; Catisma
Belirtileri’s “Political Posters of Lebanon’s Civil War™; Sinisa Labrovi¢’s
“Postgraduate Education™; Darinka Pop-Miti¢’s “Pirate Jenny” (with an
excerpt in the Reader from Bob Dylan’s Chronicles describing his own
experience with the song in the early 1960s; and Yiiksel Arlan’s Retrospective
Exhibition of Paintings.

The Biennial might just be the best Brecht production of 2009, and the fact
that CIBS missed it suggests that the esteemed editor of the journal might
consider a new line of work!

- CiBs (in shame)

Grorzr Nicat So Romantisch!: Ew Symposium zum THEATER DER
WEeIMARER REPUBLIK 13. BIS 15, FEBRUAR 2009

Bis heute sind die 20er Jahre ein Faszinosum — in politischer und in
kiinstlerischer Hinsicht. Nachdem sich das Theater Augsburg in der letzten
Spielzeit mit dieser Epoche unter dem Motto Aufbruch, Umbruch, Neuanfang
auseinander gesetzt hat, wird das Thema in der aktuellen Spielzeit wieder
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aufgenommen, zugleich jedoch weitergefiihrt in Richtung 30er Jahre. Wie war
es moglich, dass die Weimarer Republik ihr Ende in der Nazidiktatur fand,
dass Demokratie in Totalitarismus, Avantgardismus in kiinstlerische Reaktion
umschlug? Und welche politischen und Kkiinstlerischen Konsequenzen
ergaben sich damals und ergeben sich heute daraus? Vier Autoren der Jahre
zwischen dem Ende des Ersten Weltkriegs und der ..Machtergreifung™ der
Nationalsozialisten sind derzeit im Spielplan vertreten: Bertolt Brecht mit Die
Kleinbiirgerhochzeit und Trommeln in der Nacht (beide 1919), Ferdinand
Bruckner mit Krankheit der Jugend (1925/1926) und Kurt Weill und Georg
Kaiser mit Der Silbersee (1932/1933). Zwei Tagen lang werden Autoren.
Regisseure, Wissenschaftler, Dramaturgen und Journalisten zur Situation des
Theaters in jenen Jahren und seiner Entwicklung vom Anfang bis zum Ende der
Weimarer Republik Stellung beziehen und dariiber diskutieren. Die historische
Situation wird dabei ebenso Thema sein wie Parallelen zur Gegenwart. Mit: Dr.
Jan Knopf. Leiter der Arbeitsstelle Bertolt Brecht an der Universitit Karlsruhe:
Dr. Helmut Koopmann, Emeritierter Professor der Germanistik, Universitiit
Augsburg: Anne Lenk, Regisseurin; Philipp Lohle, Dramatiker: Dr. Joachim
Lucchesi, Mitarbeiter an der Arbeitsstelle Bertolt Brecht an der Universitiit
Karlsruhe; Dr. Jiirgen Schebera, Germanist, Kurt Weill-Biograph.

- Joachim Lucchesi

METHUEN DRAMA ARE DELIGHTED TO ANNOUNCE THE FOLLOWING NEW TITLES IN
THEIR BRECHT PUBLISHING PROGRAMME:

The Craft of Theatre: Seminars and Discussions in Brechtian Theatre by
Ekkehard Schall: the autobiographical account by Brecht’s son-in-law, one
of German theatre’s great actors, of his life in the theatre and his work with
the Berliner Ensemble.

Mother Courage and Her Children, translated by Tony Kushner: currently
showing at the National Theatre in London, this translation by world famous
dramatist Tony Kushner is spirited, lively and contemporary.

The Caucasian Chalk Circle translated by Alistair Beaton: a new readable
translation of Brecht’s satirical masterpiece by award-winning writer Alistair
Beaton, published to coincide with the theatre premiere by world-renowned
company Shared Experience.

Fear and Misery of the Third Reich (Methuen Student Edition), edited by
Charlotte Ryland.

The Good Person of Szechwan (Methuen Student Edition), edited by Tom
Kuhn and Charlotte Ryland: the texts of the plays are accompanied by

extensive commentaries and study notes.

For more details on these publications, please visit www.methuendrama.com

- Tom Kuthn
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2009 BRECHTIAN ANNIVERSARY YEAR: SOCRATES
/ PLATO, GALILEO, DARWIN

The Brechtian Anniversary year of 2009 is com-
ing to an end and we have one last chance to
reflect on the Theatrical-Scientific Revolutions
from which Brecht derives his aesthetic-phil-
osophical DNA. 399 BCE marks the purported
death of Socrates canonized by Plato in the Pha-
edo. Do we have any greater example of a the-
ater for a scientific age, or a main character as a
philosopher-actor? 1609 CE marks the moment
when Galileo “invents™ the telescope by plagia-
rizing a Dutch model (Brecht before Brecht!)
and then takes the revolutionary step of turning
it to the sky. And within no time the geocentric
universe and its emotional common sense is ren-
dered into the dustbin of history. 1859 CE marks
the publication of Darwin’s Origin of Species, the
second Scientific Revolution. and human mega-
lomania and its prophet of “gut instinct” takes
another blow. So, we salute the passing of a year
that reminds us of Brechtian discourse.

- CiBs

SPEAKING OF GALILEO: CONNECTICUT REPERTORY
THEATER PRESENTS LIFE OF GALILEO, DECEMBER
3-12, 2009

Directed by Gary English with the help of dra-
maturge, Dassia Posner (See her review of Un-
derground Railway Theatre’s Galileo later in this
volume and listen to her audio interview with
URT’s Artistic Director, Debra Wise) this pro-
duction occurred too late for CIBS to include a
review in the present volume. But, as a substitute,
here are Dassia’s Posner Dramaturge Notes:

Galileo’s daughter never had a fiancé; she was
a nun. Andrea Sarti did not smuggle the Dis-
corsi out of Italy. Galileo’s contemporaries were
not even especially concerned that humankind
would suddenly be removed from the center of
the universe. Brecht’s play is full of dates and
citations from historical documents that give the
air of accuracy, while much of its content is a se-
lectively fictionalized account of Galileo’s life.
Why. then, is this play called Galileo?
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While some histo-
rians and scientists G/ Lo
remain outraged by
Brecht's seemingly in-
solent distortion of the
facts of Galileo’s life,
the playwright viewed
the life of such a hero
as rich fodder for the
kind of altering we all
engage in when we
recount  mythology.
Would viewers be as
upset if we told the
story of the three little
wolves and the b]g bad i how discussion: T he Pas 3
plg. or of Medea and iet 5. Jorgensen T heatre, December 1
Jason calmly resolving
their issues in therapy?
Treating the history of
a universal hero as
mythology made it
possible for Brecht to
comment on his own

Discussions are free

times. The Life of Gal- a ks

For tickets to (ali

ileo. for Brecht, thus e

had little to do with gl ehe b

the life of Galileo. Tt
had much more to do
with the life and times
of Bertolt Brecht.

Even more enlight-
ening is the manner in
which Brecht consistently subverts the traditional notion of the hero in Gali-
leo. His Galileo is a complex, conflicted individual who is both pragmatic and
aware of his betrayal of the people whom science is supposed to benefit. This
Galileo finds himself placed by Brecht at the center of an argument over the
responsibility of the scientist not only to seek truth, but also to use that truth
for the benefit of humanity. It is no accident that most of the people Galileo
surrounds himself with in this version come from humble origins. This Galileo
is not a feeble victim of those who would repress truth, but is much worse: he
is one who knows the truth and still does not speak it.

Galileo has been called the most Aristotelian of Brecht’s plays. Once again,
however, Brecht uses the classical structure of tragedy specifically in order to
subvert it. Galileo would seem to be a tragic hero, but beginning in the very
first scene, there is nothing noble in his opportunism. The play has a reversal,
but it takes place with Galileo offstage, while we see only Galileo’s followers
waiting with agonizing hope. Even when Andrea Sarti comes to see Galileo at
the end of the play. desperately seeking to forgive Galileo once he learns of
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his new book, the scientist refuses to allow Sarti to go out into the world with
continued illusions that there was anything heroic in his recantation. Accord-
ing to Brecht, the fact that our heroes have flaws is not the problem:; it is that
we put them on a pedestal to begin with.

Lastly, there are deliberate religious parallels between Galileo and his fol-
lowers and Jesus and his disciples. In fact, the primary function of Virginia
Galilei’s religious devotion is to play counterpoint to Andrea Sarti’s similar
worship of Gali-
leo. Nowhere is
this more clear
than in Scene
Twelve, the re-
cantation scene,

during  which
f - Sarti’s scientific
catechism is re-
cited over Virgin-
ia’s Hail Marys.
This scene also
has  unmistak-
able echoes of
the three Marys
going to the
tomb of Christ,
only to be informed by an angel that he has risen from the dead. Galileo’s
three followers wait for a similar resurrection, hoping that Galileo will save
science through his martyrdom, but Brecht’s Galileo is no such Messiah. The
only voice akin to an angel’s is that of the town crier, proclaiming the text of
Galileo’s recantation.

This year marks the 400th anniversary of the astronomical discoveries Gali-
leo made with his telescope. It also marks the bicentennial of both Abraham
Lincoln’s and Charles Darwin’s births and 150 years since the publication
of Darwin’s On the Origin of Species. During this year, when we ponder the
contributions to society of so many great heroes, it could be that debunking
them gives us precisely the perspective we need in order to travel forward, re-
gardless of how and when we have to travel with “the truth under our coat.”

©CRT

- Dassia N. Posner

Uwkg Haus Brings Tae ResisTiBLE Rise oF ARTuro Ul BAck To REP/ PTTP
AT THE UNIVERSITY OF DELAWARE: APRIL 29 - May 13, 2010

Our favorite director, Uwe Haus, whose work has turned up in CIBS over the
last three decades (either from him or about him and his theater productions)
brings his famous Arruro Ui production back to the University of Delaware.
Ui in a skirt is something to see!

- CiBs
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Kaspar HAUSER, A FOUNDLING'S OPERA. WRITTEN BY
EvizaBer Swapos / EriIN COURTNEY. COMPOSED AND
DIRECTED BY ELIZABETH SwapOs. THE FLEA THEATER.
New York Crry / USA. 28 FEBrUuARY 2009,

row pit below the
level of the audi-
ence, is magnifi-
cent. Chiaroscuro

Kaspm' Hauser is an opera about
a “feral child” who turned up on
the streets of Nuremberg, Germany
in 1833: its music, focus on a world-
battered individual, cynical stream,
and terrific sensory overload takes us
right back to Brecht and Weill: think
Threepenny Opera.

At his first appearance among the
people of Nuremberg, Kaspar is
wobbly-legged because, according

lighting creates a
furtive  Brechtian
world of fickle fate. The actors. many
of the Bats, the Flea’s wonderful
young resident company, are beauti-
fully costumed and choreographed.
often caught strobe-like in moments
of grotesque expressions reminis-
cent of Bosch’s Christ Mocked in the
National Gallery, London. Behind
it, in front, all around - and loud - is

the percussive. mass-

to his account represented in
the opera’s stunningly choreo-

Y VONNE KORSHAK

sung, growing, Weill

graphed beginning, he grew up
in a dungeon. Awkward and with little
speech - he’s grown to teen age with-
out proper human contact - he seems
to them like an idiot. We see him sit-
ting autistic-like, repetitively rolling
his little horse back and forth. Quickly,
though, he achieves great fame as an
oddity and object of pity: much as in
Truffaut’s film, The Wild Child, about
a true feral child, a professor takes
him in to study and teach. aided by
a loving woman, here the professor’s
mother. Throughout, the opera
conceives this wide-eved beau-
tiful boy abruptly thrown into
the real world as an innocent,
somewhat Christ-like while
enemies are out to get him for
their own reasons. The gullible
crowd sways back and forth at
the slightest suggestion between
adoring him and persecuting
him, but he’s actually done in
by upper class forces that want
him out of the way (because he
might really be a child of noble
birth who was sent away to die
in infancy, etc.)

The  production,  placed
in something of a long nar-

beat. Only a few of the
singers have operatic
voices, but all sing well enough for the
small theater. further baffled by plac-
ing the five members of the orchestra
behind a curtain that spans the entire
stage. Often they sing en masse. One
would have liked an opportunity to
applaud the orchestra but they didn’t
come from behind the curtain to take
a bow.

Kaspar Hauser is about a victim,
in personality as well as fact, and the

© Ryan Jensen
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passivity of this central character is a
fundamental narrative weakness. Ev-
erything happens 7o him. The other
characters are all also oddly lacking
in volition. The doctor who takes him
in gets “tired”. The professor’s moth-
er tries to protect Kaspar but not hard
enough to achieve anything. His real
mother sings sadly but without abso-
lutely no thought of finding him. The
competitive “bad” mother behind the
Kaspar’s childhood abduction uses
somebody else to try to get the teen-
age Kaspar out of the way. Her agent
fails, and then seems unsure of what
he wants to achieve about the boy.
Here we really part from Brecht, and
his passionately motivated, deter-
mined character creations. Still and
all, for its outstanding production val-
ues, and its strong musical and theat-
rical heritage, this is quite a show.

MEeN Kampr. GEORGE TABORI.
DIRECTION: HERMANN BEIL. SET
Desion: KARL-ERNST HERMANN,
BERLINER ENSEMBLE. BERLIN/
BRD. 7 MarcH 2009.

Immer spielt ihr und scherzt? ihr miiBt! o
Freunde! mir geht dies

In die Seele, denn dies miissen
Verzweifelte nur.

Hélderlin, Die Scherzhaften

n einem Minnerwohnheim in der
Wiener Blutgasse leben und stre-
iten der arbeitslose. sich fiir Gott
haltende Koch Lobkowitz und der
erfolglose Bibelverkiaufer Schlomo

PERFORMANCE (BEYOND BRECHT)

Die Szene spielt im Jahr 1907 und
es betritt der junge Adolf Hitler das
Asyl, um vor seiner Aufnahmeprii-
fung an der Kunstakademie Quartier
zu beziehen. Herzl nimmt sich des
unbeholfenen Neuankommlings an,
lehrt ihn Benehmen und verhilft ihm
zu seinem Erkennungszeichen, dem
typischen . Hitlerbirtchen™. Hitler
leiht sich zur Priifung Herzls Man-
tel, vergisst jedoch, seine Hosen an-
zuziehen und rauscht durch die Prii-
fung: . Man sollte sogar verhindern,
dass Sie auch nur eine Kiichenwand
griin anstreichen!” Im Verlauf der
sich entspinnenden ambivalenten
Beziehung zwischen Hitler und
Herzl spannt dieser jenem die Gelie-
bte, das Gretchen, aus und ldsst zu,
dass der hinzugekommene Freund
Himmlischst das Huhn Mizzi, sein
Haustier, ein Geschenk Gretchens an
Herzl, schlachtet, brit und verspeist.
Am Ende erzwingt Hitler mit Gewalt
und unter der Mithilfe von sechs ,,Ti-
roler Bauerndeppen™ die Herausgabe
des Buchs von Herzl, da es fiir ihn
komprommitierend sein konnte, und
als er feststellt, dass es bis auf einen
einzigen Satz nichts enthilt, verlangt
er die Erziihlung der Geschichte des
Buchs.

In Taboris Stiick ist jeder Satz,
jede Handlung als eine Metapher
auf Worte und Taten bei der Verfol-
gung und Ermordung der Juden du-
rch die Nationalsozialisten und ihre
Helfer in Deutschland und den be-
setzten Gebieten zu verstehen. Die
Pointe besteht in der Projektion der

spiiteren Ereignisse aufl

Herzl. Herzl fiihlt sich
als Literat und arbeitet

CHRISTIAN GEDSCHOLD

ihre Vorgeschichte: Wir
— erkennen die Ursache

an seiner Biografie, zu

der ein passender Titel noch gefun-
den werden muss: Schlomo und die
Detektive? Schlomeo und Julia?
Warten auf Schlomo? Nein, sie heil3t:
Mein Kampf.

der monstrosen Taten
in den gewohnlichen Biografien der
Akteure, in ihrer vorginglichen Ba-
nalitit. Uber diese .Banalitit des
Bosen”, wie Hannah Arendt sie
nannte, ist viel nachgedacht und ge-
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schrieben worden. die Tatsache einer
Banalisierung des Bosen — denn dies-
er scheint man zuzusehen — nimmt
einem allerdings im ersten Moment
den Atem.

Warum werden hier Witze tiber die
Shoah gemacht, mochte man fragen,
warum werden diese Witze hier im
BE auf der Biihne vorgefiihrt?

Tabori sagte in einem Interview:
“Die besten Witze kommen von den
Juden, und die. die nicht von Juden
stammen, sind einfach nicht komisch.
[...] Humor hat fiir mich also nichts
mit “Witze erzdhlen’ zu tun, also das
Ironische, das die Deutschen so gut
beherrschen und mit Humor verwech-
seln. Humor ist ein Lebensweg und
hat sehr viel mit Toleranz zu tun. Er
ist relativierend, und natiirlich spielt
immer das ‘Prinzip Hoffnung’ eine
Rolle, er ist ein Uberlebensweg oder
Rettungsweg, manchmal ist er die
Heiterkeit der Verzweiflung. [...] Im
jiidischen Witz ist die Katastrophe
vertriiglicher, damit man sie ertragen
kann.”

Er zieht damit eine Grenze zwis-
chen denen, die iiber Humor verfii-
gen und denen. die keinen Humor in
seinem Sinn besitzen. Er bezieht sich
hierbei allerdings auf die Fihigkeit,
das Leben mit Witzen ertriglicher zu
machen und nicht etwa den Sinn fiir
Humor, der die Voraussetzung fiir das
Verstehen des Witzes und das Lachen
dariiber ist. Uber diesen Sensus nach-
zudenken und die Differenz zur Ironie
zu erforschen muss es uns gehen, man-
gelt es uns doch nach Taboris Ansicht
als deutschem Publikum zumindest an
Humor im zuerst genannten Sinn.

Wie also kann also ein deutscher
Dramaturg. ein Theatermacher dem
Wort nach und dazu noch einer der
kltigsten und erfahrensten, einen Text
auf die Biihne bringen, der mit nich-
ts operiert, als dem Witz. iiber den
Deutsche per se nicht verfiigen? Und
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Monika Rittersha

weiter: Kann ein deutsches Publikum
den Witz als solchen annehmen und
verstehen und nicht etwa mit Ironie
verwechseln?

Als logisches Problem wire es in
etwa so losbar: Weil die Deutschen
keinen jiidischen Witz erzihlen kon-
nen, kénnte ein Stiick, das zum guten
Teil aus jiidischen Witzen besteht.
nicht von Deutschen gespielt, sondern
bestenfalls zitiert werden. Nur dort,
wo ein Nichts an Theater entstiinde,
kdnnte also von einer gelungenen In-
szenierung gesprochen werden, und
das ist auch ein Gefiihl, das sich nach
drei langen Stunden im BE einstellt:
Es wird um ein leeres Zentrum herum
gespielt und immer, wenn versehen-
tlich ein ..Witz™ - ja in welchem Sinn
denn nun? - gestreift wird, erschreck-
en alle und schimen sich ein bisschen.
Wie gesagt, ein Gefiihl. Ein anderes
stellt sich gewissermalen mit Ver-
zogerung ein und das ist das Gefiihl
grolen Respekts vor den Akteuren,
die es verstanden haben, nur selten in
die bereitstehenden Witz- beziehun-
gsweise lroniefallen zu tappen. Was
anfiinglich als Unentschlossenheit
des Regisseurs und Hilflosigkeit der
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Schauspieler heriiberkommt, ist die
konsequente Markierung und Ach-
tung einer uniiberwindlichen Grenze
zu diesem Zentrum. Hinter ihr liegt
das Niemandsland fiir diejenigen, die
nicht iiber die Erfahrung des Schmer-
zes und den jiidischen Witz verfiigen.
Die kiinstlerische Spannung entsteht
einerseits durch den Respekt vor der
Grenze und andererseits durch den
Verweis auf die Moglichkeit, die
hinter ihr liegt, ndmlich die Katastro-
phe ertriiglich zu machen

Tabori hat uns zu seinen Lebzeiten
immer wieder an die Hand genom-
men und an seinem Witz teilhaben
lassen. Dank ihm durften wir, denen
das Leben nicht zur Katastrophe
wurde. diese Grenze fiir Momente
tiberschreiten, ohne sie dabei zu
vergessen. Hermann Beil schafft es
mit seinem Ensemble, uns iiber die
Grenze blicken zu lassen und ist
dabei klug genug, die Grenziiber-
schreitung nicht zu versuchen, Tabori
ernst zu nehmen, ohne ihn ersetzen
zu wollen. Immer dort, wo dies ge-
lingt, erscheint das Spiel leicht, fast
unentschlossen; wo es misslingt, was
selten der Fall ist, wird es derb und
direkt. Karl Ernst Hermanns Biih-
nenbild erzeugt, wie so viele seiner
Bilder, den Eindruck, dass es hinter
der Biihne noch weitergeht. Das Un-

heil beginnt gewissermalien im Off

und wer auf der Biihne ist, bleibt zu-
mindest fiir den Moment am Leben.

Was aber hat dies mit der Frage
nach dem Sensus zu tun? Nun, die
Auffithrung wird zum Gewinn, weil
sie uns das ,.Dahinter” spiiren ldsst
und unseren Sinn fiir Humor fordert,
weil sie die Moglichkeit einer Rela-
tivierung zeigt, ohne selbst zu rela-
tivieren.

PERFORMANCE (BEYOND BRECHT)

RUlNED. LYNN NOTTAGE,
DIRECTION: KATE WHORISKES
MANHATTAN THEATER CLUB. &
33 VARIATIONS. Wmm

DRECTED By MOISES KA

Lynn Nottage’s Ruined and Moisés
Kaufman’s 33 Variations are two
plays giving Broadway audiences
contemporary perceptions of mother-
hood and maternal responsibility. Ru-
ined, which has been awarded a Pulit-
zer Prize, seeks to bring the entangled
postcolonial brutality of a central Af-

: D;mj'z CALBWELL '

rican rainforest to the urban/urbane

jungle, while 33 Variations transports

its New York audience from Ameri-
can academia and family life to Eu-
rope in and the early 19" century. My
reflections on these performances,
which I attended at the Manhattan
Theatre Club and the Eugene O’ Neill
Theatre, respectively., in March 2009,
offer some insights into the ways in
which Brecht’s legacy is surfacing in
new American theater.

Only Ruined openly claims a
Brechtian connection. Its lead char-
acter Mama Nadi, performed in
this production by Saidah Arrika
Ekulona, was inspired by Brecht’s
Mother Courage. She operates a
comfort station for guerillas and sol-
diers of various loyalties in the war
torn Democratic Republic of the
Congo, a shifting African political
terrain doubtlessly just as volatile as
Brecht’s scenario of the Thirty Years
War. Mama Nadi is both the protector
and exploiter of the young women in
her charge. Her relationship with her
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merchandise supplier and sometime
suitor, Christian, is alternately stormy
and tender. She mollifies Christian’s
sensitivity to the hard bargains she
drives by serving strategic bottles
of orange Fanta on the house, while
Christian lubricates the relationship
with chocolates and poetry.

Their material, emotional, and
physical desires sometimes tip dan-
gerously toward self-destructive in-
dulgence. Christian’s penchant for
orange soda conceals a weakness for
hard drink. Mama Nadi’s proud con-
frontations with gun-toting customers
and her hunger for profit put her and
her girls at constant risk. Eventually
their commerce culminates in a hu-
man transaction, as Christian success-
fully relinquishes his battered niece
Sophie to Mama Nadi's entrepreneur-
ial embrace.

Sophie joins Salima and Josephine
in Mama Nadi’s bar and brothel,
where the clever newcomer promptly
begins skimming money from Ma-
ma’s revenue in order to save up for a
medical procedure that can correct the
bodily damage inflicted upon her from
repeated rapes. (Sophie is “ruined.”)
Salima has a similar story. sacrificed
to the abusive neglect of her husband,
a soldier who lurks in the jungle near
the brothel, unwilling to accept his
wife’s declaration of independence:
“You will not fight your battles on my
body any more!” Josephine, a charac-
ter reminiscent of Natella Abaschwili
in Brecht’s other great study of moth-
erhood, The Caucasian Chalk Circle,
does not share the principled defiance
of her “sisters™ but is no less a protégé
of Mama Nadi in her determination to
exploit a hegemonic male economy
to her advantage. Josephine eagerly
offers herself to an aging European
businessman, Mr. Harari, envisioning
herself being happily married to the
commodities broker, but even more
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happily to his commodities.

Mama Nadi’s ample bosom is the
repository of cash retrieved from all
manner of threatening male custom-
ers who represent different sides of
the civil war, the soldiers” roles inter-
changeably played by the same actors.
In contemporary central Africa the
sustenance of motherhood normally
associated with maternal breasts is
transformed to financial transaction.
“Mama”™ is a title that designates not
just a maternal role. rather also the
material means to sustain that func-
tion. The interdependence of mother-
hood and money, the prerequisite of
physical sustenance for moral actions,
are conditions that Brecht understood
would not be limited to his lifetime.

Playwright Lynn Nottage and direc-
tor Kate Whoriskey are as conspicu-
ously aware of Brechtian theatrical te-
nets as they are determined to eschew
them at crucial points in the play. The
jungle of tree trunks comprising the
set effectively merges with the thicket
of the backstage mechanical appara-
tus, blurring the boundary between
the reality of the theater and the con-
structed reality of its setting. On the
other hand, Nottage’s production also
resorts to classically narrative and
often obvious metaphors, relying on
such props of dramatic theater as sul-
len birds in a cage, and a raw diamond
in Mama Nadi’s treasure box as re-
minders to the audience of the current
and potential condition of the women
trapped in a jungle of male violence.
Musical interludes of song and dance
evoke the Brechtian stage, even as
a concluding dance between Mama
Nadi and Christian steers the play into
a search for equilibrium through ro-
mance, a resource unknown to Moth-
er Courage and her suitor cook. It is
Mama Nadi’s secret wound, revealed
only at the end of the performance.
that makes the orbit of this play most
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elliptical to epic theater and its insis-
tence on transparency and provoca-
tion - functions that are undermined
by Nottage’s strategic concealments
from the audience.

Interestingly, the mother in Moisés
Kaufman’s 33 Variations is likewise
injured, though the nature of her
malady (Lou Gehrig’s disease) is re-
vealed early on. Like the ruination in
Nottage’s play, the debilitation of Dr.
Katherine Brandt’s body. though not
attributable to violence, has befallen
her due to forces beyond her control.
Brandt, played in this performance by
Jane Fonda, is a professor of music
history who has a strained relation-
ship with her directionless daughter
Clara. Clara’s ambivalence to goals
stands in contrast to her mother’s
driven determination to discover the
reason behind Beethoven’s fixation
on a theme by Anton Diabelli, a pre-
occupation of the composer that even-
tually produced a record thirty-three
known variations. Among the revela-
tions resulting from Dr. Brandt’s ar-
chival investigation of Beethoven’s
manuscripts is the discovery that
the composer was an obdurate soup-
swilling codger, not unlike Brecht’s
Galileo Galilei, his stained musical
scores revealing as much about his
dietary habits as his genius.

Both plays use the maternal wound
as a contact point for empathy, both
among characters and between audi-
ence and stage production. In the case
of 33 Variations, the diminishing life
span and deteriorating body of the
main character energize the narra-
tive in dramatic fashion with a sense
of urgency for the completion of Dr.
Brandt’s task. However, under Kauf-
man’s own direction this dramatic
trajectory is frustrated with a disjoint-
ed, non-chronological, and distinctly
Brechtian arrangement of scenes,
each standing independently of the
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other. Scenes are introduced with a
projection announcing the number of
a Beethoven variation, accompanied
by the Beethoven score as played by
Diane Walsh, who is seated as visibly
at a piano on stage right as might be
a musician at the Theater am Schiff-
bauerdamm.

Diabelli, Beethoven,and Beethoven’s
devoted assistant Anton Schindler
are also characters in the play, their
dialogue arching across centuries
and continents. Beethoven’s obses-
sion with Diabelli’s theme is as frus-
trating to his assistant Schindler as
Brandt’s musicological fixation is
to her daughter Clara, and Brandt’s
nervous disorder is as threatening as
is the composer’s encroaching deaf-
ness. The exploitative nature of the
mother-daughter relationship in Ru-
ined finds a parallel in 33 Variations,
as the mother seeks to live vicari-
ously through Clara and to ease the
pain of her failed relationships by or-
chestrating those of her daughter. The
tension between change and consis-
tency inherent to musical variations
on a theme forms a backdrop for what
Brandt and her daughter eventually
learn: how to excel at changing. As
in Ruined, the paths of these charac-
ters ultimately lead to the triumph of
harmony over dissonance. The equi-
librium they reach is a slippery rec-
ognition of the dynamic of time and
history, of the disappointing inability
to capture the past or effectively map
the future; but their common ground
emerges as a mutual willingness to
celebrate both the accomplishments
and limitations of that ambition.

Mama Nadi remarks at one point
in Ruined, =1 didn’t come as Mama
Nadi, I found her here.” Looking
at these two new plays through a
Brechtian lens reveals inconsisten-
cies with epic theater even as there
is a conscious indebtedness to it. As
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Mama Nadi’s remark attests, as Kath-
erine Brandt’s archival work reveals,
and as Brecht taught, it is possible
for individuals to learn, change, and
become. In this sense one might be
encouraged that Nottage departs from
the recommendations of a white 20"
century playwright or that apprecia-
tion of Beethoven’s mastery does not
become obeisance to it. However,
common to both plays, and to the
times since Mother Courage and Her
Children and since Kaufman’s far less
comfortable play about homophobia,
The Laramie Project, the healing ex-
perienced among Nottage’s and Kauf-
man’s characters in 2009 takes place
mainly within the boundaries of the
theater. The satistaction derived from
these two competent literary experi-
ences does little to bridge the distance
between Broadway and the Congo or
to ensure that the economy of con-
temporary motherhood will enable
the daughter to survive the jungle any
less wounded.

- LOS ESPIRITUS. A NEW
AR]DAD SVICH BASED -

DIRECTION: JOSE ZAYAS Music:
CARIDAD SVICﬁ CHOREOGRAPHY.-

he Repertorio Espafiol was found-

ed in 1968 with the intention of

bringing Spanish and Latin American

(BEYOND BRECHT)
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for economic reasons, and instead
produce work one show at a time.

Among the productions currently
playing at Repetorio Espatfiol is a the-
atrically compelling, if dramaturgical-
ly incomplete, adaptation of Isabel Al-
lende’s novel La casa de Los espiritis
(The House of Spirits, first published
1982). While there is nothing overtly
Brechtian about the production, CIBS
readers would appreciate Jose Zayas’
direction and the play’s attention to
political themes. In the latter instance,
the episodic narrative transcends a
linear use of time and place to tell the
story of a young woman (Alba) who is
being held as a political prisoner at the
hands of a corrupt, yet unnamed Latin
American government. The story
mixes Alba’s fantasies of her family’s
history with the chilling reality of be-
ing imprisoned and subjected to tor-
ture among other things, she is raped,
beaten, and electrocuted.

The family history is accessed by
Alba’s memories of her grandmother’s
(Clara) diary, and therein the so-called
“House of Spirits” consists of her
grandfather’s (Esteban) wealthy farm
and the sordid events that transpired
there two generations earlier. Esteban
is a callous womanizer who has built
his estate, Los Tres Marias, according
to the corrupt and oppressive capital-
ist system of the unnamed country’s
government. The irony of course is
that his granddaughter becomes a
Marxist rebel and ultimately is incar-
cerated for her activism. It is left to

theatre to New York
City. A repertory

PETER ZAZZALL
Crty UnivErsiTy ofF NEw YORK

Esteban to use his
government contacts

company in the rich-
est sense, the institution is comprised
of an ensemble of actors that perform
in multiple productions offered on
a rotating basis. As such. Repertorio
Espafiol is a rarity in the American
theatre given that most companies
have eschewed the repertory model

to gain her release,
which he does with the assistance of
a former high-end prostitute he used
to patronize.

While the story is interesting. it is
not without contrivance. Indeed. as
dramaturgically adapted it is diffi-
cult to reconcile how Esteban, who
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has suffered a remarkable fall from
power, can actually gain Alba’s
freedom. The fact that he relies on
a prostitute for assistance makes the
situation even less credible. The text
is beset with other implausible and
incomplete scenarios such as the
curse placed on Esteban by his sister
Ferula, the nature of Esteban’s loss of
agency, and the events of the Marxist
revolution, all of which are pertinent
to the narrative but are left underde-
veloped. Perhaps these shortcomings
can be attributed to the usual hazard
of adapting a novel into a play.

Michael Palma

Nonetheless, La Casa De Los Es-
piritus proves to be a worthwhile
theatre-going experience, mostly be-
cause of Zayas’ creative direction and
the convincing work of his cast. An
ensemble in the richest sense. Zayas’
actors move in and out of different
roles with ease and credibility. Ev-
ery moment is filled with a sense of
dramatic truth, thereby rendering this
flawed script as an intriguing narra-
tive. Nelson Landrieu’s Esteban is
particularly effective as he manages
to capture the role’s contradictoriness
- he is as dastardly as he can be em-
pathetic. Denise Quifiones” Alba and
Rosie Berridos® Ferula round out a
host of moving performances: twelve
actors play twenty-six parts through-
out the work. This accomplishment is
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undoubtedly the result of the compa-
ny’s repertory production model, and
as such, a reminder of how valuable
it is to work as an artistic collective,
much the way Brecht did with the
Berliner Ensemble.

Zayas’ direction blends a masterful
confluence of music, light, and video
projections to complement his stag-
ing. Whereas Brecht would rather the
elements of the mise en scene to be
foregrounded and distinct, Zayas uses
them to jointly accentuate the moods
and tones of the text. For example, the
play opens with Alba being tortured

upstage as faint images of a nonde-
script prisoner suffering a similar fate
are projected onto a scrim positioned
downstage. Simultaneously, Caridad
Svich’s music and Ricardo Busta-
mante’s lighting underscore the scene
with chilling precision. While the ad-
aptation of the novel may be lacking
in clarity, its direction is meticulous
to the point of offering a unique the-
atre experience. Repertorio Espafiol
is indeed a special part of the New
York City theatrical landscape.
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HYstIA BY TERRY JOHNSON
THEAIER PI—IILADELPHIA PA!
USA. 20 May 2009.

I CHOSE TO THINK
NOT FEEL

his line is Freud’s desperate plea

in defense of his most controver-
sial lifeworks in Terry Johnson’s mas-
terfully complex play Huvsteria that
opened at the Wilma Theater in Phila-
delphia on May 20 in its East Coast
premiere.

In the final moments of his life, Sig-
mund Freud must come face to face
with the negative implications of his
theories regarding the sexu-
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a tense confrontation between charac-
ters that leads to a dark revelation of
suffering in the young woman’s life.
The third and final act transforms the
set and the dialogue into a surrealist
collage of design and movement that
physically manifest Freud’s thought.
Each of the three acts stands alone in
style yet they seamlessly integrated in
a way that can aptly be compared to
the id, ego and superego of the human
psvche.

The dynamic Alvin Epstein who
plays the comical and conflicted cul-
tural icon, Sigmund Freud, in his dy-
ing days. is joined by Mary McCool
as Jessica is actually a composite
character of Freud’s female case stud-

ies. With them is Mervin

ality of his female case stud- | &
ies and legitimacy of Jewish

. S.D’Arpa
Tmm UNIVERSITY

Goldsmith in the part of
another composite charac-

faith. This trial of sorts is
held in Freud’s study. recreated piece
by piece in his London home from his
original study in Vienna. His accusers
are a mysterious young woman named
Jessica who can’t keep her clothes on
and Yahuda, his personal physician.
His defender is Salvador Dali, the fa-
mous Spanish artist who has made a
pilgrimage to the man he sees as the
patron saint of surrealist art, so that
he can request his personal opinion
of Dali’s latest painting. What sets
this play apart is that it raises ditficult
questions about how a culture assigns
values for truth and beauty and who
has the privileged authority to define
these values.

The first of the play’s three acts is
styled as an affectionate tribute to
British boulevard farce and there are
several allusions to this genre in the
script including a specific reference to
Rookery Nook which coincidentally
is being produced under the direction
of Terry Johnson in London while
Hysteria is playing here in Philadel-
phia. The second act transitions into

ter based partly on Freud’s
physician and partly on Abraham Ya-
huda, a Jewish scholar and friend to
Freud. Completing the four-hander is
Mathew Floyd Miller as the eccentric
Spaniard artist Salvador Dali a con-
temporary and admirer of Freud who
sought out the aging psychologist for
a critique of his work.

When Freud confesses that he “chose
to think, not feel™ it is in response to
Jessica’s demands that he explain a de-
cision to suppress an unpopular theory
that would have implicated many men
of Europe’s upper class in child abuse
and molestation. Freud explains that
presenting his case study findings in
this light would have undermined his
theory of childhood sexuality while
finding guilty many respected fathers
“not even excluding [his] own™.

But while Jessica fights to make cer-
tain ideas public, Yahuda insists that
he silence others. “It’s a bad time to
discourage men to believe in God™ ar-
gues Yahuda in one of many attempts
to dissuade Freud from publishing his
last work. The discouragement is an
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allusion is to the highly controver-
sial book Moses and Monotheism
in which Freud applies his theories
of psychoanalysis on Old Testament
scripture and reinterprets the origins
of Moses and some aspects of Ju-
daism that he understands as being
based on feelings of shared guilt by
the followers who murdered Mo-
ses. The particularly “bad time™ that
Yahuda refers to is Kristallnacht on
which the play is set.

With these debates, the true identity
of Jessica is revealed and the audi-
ence, like Freud, will be pulled be-
tween whether to value thought over
feelings.

For the most part however, the mes-
sage of defining and defending truth
is not heavy handed since so many
slapstick gags cushion it. The alarm
and embarrassed confusion played
out in farcical style reminds us these
iconic characters were also very much
human. Some of these gags however
seem childishly gratuitous like when
the line “It’s not™ is a pun for the
presence of nasal mucous.

That’s not a major drawback, since
the absurdities lend themselves to the
ever-present psychoanalysis and sur-
realist art criticism woven naturally
into this meta-theatrical show. While
the play is certainly cerebral, it play-
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fully warns against taking its style
too seriously. Dali dismissingly lets
us in on the secret that “Surrealism is
impossible to understand”.

Epstein and McCool bring an ani-
mated courageousness to their per-
formance that must be deeply philo-
sophical one moment and zany the
next. The supporting actors Gold-
smith and Miller convincingly per-
sonify these opposing perspectives
with intellectual imperiousness and
riotous self-expression, respectively.
Still, there are times when you wish
these two characters had been written
with more depth and less two-dimen-
sionality.

“Have I caught what we are chas-
ing?”, asks Dali of Freud who has
finally agreed to critique the artist’s
latest piece Metamorphosis of Nar-

b Ccissus. Freud answers that he sees

only consciousness in Dali’s style
and that he can find more evidence
of unconscious desire in the land-
scapes and still-lives of the classical
painters. “You murder dreams.” says

. Freud. The audience will have to de-

cide for themselves whether Johnson
falls victim to the same blunder as
Dali or if he authentically depicts his
protagonist’s unconscious in the sur-
realism of the third act.

The surrealist playwright however,
in an advantage over the painter, has
built into the dialogue a defense in
anticipation of a criticism of con-
trived form. Should the mind-bend-
ing action that unfolds be found un-
duly cliché, they can be attributed to
his protagonist’s guilt and obsession,
his dementia, or to the effects of the
drugs his physician administers in his
assisted suicide. But Terry Johnson
does not hide behind these devices
and from the very first lines he chal-
lenges viewers to define their own
role in the play. He invites the audi-
ence to participate if they choose, if
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only by remaining silent: “The silence
is all yours; and it is more eloquent
than you can imagine.”

True to form, Freud forces his audi-
ence to explore their own reactions.
When the farce is successful the reac-
tion is laughter, but when the darker
side of humanity is revealed silence
may be an earful.

1

w1

raphy as he reaches out to embrace a
more global perspective. In a theat-
rical atmosphere that frequently opts
for the status quo and the predictable,
Kushner is one in a handful of voices
that continually surprises by raising
the level of intellect in the American
theatre. So, a world premiere of one
his plays is cause for enormous ex-
citement.

The Guthrie Theatre in

T}m INTELLI

ENT HOMOSEXUAL’S GUIDE
“APITALISM AND SocraLism witH A Key

TO SCRI?’YURES. By Tony KUSHNER.
Dmﬁcmn BY MICHAEL GREIF. GUTHRIE
THEATRE. MINNEAPOLIS, MI / USA. 15 May
'THROUGH 28 JUNE. REVIEWED: 13 JUNE 2009.

Minneapolis has devoted
a festival to celebrating
three works of this play-
wright (accompanied by
many lectures and discus-
sion sessions). The per-
formances include Tiny

bout twenty miles from Eastern

Michigan University where 1
teach, there is a small regional the-
atre company called The Purple Rose
Theatre created by the famous actor
Jeft Daniels. In addition to perform-
ing a mostly conservative repertoire,
this organization holds regular work-
shops and classes in acting, directing,
and playwriting for the theatre enthu-
siasts in the area. In one playwriting
workshop taught by Daniels himself,

Kushner (an evening of
one-acts). as well as Kushner’s only
musical to date, Caroline or Change.
But the centerpiece of the festival is
the world premiere of his new play:
The Intelligent Homosexual s Guide to
Capitalism and Socialism with a Key
to the Seriptures. The title is inspired
by two 19" century works written
by two powerful 19" century think-
ers: An Intelligent Woman's Guide to
Socialism and Capitalism by George
Bernard ~ Shaw

he advised students [
to “write about what
they know.” While this |

- Prrooz AGHSSA
EASTERN MICHIGAN UNIVERSITY

and Science and
Health with Key

advice is imminently

practical and seemingly logical, it
raises a question in my mind: exactly
what do they know?! What about the
curiosity that makes one reach out-
ward bevond one’s own immediate
surroundings as a necessary prerequi-
site to writing a play about “what we
know™ or “what we could potentially
know?”

Tony Kushner whose biographical
data is well known by now has con-
sistently demonstrated in his dramatic
and non-dramatic works his passion-
ate intellectual curiosity to examine
worlds that are anchored in that biog-

to Scriptures by
Mary Baker Eddy. Upon entering the
lobby of the beautiful Guthrie Theatre
one can immediately feel the sense of
occasion and the frisson of excitement
surrounding this event.

Breaking expectation, as Kushner
often does in his thematic and stylistic
choices. this play is a domestic drama
about the Marcantonio family who
has resided in Brooklyn for over a
century. The play opens in 2007 when
the imminent birth of a new baby and
the possible death of the family patri-
arch are the bookends for this domes-
tic drama that pays homage to the tra-
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ditions of O’Neill, Williams, Miller,
and even Chekhov whose Cherry
Orchard is referenced here. But the
major departure from all those play-
wrights is Kushner’s insistence on
the presence of history in a very sub-
stantive way. The history surround-
ing the characters in this play is not
merely a context or a background: it
is their center of gravitation and vi-
tal to their identities. These family
members’ relationship to history is
the cause of a strain of human of be-

havior that is their politics and their
psychology. The two are impossible
to separate. This is one of the ele-
ments in Kushner’s work that contin-
ues to bring vitality to his discourse:
characters whose psychology is de-
fined by their history and politics. In
the American theatre there has been
a laceration of human behavior from
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history/politics; however, in Kush-
ner’s worldview those two structures
are not only not isolated from each
other, they operate on one another in
a most life-affirming way.

Gus, the 75-year old father of the
family, a retired longshoreman, and
a sometime member of the commu-
nist party is contemplating suicide.
His goal is to take his life before the
housing bubble bursts so he can get
four million dollars for the sale of his
home and divide it up among his three

offspring (two sons and a daughter).
His capitalist urges to make a profit
are in conflict with his communist
history that his Brooklyn brownstone
represents. It has been his family’s
home for generations; in fact, he and
his sister Bennie (a former nun, and
Maoist) were born there. Gus wants
the money that the current peculiari-
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ties of the marketplace can offer him.
He fully knows that once this mo-
ment is past, the future will not be so
financially rewarding. He also knows
that he is literally selling his history
for a profit, and perhaps the only way
to deal with the pain that arises from
such conflict is the oblivion that death
will bring. In fact throughout the play
Gus claims that he is in early stages
of Alzheimer’s (a reference to Rea-
gan?) even though there is little proof
of it. This also is perhaps a metaphor

for that oblivion. Bennie who finds
out about her brother’s plans calls an
emergency family meeting.

So much of what is represented in
the American theatre is suburban and
exclusionary. Here Kushner intro-
duces us to a family with flaws much
like many other families. But this is
also a family that contains many vari-
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eties of identity and ways of negotia-
tion. The various characters represent
a broad spectrum of political beliefs,
sexual orientations/practices, educa-
tion, cultural. racial. generational, and
gender profiles. The play explores the
ideological transition from the 20th to
the 21* century and the painful confu-
sions that arise from this. In this world
the ideal and the real have been hor-
ribly alienated from one another. The
theory and the practice are no longer
aligned. While this may not be Kush-

© Michal

ner’s utopian vision of a family, it is
deeply human and recognizable. But
in its exhaustive representations of
diversity. this family stands as a new
paradigm for pluralism and in con-
trast with the reductive and exclusive
vision of “family values.” In its ex-
ploration of family dysfunctions The
Intelligent Homosexual harkens back
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to the tradition of family dramas of
the past but in its representation of di-
versity it has a wholly new vision of a
future that is currently central to our
political debate in this country.

Characteristic of Kushner’s works,
this play is about language, its den-
sity, its communicative power, and
its connection to history. He always
finds new ways of demanding of the
audiences to listen more actively. In
confrontation with a Kushner text, we
have to expand our notion of the infi-
nite possibilities of language and we
have to explore our own
strengths and limitations
in connection with lan-
guage. 1 remember viv-
idly when I saw Home-
bodv/Kabul (a Kushner
play about Afghanistan)
in New York shortly
after 9/11. There were
scenes between British
and Afghani characters
where one person spoke
English and the other
responded in a different
language. Being from
the Middle East (specifi-
cally Iran), I speak some
of those languages and consequently
I was privy to both sides of the con-
versation, which may not have been
the case for some others in the audi-
ence. At that moment in that theatre,
my particular history was allowing
me to have a different relationship
with the play than many of my fellow
audience members. That is the Kind
of pluralistic writing that Kushner
has introduced into the American the-
atre that gives it such profound global
dimensions.

The Intelligent Homosexual s Guide
continues such fresh experiments
with language. There are scenes
where the entire family is talking at
the same time. Far from being ran-

© Guthrie Theater
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dom cacophony, this seems to be a
careful strategy to make us listen dif-
ferently than what we are used to in
the theatre. The language here is at
times a complex polyphonic struc-
ture where sometimes a sentence or a
phrase comes through like a musical
theme and then it fades in to the maze
of other words. Sometimes a sen-
tence begins, is interrupted and finds
its completion later. This is very rem-
iniscent of Shostakovich’s sympho-
nies with their harmonic complexities
and dissonances, not to mention their
inseparable connec-
tion with history.

In the more con-

templative and
quieter third act,
there are scenes

that remind one
of operatic double
where two
scenes, each with
two actors, prog-
ress simultaneously

DE

TO THE S[: R IPTUR ES ?nd one conversa-

-TONY KUSHNER

ion in one scene
is constantly inter-
rupted by another
conversation in the
other scene. It is refreshing to go to
the theatre and be reminded of the
power of language, especially having
come through a presidential election
year. During the campaign, Obama
was criticized continuously (some-
times by some members of his own
party) for speeches that were deemed
as mere words and independent of
action. Kushner demonstrates that
words and actions are intertwined.
Powerful words can lead to power-
ful actions. President Obama’s recent
speech in Cairo demonstrated to me
as an Iranian-American how the use
of words can suggest a new model for
understanding old animosities and
possible new ways of communication
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where once doors were firmly closed.
The Intelligent Homosexual s Guide
to Capitalism and Socialism with a
Key to the Scriptures is in three acts
and it takes three and a half hours.
The first two acts have a faster pace
than the third one. Much like Angels
in America (and many other Kushner
plays) when the dramatic circum-
stances become too intense, invariably
a character says something humanely
funny to break the tension. Resem-
bling Brecht in that sense, Kushner’s
_ vision for dramatic writing is serious
and highly entertaining. The third
act is by comparison more somber.
Some viewer’s thought this upsets the
structural balance of the play. [, how-
ever, love the sometimes messiness
of Kushner’s plays. Under the direc-
tion of Michael Greif, the remark-
able ensemble of actors explored this
complex text as if each member knew
precisely his or her own place in the
harmonic and rhythmic scheme of this
complex symphony. Michael Cris-
tofer played a powerful and vulnerable
Gus without the slightest bit of cliché.
Kathleen Chalfant’s Bennie (Gus’ sis-
ter) was a superb characterization of
a woman with an enormously diverse
life experience who effortlessly tran-
scends the earth-bound conflicts of the
other characters without the slightest
sense of judgment toward them. Ste-
phen Spinella (Pill) and Linda Emond
(Empty) were the affecting gay and
lesbian brother and sister who were
continually coming to terms with
the grey areas of their lives as
connected to their relationships
(sexual and otherwise). There
is a character in the play, Eli
Wolcott (one of the only two
characters who is not a member
of the family), a young hustler
who is hired from time to time by
Pill (Stephen Spinella). Based on
several of his scenes and the cryptic
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finale of the play. I would think that
in future revisions he will have a more
defined role.

To act or direct a play written by
Kushner is a rigorous intellectual and
emotional exercise. The amount of re-
search that is required in order to be-
gin to scratch the surface of one of his
plays is exhaustive. This is a far cry
from the comfort food that sometimes
the American theatre has become. It is
therefore unreasonable to assume that
one can walk into a Kushner play (es-
pecially a new one that is not yet pub-
lished) and absorb the many layers of
complexity the first time. As audience
members and critics confronted with
The Intelligent Homosexual’s Guide
we have to accept that at this point we
are merely surmising. No doubt there
will be revisions and rewrites. But I

believe this is already an important
play for its representation of a new
zeitgeist while keeping an intense
gaze on the rubble of history.

" © Michal

CIBS 38 2009



56 PERFORMANCE (BEYOND BRECHT)

@G\ Hey You! YEA, You - THE CIBS READER!
). b= FuTurE REVOLUTIONARY! FUTURE TEN-
URED PROFESSOR, FUTURE CONSUMER
INDUSTRY PROFESSIONAL! INTERESTED
IN SOME PARAPHERNALIA? WOULD YOU
LIKE YOUR OWN CIBS COVER? PERHAPS
AN OFFPRINT OF YOUR ARTICLE WITH
A COVER DESIGNED BY YOURSELF? OR,
MAYBE OF YOURSELF! MAYBE YOU DON'1
LIKE THE COVER OF THE OFFICIAL CIBS.
NO PROBLEM! ORDER A DIFFERENT COVER
AND WRAP IT THE WAY YOU WANT. WANT
TO IMPRESS YOUR SIGNIFICANT OTHER?
GIVE HER / HIM [ IT THEIR VISAGE ON A
CiBS COVER. GUARANTEED ICE BREAKER!
OR., IF YOU PREFER A MORE CRITICAL
INTERVENTION, LIKE INSULTING YOUR
IN-LAWS, THEN PUT THEIR IMAGE ON
THE COVER WITH A SNARKY BRECHTIAN
MOTTO! OR, ARE YOU UP FOR TENURE OR
PROMOTION? THERE 1S NO BETTER WAY
TO SWAY YOUR COMMITTEE THAN BRIB-
ING THEM WITH SOME NIFTY BRECHTIAN
ART WORK. WE CAN PUT YOU IN TOUCH
WITH FULL-TIME TENURED PROFESSORS
AND EVEN UNIVERSITY PROFESSORS WHO
SWEAR BY OUR PRODUCT! ACT NOW!

ADELLNJ SFLL WO

COVERS ARE ALSO AVAILABLE AS POSTERS
(12 X 18, 18 X 24, 24 X 36) AND AS Busi-
NESS CARDS!

FUTURE FETISHIZATIONS INCLUDE:

Pop-up CIBS EFFECTS
MAD MAGAZINE TrRI-FOLD POSTERS
T-SuirTs

CIBS 38 2009



PERFORMANCE (BRECHT)

TreoDOR W. ADORNO / HANNS EISLER:
KomposiTION FUR DEN FiLM, MiIT EINEM NACHWORT
vON JoHANNES C. GALL UND EINER DVD , Hanns
EIsLERS menwn—ﬁmmsn(-momm 1940-
1942, HERAUSGEGEBEN VON JOHANNES C. GALL.
FRANKFURT AM.: SUHRKAMP 2006

DVD MIT KOMNTAR U‘ND MATERIALIEN VON
'HEINRICH GEISELBERGER. 80 MINUTEN + EXTRAS.
.s!w, mmemnon smmxm 2 FRANKF{JKT A. M

'HANNS EESI_ER' I—Imwwoonﬁa LmDERBUCH /
HOLLYWOOD SONGBOOK. KORRIGIERTER REPRINT
DER ERSTAUSGABE MIT ANMERKUNGEN VON OLIVER
DaHIN UND PETER DeEeG. Lerzic: DEUTSCHER

o7

Regen :zu beschreiben.
die Eisler 1941 fiir sein
Rockefeller-Filmmusik-
Projekt komponiert und
mit dem Filmgeschichte
schreibenden Stummfilm
Regen (1929) von Joris
Ivens verbunden hatte.
Natiirlich gibt es. so wer-
den manche Leser fragen.
schon lingst Eislers op. 70
auf CD, das zugleich auf
den 70. Geburtstag seines
Lehrers Arnold Schén-
berg anspielt und ihm ge-
widmet ist. Und vielleicht
werden sich auch manche
Leser daran erinnern, die
Musik zusammen mit dem
Ivens-Film schon einmal
in einer Rekonstruktion
gesehen zu haben.

Doch all dies waren, wie
wir nun aus der Suhrkamp
Sonderedition von Eislers/
Adornos Buch Kompositi-
on fiir den Film erfahren

jVERLAG FUR Musm

konnen, nur gutgemeinte,
aber aufgrund der deso-

un sind sie fiir jedermann héorbar,

die lang verschollenen, etwas ge-
heimnisumwitterten Schellackplatten,
die Adorno bei einem privaten Tref-
fen mit Eisler und Brecht am 24. April
1942 im amerikanischen

laten Quellenlage zum
Scheitern verurteilte Bemiihungen,
den Stummfilm und die Musik zu ei-
nem Tonfilm zusammenzufiigen. Dies
hing von mehreren Faktoren ab: die
originale Film-Ton-Fassung war wohl
nur, wie der Herausgeber

Exil abspielte: . .Hére bei
Adorno Eislers Platten

Joacu™ LuccHEs

sowie Autor des kundigen

mit der Regenlyrik™, no-

tiert Brecht. ..Sie ist sehr schon, hat
etwas von chinesischer Tuschzeich-
nung. Wihrend die Platten gespielt
werden, denke ich: die europiische
Musik wird sich entwickelt haben in
groBartigen Werken durch drei Jahr-
hunderte, und eines Tages werden die
Chinesen sagen: Jetzt ist es Musik.™
(GBA 27, 87) Jene ..Regenlyrik™, wie
Brecht sie im Journal nannte, ist die
Kammermusik Vierzehn Arten den

Nachworts, Johannes C.

Gall ausfiihrt, zweimal
zu horen gewesen, nidmlich zu Eislers
Abschiedskonzerten 1947 in Los An-
geles und 1948 in New York (S. 178).
Die dort verwendete Filmfassung so-
wie die filmsynchrone Originalein-
spielung waren nach Eislers Riickkehr
aus den USA verschollen: die Partitur
und die in Filmarchiven vorhandenen
(verschiedenen!) Schnittfassungen
des Films fligten sich nicht schliis-
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sig zusammen. Doch die intensiven
Versuche, Partitur, Musik und Film-
fassung miteinander in die von Eisler
beabsichtigte Synchronitidt zu brin-
gen (ein Unternehmen, dass schon
seit den 1980er Jahren auch durch die
Spurensuche des Dirigenten Berndt
Heller wesentlich befordert wur-
de), konnten erst vor einigen Jahren
zum Abschluss gebracht werden. Als
nimlich die filmsynchrone Original-
einspielung von 1941 in Form zwei-
er Schellackplatten wiederentdeckt
wurde, und zwar in den Nachlissen
von Louise Eisler-Fischer und Arnold
Schonberg. Dirigiert wurde damals
diese Aufnahme von dem ebenso
bedeutenden wie auf zeitgendssi-
sche Musik spezialisierten Geiger
(und Schwager Schonbergs) Rudolf
Kolisch, den Klavierpart spielte der
nicht minder namhafte Eduard Steu-
ermann ein, als Geiger wirkte Tos-
sy Spivakovsky mit, der ehemalige
Konzertmeister der Berliner Philhar-
moniker. Aus diesem und anderem ab
Ende 2002 schrittweise entdeckten
Material (dazu gehort auch ein Licht-
ton-Positiv aus dem Amsterdamer
Filmmuseum) geht inzwischen klar
hervor, welche der Filmfassungen
Lisler fiir seine Komposition benutzt
hat: ndmlich eine 1932 entstandene
Fassung des Regen-Films. die zuvor
dem hollidndischen Komponisten Lou
Lichtveld als Bezug fiir seine (iiber-
haupt erstmalige) Vertonung des
Ivens-Films diente; sie ist mit Flote,
Streichtrio und Harfe besetzt. Gall
schlussfolgert: ,.Demnach reprisen-
tierten die Vierzehn Arten den Regen
zu beschreiben eine Alternative zu
Lichtfelds impressionistischer Par-
titur* (S. 179). Bedauerlich ist nur,
dass auf der dem Buch beiliegenden
und ganz hervorragend gemachten
DVD die Lichtveld-Fassung nicht
mit aufgenommen wurde. Sie hitte
ein aufschlussreiches Dokument des
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Vergleichs zwischen Lichtvelds tra-
ditionell gemachter Filmmusik und
dem kritischen Resultat Eislers sein
konnen. Doch die DVD ist mit dem
vorliegenden Inhalt beeindruckend
genug: erstmals sind die Filmstreifen
White Flood von 1940 in der Origi-
nalfassung sowie in einer hervorra-
genden Neueinspielung der Musik
durch das Kammerensemble Neue
Musik Berlin unter Roland Kluttig zu
sehen; weiterhin A Child Went Force
von 1941, Regen (1929) und einem
Ausschnitt aus The Grapes of Wrath
von 1940, der gleich in drei Fassun-
gen vorliegt (einer mit der Musik
Alfred Newmans und zwei alterna-
tive von Eisler). Das zusammen er-
gibt erstmals einen vollig neuen und
praxisbezogenen Einblick in Eislers
Rockefeller-Filmmusik-Projekt  so-
wie in filmmusikalische Postulate des
daraus resultierenden Buchs Compo-
sing for the Films (1947).

Doch die DVD ist nicht die einzi-
ge Novitit, die es hier zu vermelden
gibt. Auch das Buch Komposition fiir
den Film ist keineswegs ein Nach-
druck der 1949 im Henschelverlag,
1969 bei Rogner & Bernhard, 1976
bei Suhrkamp oder 1977 im Deut-
schen Verlag fiir Musik Leipzig er-
schienenen Ausgaben, zumal sich
diese in zum Teil wesentlich abwei-
chenden Fassungen, durch Eingriffe,
Ergéinzungen,  Zensurstreichungen
etc. voneinander unterscheiden. Hier,
in der von Gall verantworteten Editi-
on ist der Versuch gemacht worden,
der komplizierten Autorschaft Ad-
ornos und Eisler gerecht zu werden,
mit alten und zihlebigen (Vor-)Urtei-
len aufzurdumen und eine Fassung zu
erstellen, die dem heutigen Erkennt-
nisstand entspricht. Dass auch diese
Fassung Raum fiir eine kiinftige quel-
lenkritische Edition lédsst, darauf hat
der Herausgeber in seinem sehr auf-
schlussreichen Nachwort verwiesen.
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Wer sich mit einer detaillierten
Analyse der Musik zum Film Regen
befassen mochte, dem sei der Bei-
trag A Rediscovered Way to Describe
Rain von Gall empfohlen, der in den
Eisler-Studien, Band 3 (Komposi-
tionen fiir den Film. Zu Theorie und
Praxis von Hanns Eislers Filmmusik)
erschienen ist. Neben ihm beschif-
tigen sich weitere zehn Autoren mit
dem Thema: auf Eisler bezogen und
iber ihn hinausreichend. So unter-
sucht Peter Schweinhardt in seinem
Beitrag mit dem nicht nur rhetorisch
gemeinten Titel Ein guter Filmkom-
ponist? Uberlegungen zur Spielfilm-
musik Hanns Eislers das Spannungs-
und Widerspruchsverhiiltnis zwischen
dem filmisthetischen Postulat (im von
Eisler mitverantworteten Buch Kom-
position fiir den Film) und den prak-
tischen Resultaten seiner Musik zum
Film. Statt aber diesen Widerspruch
(womdoglich mit leichter Hime) her-
auszustreichen. pliadiert Schweinhardt
fair dafiir, Eislers ..Arbeit fiir den Film
als lebenslanges Projekt mit einer
ebenso langen, in kompositorischer
Suche griindenden Entwicklung zu
betrachten.” (S. 41) Andere Autoren
widmen sich einzelnen Filmen mit
Eislers Musik, so Tobias Fasshauer
dem Film Niemandsland, Thomas
Ahrend dem Fernsehfilm Esther oder
Oliver Dahin dem Rat der Gotter. An-
dere wiederum, wie Roberto Kolb las-
sen Filmmusiken des mexikanischen
Komponisten Silvestre Revueltas und
Eislers in einen vergleichenden Dia-
log miteinander treten. Die im Buch
verhandelten vielschichtigen Themen
lassen die in der neueren Eisler-For-
schung erreichten Positionen und Per-
spektiven sichtbar werden; fiir jene,
die sich mit dem Medium Filmmusik
auseinandersetzen, ist diese Publika-
tion der Internationalen Hanns Eisler
Gesellschaft sehr empfohlen.

Parallel zu seiner filmmusikalischen
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Arbeit (und Broterwerb) in Holly-
wood. bei der er bis 1947 zu acht gro-
Ben Filmen die Musik schrieb, kompo-
nierte Eisler zwischen 1942 und 1947
das Hollywooder Liederbuch (47 Lie-
der fiir Gesang und Klavier nach Tex-
ten von Brecht, Blaise Pascal, Eisler,
Goethe. Eichendorff, Anakreon u.a.).
das nun als ein von Oliver Dahin und
Peter Deeg besorgtes und Korrigiertes
Reprint der 1976 von Manfred Grabs
verantworteten Notenedition vorliegt.
Es sind Lieder des Exilanten, die
ebenso von der Sehnsucht nach dem
verlorenen Leben in Europa und sei-
ner Kultur zeugen wie von der Lange-
weile, dem ,.easy going™ und der iiber
allem waltenden Korruption im Herz-
land der amerikanischen Medienin-
dustrie. Somit liefern sie auch einen
personlichen Kommentar Eislers zu
seiner filmmusikalischen Schaffens-
phase im amerikanischen Exil.

Auch der Suhrkamp Verlag hat,
wenngleich auch etwas spit, die Zei-
chen des medialen Marktes verstan-
den und den 1932 in Berlin urauf-
gefiihrten Film Kuhle Wampe oder
Wem gehort die Welt? herausgegeben.
Erschienen in der neuen Reihe filme-
dition suhrkamp (zusammen u.a. mit
Filmen von bzw. iiber Samuel Bek-
kett und Alexander Kluge). ist der
ebenfalls Filmgeschichte schreibende
Film Brechts, Slatan Dudows, Eis-
lers und Ernst Ottwalts nun erstmals
auf DVD erhiltlich und somit einem
breiteren Publikum zuginglich. Er-
weitert wurde diese DVD um einen
thematisch ergiinzenden Filmbeitrag
Dudows Zeitprobleme: Wie der Ber-
liner Arbeiter wohnt von 1930 und
dem Film Christa Miihls und Werner
Hechts Feigenblatt fiir Kuhle Wam-
pe, der 1975 bei der DEFA entstand
und der am namentlichen Beispiel die
Filmzensur in der Weimarer Republik
eindrucksvoll beleuchtet. Zeichne-
ten sich jedoch die auf DVD vorlie-
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genden und oben genannten Filme
aus Eislers Rockefeller-Filmmusik-
Projekt durch eine sorgfiltige Bear-
beitung und Wiedergabequalitit aus,
so scheint der Filmmusik Eislers in
der originalen Einspielung durch die
hochqualifizierte Lewis Ruth Band
nur wenig Aufmerksamkeit gewid-
met worden zu sein. Hitte man doch
mit Hilfe modernster Studiotechnik
in der damals stellenweise akustisch
unzureichend aufgenommenen,
durch Schwankungen der Lautstérke
und durch fehlende Transparenz be-
stimmten Filmmusik restaurierend
eingreifen kénnen: nicht das origina-
le Klangbild verfilschend, wohl aber
stellenweise vorsichtig aufbessernd.
Der mogliche Hinweis auf die ..Echt-
heit” dieses manchmal wie aus ei-
nem Keller dumpf heraufschallenden
Sounds befriedigt da kaum, zumal
dann nicht, wenn man an Eislers dif-
ferenziert und gekonnt eingesetztes
Instrumentarium denkt.

Schlieflich wire noch die thema-
tisch erginzende DVD-Edition mit
Jan Schiittes Abschied — Brechts letz-
ter Sommer (2000), Joachim Langs
Dokumentation Brecht — Die Kunst
zu leben (2006) sowie Brechts und
Erich Engels Mysterien eines Fri-
siersalons (1923) zu nennen. Am
Drehbuch von Mysterien eines Fri-
siersalons hatte Karl Valentin mit-
gearbeitet, der dann auch zusammen
mit anderen Stars der Weimarer Re-
publik (und des Brecht-Theaters) wie
Blandine Ebinger. Liesl Karlstadt,
Carola Neher, Erwin Faber oder Max
Schreck als Akteur zu sehen ist. Fiir
alle, die einen Eindruck von Brechts
(schwarzem) Humor haben mochten,
ist dieser kurze Spielfilm (leider ohne
Musik, also wirklich ..stumm®) sehr
zu empfehlen. Die vieldiskutierte und
hochgelobte Dokumentation Joachim
Langs Brecht — Die Kunst zu leben
schlieBlich ist eine exemplarische
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Zusammenfassung der Debatten in
den letzten Jahre (aber auch weitgrei-
fender: der letzten Jahrzehnte) um ei-
nen neuen Zugang zu Brecht und sei-
nem Werk. Von diesem Bemiihen um
neue Zuginge ist auch der Spielfilm
Abschied — Brechts letzter Sommer
geprigt. Dieser Film ist, wie auch Li-
teratur, fiktional, das heift, man darf
ihn nicht beim Wort nehmen: weder
haben sich die gezeigten Ereignisse
historisch so zugetragen, noch be-
anspruchen ,.Brecht™ sowie seine in
Buckow versammelten Frauen und
Mitarbeiter deckungsgleiche Identitit
mit den historischen Personen. Auch
hier gilt es, ein Wort Brechts zu be-
achten: ..Zeigt, dass ihr zeigt!™

THEATER OF WAR. A Fim BY JOHN
WALTERS PrODUCED BY WHITE
BUFFALO ENTERTAINMENT. -
DIRECTED AND EDITED BY JOHN
'WaLTERS. WiTH BARBARA BRECHT-
ScHALL, Jay CANTOR, OSKAR Eusns

CARL WEBER, AND GEORGE (
‘WoLre. RUNNING Tve: 95 m*tmss
RELEASEB‘ 25 DECMER 2008.

John Walters” documentary film
entitled Theater of War was re-
leased this past December and should
prove to be of particular interest to
Brechtians. In addition to document-
ing the creative process of the NY

PeTER ZAZZALI @
Ciry UNIVERSI’I’Y

Shakespeare Festival’s 2006 pro-
duction of Mother Courage and Her
Children, it offers a retrospective on
Brecht’s life and the Marxist context
from which he wrote. For a ninety-
five minute film, Theater of War cov-
ers a lot of ground moving both his-
torically and geographically between
the present and middle twentieth
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century, while spanning a variety of
locations that range from Berlin and
Prague to Palo Alto, CA and of course
New York City. Ultimately, Walters
uses Brecht, Mother Courage, and the
NY Shakespeare Festival’s production
of the play to create a rich tapestry of
theatre, war. and society.

Because Theater of War deals with
so many loosely connected ideas -
war, theatre, Marxism, Brecht, Moth-
er Courage, and the NY Shakespeare
Festival - it runs the risk of becoming
disparate to the point of confusing the
viewer. However, Walters deftly links
these various elements according to the
rubric of his documentary: theater and
war. In doing so. his methodology is to
combine personal interviews with live
footage and archival photographs that
document both the Shakespeare Festi-
val production and the 1949 original.
As such, Waters uses six recurring in-
terview subjects throughout the film.
Whereas Tony Kushner, Oskar Eustis,
George C. Wolfe, and Meryl Streep
offer insights to the 2006 production,
the Marxist scholar Jay Cantor and
the venerable Brechtian director Carl
Weber provide a greater context for
Brecht, Mother Courage, and the poli-
tics therein. With the exception of Eu-
stis, who comes across as pretentious
as he can be inaccurate (his assertions
about Brecht are generally overblown
and false), every subject proves to be
an informative interviewee. Kushner
reveals insight to Mother Courage
and his approach to translating the
2006 production, Wolfe and Streep
speak eloquently about their rehearsal
process, Cantor convincingly locates
the play in a Marxist context, and We-
ber shares an unmatched knowledge
of Brecht’s artistry and career. Indeed,
Walters makes excellent use of Weber
by combining his firsthand experience
working as Brecht’s assistant with
his own narrative that included time

ol

spent in an English POW comp during
World War Two. Weber is expressive.
theatrical. entertaining, and empa-
thetic in recounting how he went from
being a German soldier to a renowned
Brechtian scholar and director. Unlike
Eustis, he comes across as a humble
expert who doesn’t take himself too
seriously.

Theater of War makes much of the
play’s commentary on war and soci-
ety. This is the one point where Wal-
ters overreaches by including footage
from the Vietnam War, both World
Wars, and the conflict between Israel
and Lebanon during the summer of
2006. Whereas the latter provides a
contemporaneous context for the NY
Shakespeare Festival production and
was therefore sensible to explore. the
other two conflicts distract from the
film’s primary focus. While it is true
that World Wars T and TI impacted
Brecht and his scripting of Morher
Courage, Walters goes too far in at-
tempting to connect these themes, at
least insofar as his project is ostensi-
bly a documentary on the creative pro-
cess and social backdrop of the 2006
production. In the case of the Viet-
nam War, it functions as a superflu-
ous tangent that bears little relevance
to the rest of the film. However, as |
mentioned earlier, Walters otherwise
does an exemplary job of intertwining
Brecht’s life, his play, Marxism, and
theater’s function sociologically, es-
pecially as it applies to humankind’s
greatest abomination: War.

ALIENATION EFFECT
Empry SpacE
WITH GRAY FILL

CIBS 38 2009



62

A Man’s A Man. Drection: Ron
Sosst. Opyssey THEATRE, Los
ANGELES, Ca / USA. 25 OCTOBER -
21 DecemBER 2008.

as Theater anbetrifft, ist Los

Angeles immer noch eine
Brecht-Stadt. Man kann mit zwei bis
vier Brecht-Inszenierungen pro Jahr
rechnen. In diesem Jahr hat das Od-
yssey Theatre Ensemble mit 4 Man's
a Man den Anfang gemacht. Das
Stiick stand vom 25. Oktober bis zum
21. Dezember, 2008 auf dem Spiel-
plan. Das Ensemble wihlte 4 Man's
a Man zur Feier seines vierzigjdhri-
gen Jubildums, denn es begann seine
Spielzeit 1969 mit diesem Stiick von
Brecht am schibigen Ende des Holly-
wood Boulevard zwischen Striptease-
clubs und Pfandleihgeschiften. Mit
dieser Inszenierungen machte sich

EHRHARD BAHR das Ensemble einen

Namen und konnte
im Jahr 1973 nach West Los Angeles
umsiedeln, wo es ein Theater mit drei
Biihnen tibernahm. Zu seinen groBten
Erfolge gehorten Inszenierungen von
Peer Gynt , Woyzeck, The Chicago
Conspiracy Trial und The Caucasian
Chalk Circle. Seine Verpflichtung
gegeniiber Brecht verfestigte das
Ensemble, indem es an der Fassade
des Gebidudes ein iiberdimensionales
Fresko des Fotos von Brecht und
Karl Valentin aus dem Jahr 1919 an-
brachte. Doch nach sechzehnjihriger
Spielzeit mufite sich das Ensemble
nach einem neuen Theater umsehen,
dadas Gebdude an ein Video-Geschift
verkauft wurde. Darauthin tiberlie
die Stadt Los Angeles dem Ensemble
ein leerstehendes Industriegebéude
in West Los Angeles, wo es seit 1989
seine Erfolge mit Inszenierungen
u.a. von Shakespeares Richard IlI,
Giraudouxs Mad Woman of Chail-
lot, lonescos Rhinoceros, Goethes
Faust Part I and Il (Faust Projekt)
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und Molieres Tartuffe fortsetzte.
Vom Kanon der Brechi-Stiicke hat
das Ensemble wihrend seiner vier-
zigjdhrigen Geschichte die folgen-
den Titel zur Auffiihrung gebracht:
The Threepenny Opera (dreimal), A
Man's a Man. The Rise and the Fall
of the City of Mahagonny, The Good
Woman of Setzuan. The Caucasian
Chalk Circle, Puntila and his Man
Matti, The Exception and the Rule,
The Baden Teaching Play, Brecht on
Brecht und Mother Courage.

Die Jubildums-Inszenierung von
Mans a Man unter der Regie von
Ron Sossi ist allerdings eine Ent-
tduschung. Er verzichtete auf jegli-
che Aktualisierung im Hinblick auf
die amerikanischen Kriege im Irak
und in Afghanistan und war auf eine
Art von Pseudo-Historisierung der
britischen Kolonialbesatzung von In-
dien im Jahr 1925 bedacht. Einerseits
sprechen die Soldaten im britischen
Militir-Slang—das mag zum Teil an
der Ubersetzung von Carl R. Muel-
ler liegen,-- andererseits tragen sie
weille Masken, um ihre Unterord-
nung unter das militdrische System
anzuzeigen. Am Ende des Stiicks tritt
auch der Packer Galy Gay mit einer
weillen Maske auf. Seine Rolle wird
von einer Schauspielerin (Beth Ho-
gan) gespielt, doch ihrer doppelten
Verwandlung wird keine neue iiber-
raschende Dimension abgewonnen.
Der Rollentausch mag die Verlet-
zlichkeit des Galy Gay erhohen und
die Unsinnigkeit seiner erfolgreichen
Umwandlung in “eine menschliche
Kampfmaschine™ hervorheben. doch
mehr auch nicht. In der letzten Szene
erscheint Galy Gay als Rambo-Figur,
die die Kanonen auf die Bergfestung,
die den PaB nach Tibet beherrscht,
richtet und sie in Brand schiefit. Das
Geschrei um die Verluste unter der
Zivilbevolkerung kiimmert sie nicht.

Die slapstick-Aspekte des Stiicks
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werden voll ausgespielt, vor allem in
den Szenen mit dem Bonzen der tibet-
anischen Pagode und seinem Mesmer.
Doch die Inszenierung bediente sich
dabei ungeniert rassistischer Stereo-
typen, die heute der Distanzierung
bediirfen. Das “Elefantengeschift”
als Initationsritus mit der Schein-
hinrichtung des Galy Gay wirkte als
tragikomische Schliisselszene nicht
iiberzeugend.

Dass die urspriingliche Inszenierung
von 1969 zur Zeitdes Vietnam-Krieges
stattfand. mag zu ihrem Erfolg beiget-

ragen haben. Damals war man stérker

auf Protest eingestellt und reagierte
vielleicht sensibler auf die im Text
angelegten Parallelen zur Gegenwart.
Heute blockiert ein 9/11-Tabu das Pro-
testpotential des Brechtschen Textes.
Das Publikum der Inszenierung von
2008 reagierte amiisiert auf die thea-
tralischen Effekte, doch blieb unbee-
indruckt von der Brechtschen Prob-
lemstellung. Die Kritik in der Los An-
geles Times vom 7. November 2008
vermeinte dagegen, dass man iiber
der kiihnen Theatralik
(“bold theatricality™)
der Inszenierung das
aufgeworfene  Prob-
lem—die  Verwand-
lung eines friedferti-
gen Menschen in eine
“Kampfmaschine”™—
aus den Augen ver-
liere. Schuld daran
sei der Hang des
Stiickeschreibers  zur
Didaktik—ein oft ver-
wendetes Klischee
der  gedankenleeren
Brecht-Kritik.
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MotHER COURAGE AND HER
'CHILDREN. ADAPTATION: Davip

HARE. DIRECTOR: MARK LIERMANN.
ExsemBLE: THE UNIVERSITY THEATRE, |
WESTERN MICHIGAN UNIVERSITY,
THEATRE: LAURA V. SHAw THEATRE.
KALAMAZ00, MI!USA PREMIERE:

26 MarcH 2009. -

Rssvmwan 2 APRIL 2009

Eric Bentley, in an introduction to
the play. once posed the question
“Who is Mother Courage?” to which
he concluded she is, above all, a char-
acter defined by dialectical contradic-
tions. The primary contradiction that
defines her is between the necessity
of egoistic survival and the human
instinct to exist socially, to cooperate.
to love - what Freud called the an-
tagonism between “ego-instincts™ and
“object instincts.”

ANTHONY SQUIERS

Brecht makes
this contradic-
tion evident with the symbols that
drive Mother Courage and pull her
in antagonistic directions. That is, he
demonstrates
this  contra-
diction with
Mother Cour-
age’s cart
on the one
hand and her
children on
the other.
The cart, of
course. repre-
sents egoistic
survival, a
means of sub-
sistence while
her children
represent
social  exis-
tence. com-
munity. It is
no secret that
Brecht could
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be very demanding of actors and writ-
ing a character like Mother Courage
who exhibits both parts of this dialec-
tical antagonism balanced so exact-
ingly testifies to that. Expressing this
contradiction as Brecht wrote it is no
easy task. So it isn’t surprising that
the performance of Mother Courage
played by Crystal Lucas-Perry in the
University Theatre troupe at Western
Michigan University was a bit askew.
Still, the production under the direc-
tion of Mark Liermann was a success
that left the audience in a cacophony
of emotion - shock, bewilderment,

ty Theatre / WMU
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because, “a lot of Brechtian elements
don’t work as Brechtian elements
anymore.” Consequently, Liermann
found himself having to get innova-
tive in his approach. The result was
the incorporation of a video game
designed specifically for the show
by game and digital media designer,
Kevin Abbott, which featured the cast
as video characters. The game which
included, among other things, bomb-
ing raids and the torture of Swiss
Cheese was projected against a scrim
at the back of the stage. This created a
surrealistic aura that served to remind
the audience that
they were watch-
ing  something
confrived and
linked them to a
part of the daily
existence of most

of the collage
audience - video
games.

While Crystal

Lucas-Perry was
unable to express
the contradiction
of Mother Cour-

contemplative reflection, dismay and
through enjoyment. “If Brechtian
theater is to make you think then we
achieved what we wanted,” said Lier-
mann of the production.

Although it was admittedly disap-
pointing that the contradiction of
Mother Courage didn’t come out as
cleanly as it could have, the produc-
tion was more than redeemed with its
faithfulness to Brecht’s ideas of epic
theatre. Staying true to Brecht was
very difficult explained Liermann

age her poignant
rendition of “The
Great Capitula-
tion™ was wildly
spirited and yet

genuinely articulat-
ed the great tragedy of bourgeois life
it was meant to. Sung to an original
score written by the production’s mu-
sical director, Adam Schumaker and
accompanied by a four-piece band
with a pop-punk sound, the music
had a viciousness and confrontation-
al attitude that worked well with the
overall instructive tone of the play. It
rocked the audience from their equi-
librium, forcing them to not only see
what was in front of them but to be
aware of it, to confront it, to internal-
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ize it - as one should with Brecht.
However, by and large, the show’s
acting did not aspire to an elevated
standard. It was, in general, disastrous-
ly unmoving and had the tendency to
fall into Kitschy caricatures that were
as trite as they were neophytic. The
bright exception to this was the role
of Kattrin played by Kim Krane who
established a fine balance between the
passive mute who, for the first ten,
scenes was prisoner of her own in-
abilities and the defiant heroine drum-
ming on the rooftop. Krane created a
Kattrin who was both the marginalized
and the empowered. “If Kattrin could
talk she would be sassy,” said Krane,
describing her approach to the char-
acter. Krane’s portrayal of Kattrin as
a feisty and reluctantly brazen, young
women played out especially well in
the rooftop scene. When asked about
having to play such a renowned scene
Krane responded which a composure
and professionalism beyond her ac-
tual experience, “It doesn’t become
playing the scene that is so famous,”
said Krane. “It’s about beating the
drum so the town will wake up.” With
her sassiness, Krane has brought new
life into a scene which is so familiar
the expectations of the audience could
easily dictate its carrying out.
Perhaps the greatest elements of
the play, however, were the set and
costume designs. Together, costume
designer, Denise Dietrich and set de-
signer, Doss Teagan Freel used their
skills to craft brilliantly complemen-
tary styles that formed an intertwined
web of three-dimensional space, like
a balletic pas de deux, a combination,
an infusion of futurism, functionalism
and pure art. Together these elements
created a pounding. gloomy. destruct-
ed, chaotic and yet minimal aesthetic
which served as a perfect canvas to
project the words, actions, gestures,
themes and meanings of the cast. The
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reason they worked so well was they
were able to envelope the cast in a
specific and defined place, to ground
them in it. However, although they
were limited by the confines of the
stages, the sets maintained an open-
ness and suggested an impermanence
of existence formed by the demolition
of war. The costumes, which were
similarly war-torn, allowed the cast to
blend into the sets, when appropriate:
but, the open space of the sets permit-
ted them to emerge from it, illustra-
tively. This reinforced the notion that
the road to universal emancipation is
transverse by the vehicle of a Marx-
ian epistemology. That is, it implied,
in a very Brechtian way, the possibil-
ity of a transcendence from the given
reality. a breaking through from bour-
geois truth as it were. Although Freel
and Dietrich are students, these two
individuals have demonstrated a great
deal of adroitness and creativity and
should be looked out for in the future.

Overall, The University Theatre’s
production was not without its rough,
if not fraying edges. However, it did
accomplish, with considerable deft,
some of the most difficult things
asked of them by Brecht. Not the least
of these accomplishments was staying
true to his conceptions of epic theatre
- regardless of the amount of novelty
that was needed to do so. This troupe
has captured Brecht is his essential
element. It has captured Brecht as
artist and social philosopher, as play-
wright and Marxian praxis-theorist
and should be lauded for their effort.
Furthermore, it has done so with a jar-
ring, inventive, inspired aesthetic that
has reminded us, as Liermann puts it,
“no matter what. it is one of the great-
est anti-war pieces ever.”
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THE LIFE OF GALILED. TRANSLATION:
Davip HArg. DIREcTOR: DAVID
WHEELER. ENSEMBLE: UNDERGROUND
RanwAy THEATRE. THEATRE:
CENTRAL SQUARE THEATRE,
CamBRIDGE, MA / USA. PREMIERE:
10 ApriL 2009, REVIEWED:

1 May 2009.

Is the true scientist compelled to
explore against all obstacles? What
connections are there between Gali-
leo’s mapping of the universe and
modern science’s mapping of the hu-

\ Dassia N. Posngr | man genome?
What is the

responsibility of a society confronted
with new discoveries? These are but
a few of the questions Underground
Railway Theatre sought to investigate
with their recent staging of Brecht’s
Life of Galileo.

Underground Railway’s produc-

tion is one of many Galileos mounted
this year to commemorate the Inter-
national Year of Astronomy and the
400" anniversary of Galileo’s scien-
tific use of the telescope. However, it
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is not their first foray into science the-
atre, but rather the latest in a five-year
collaboration known as the Catalyst-
Collaborative@MIT, a partnership
between Underground Railway and
MIT intended to foster discussion
about science through the theatre. In
this spirit of discussion, Brecht’s play
was only part of the evening’s experi-
ence. Early arrivals watched Andrew
Periale’s toy-theatre version of the
story in the lobby; Saturday shows
featured pre-performance sympo-
sia that encouraged debate around a
given theme; most performances in-
cluded post-show discussions with
leading scientists, humanists, and art-
ists; and conversations continued on
discussion boards and online.

This emphasis on audience partici-
pation was evident from the moment
the audience entered the theatre. The
thrust stage., sparsely embellished
with minimalistic set
pieces and a painted
sunburst, projected
deeply enough into
the audience to be
more of a runway
than a thrust, making
it impossible for the
audience to watch
the play without
watching each other.
Upstage, a utilitar-
3 ian platform doubled
as an observatory;
this was backed by
a scrim that func-
tioned alternately as
a cyclorama and as a
shadow screen upon
which dates and lo-
cations were project-
ed and shadows of dancers evoked
the alternately festive and ominous
spirit of the ball scene.

The spirit of the production and its
accompanying conversations were
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beautifully captured by the breath-
taking murals painted on two of the
theatre walls. In them, designer David
Fichter visually merged centuries and
themes: a stone Romulus and Remus
suckling their lupine mother floated
with a 1950s automobile, the lion of
Venice with the MIT dome, and the
Specola di Padova with the Galileo
space satellite, all drifting haphazard-
ly toward Jupiter on one wall, and a
moon with starkly sunlit peaks on the
other. These signifiers of the play’s
content and context were propelled
into space by an atomic explosion, a
reminder of the devastating way in
which science was applied as Brecht
revised his play.

The play was admirably acted by its
cast of thirteen. Richard McElvain’s
simultaneously brash and subtle Gali-
leo was positively magnetic to watch.
In McElvain’s interpretation, Galileo’s
avid appetite for food is replaced by
irrepressible: yet somehow charming.
guttural growls and bellows, an aural
rather than physical self-indulgence
that emphasizes his insatiable stub-
bornness and craving for knowledge.
Debra Wise’s Mrs. Sarti was quick-
witted with an admirable strength of
spine. The tragedy of Amanda Col-
lins’s satisfyingly intelligent Virginia
was especially palpable in the ball
scene, where her slowly dawning ter-
ror is reinforced with looming shad-
ow characters on the upstage screen.
The eager and bright Andrea Sarti is
memorable both as Galileo’s young,
earnest confidante (played by Andrew
Cekala) and as the adult who remains
dedicated to the ideals of his youth
(played by Lewis D. Wheeler).

Due to the multiple casting, perhaps
inevitable for a small theatre grap-
pling with a large cast, some of the
other characters seem to blend togeth-
er; senators merge with cardinals and
monks in the minds of the audience in
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a way that inadvertently presents poli-
tics and religion as secondary to the
discussion about science. Among the
outstanding exceptions to this were
James Patrick Nelson as the indig-
nantly spluttering Philosopher who
refuses to look through Galileo’s glass
and Jason Bowen as the skeptical Lit-
tle Monk whose burgeoning curiosity
mirrors Galileo’s own.

While the scope of the produc-
tion, the theatre’s most ambitious to
date, successfully fostered debate in
the spirit of Brecht’s Lehrstiicke, the
plethora of creative voices involved
occasionally
rendered the
performance
uneven. It s
difficult to say
whether the re-

. Facr Surer

DASSIA SERVED AS
- DRAMATURGE FOR THE

THEATRE'S LIFE OF

alistle, ey GALILEO, DECEMBER
logical depiction 3 2" 2 .
en%erged X from ols 2@*‘";5"”‘:‘“‘ ‘
: - Nortes v e Forum
David Hare’s SEeTioN.
translation, : .
which eliminates  Avso, cneek ovr
some epic ele-  Dassia’s aupto

ments:; or, from  INTERVIEW wiThH DEBRA

director David  Wisk, Artistic DiRector
Wheeler, who  OF THE UNDERGROUND
spent a great Ramway THEATRE AT OUR
deal of time 'VEBSITE, WWW.ECIBS.ORG.
helping  actors -

develop  deep,

convincing characters, but less on cre-
ating a unified production style. As a
result, the raw emotion of McElvain’s
Galileo clashed with the jubilantly
presentational style of Debra Wise’s
Mrs. Sarti in a manner similar to the
disjunction between intimate psy-
chological scenes and those utilizing
masks. Additionally, Heidi Hermill-
er’s concept regarding the costumes
- to have modern dress peep out from
beneath period-inspired costumes -
was an interesting continuation of the
temporal collisions introduced in the
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murals that could have been strength-
ened by coordinating the clothing
underneath as carefully as she did the
outer garb.

The cast was at its strongest and
most unified in the carnival scene,
which featured masks, jugglers. a
concertina, a giant Galileo, and a
three-headed cardinal with three
mouths declaiming in delightful non-
sense Latin. The masks and puppets.
designed by Fichter and realized by
well-known Boston artists Eric Born-
stein and Sara Peattie (among sev-
eral others) recalled the visual text
of Brecht-influenced protest theatre
in the tradition of Bread and Puppet
Theatre.

Underground Railway’s vivid, cel-
ebratory Life of Galileo has fostered
cross-disciplinary discussions among
scientists, artists, and laypeople on
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the role of science in the modern
world. One of the pre-performance
symposia was entitled “Who Rocked
Our World More: Galileo or Dar-
win?" a conversation that is apparent-
ly to be continued with next season’s
premiere of Melinda Lopez’s From
Orchids to Octopi, commissioned
in honor of the 150" anniversary of
Darwin’s On the Origin of Species.
In this same vein, this Life of Galileo
demonstrates that you can have vour
science, and perform it, play it, paint
it, and, yes (food is permitted in the
theatre), eat it, too.

Glotzen Glotzen

ist ist
nicht nicht

Sehen Sehen

CIBS 38 2009




PERFORMANCE (BRECHT)

DiE DREIGROSCHENOPER. BRECHT/
WELL/HAUPEMANN, REGIE: NIKLAUS
HELBLING. SCHAUSPIELHAUS ZURICH.
ZURICH /DIE ScHwWEIZ. 14 Mai 2009.

Mit einer auch durch das Alter
nicht gemilderten Hime erzihlt
Elias Canetti im zweiten Band seiner
Autobiographie. Die Fackel im Ohr
(1980), wie das Berliner Publikum bei
der Urauffithrung von Brechts Drei-
groschenoper selbstverliebt seiner ei-
genen Verworfenheit zugejubelt habe:
«Jetzt war es gesagt, keine
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nem hervorragen-
den Musikeren-
semble unter
der Leitung
von Matthi-
as  Stotzel
eine dhnlich
betérende
Kraft wie
die Arien von
Mozarts Figa-
ro. von denen nie-
mand mehr erwartet, dass
sie noch zum Aufstand

REZENSIONEN;:

DomiNik
MULLER

Sau hitte sich wohler fithlen | DomiNik MULLER | gegen den Adel ansta-

konnen.» Da musste etwas
nicht stimmen: das Stiick war doch
so offensichtlich auf Kritik aus, gab
nun aber lediglich Anlass zu wohliger
Selbstbeweihriucherung. Namentlich
die Lehrstiicke lassen vermuten, dass
Brecht selber dem Erfolg misstraute
und so in die Nachfolgeproduktionen
schiirfere Trritationen einbaute. Die
Dreigroschenoper dagegen blieb das
Paradebeispiel eines Werkes, das von
der falschen Seite Beifall erntet.

Ist der Dreigroschenoper heute,
achtzig Jahre spiiter zum Klassiker ge-
worden, die Fahigkeit zu provozieren,
endgiiltig abhanden gekommen? Das
scheint die Produktion des Ziircher
Schauspielhauses zu bejahen. Aller-
dings legen verschieden Kritiker der
Ziircher Produktion den mangelnden
Biss nicht dem von seiner Wirkungs-
geschichte  domestizierten  Stiick,
sondern der Auffiihrung zur Last, fiir
die Niklaus Helbling als Regisseur
verantwortlich zeichnet. Sie orientie-
ren sich dabei an einem recht simplen
Wirkungskonzept, welches annimmt,
dass das Werk «recht gespielt» die
zahlreichen Bankiers im Ziircher Pu-
blikum dazu verleiten miisste, ihren
Beruf an den Nagel zu hiingen und in
die Sozialarbeit zu gehen. Kurt Weills
und Bertolt Brechts geniale Songs
entfalten, in Ziirich begleitet von ei-

cheln. Wer sich nicht
damit begniigen will, Brechts und
Weills Stiick oder eine seiner Auffiih-
rungen deshalb zu beldcheln. weil sie
die Wirkungsabsicht, die man ihnen
unterstellt, nicht erfiillen, gerit ins
Nachdenken. Und so wird auch die
Dreigroschenoper zu einem Lehrstiick
und zwar iiber die Bedingungen und
die Aporien einer gesellschafskriti-
schen Kunst. Thre Songs, Ohrwiirmer,
die immer noch elektrisieren, und ihre
plakative Handlung haben an Aktua-
litdt nichts eingebiisst, wenn sie etwa
die Tricks denunzieren, mit denen aus
Armut Profit geschlagen oder Protes-
tenergie durch Verkitschung neutrali-
siert wird.

Wenn ich die Ziircher Auffiihrung
von allzu plumpen Vorwiirfen in
Schutz nehme, heisst das allerdings
nicht, dass ich sie als ganz gelungen
ansehe. Gewiss: Nicht nur die Musiker,
sondern auch die iibrigen Mitwirken-
den gehen mit hoher Professionalitét
ans Werk. Das Problem liegt aber in
meinen Augen darin, dass zu viel des
Guten geboten wird. Der Regisseur
auferlegt seinen Schauspielern ein so
forciert karikierendes Spiel, dass sie
wie mechanisch animierte Comic-
Figuren aussehen. Solche Uberzeich-
nung ldsst kaum Raum fiir die Irritati-
on, die Brecht offenbar vorschwebte,
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wenn er den Schauspielern anemp-
fahl, nur halb, aber eben doch halb, in
ihre Rollen zu schliipfen. Immerhin
gelingt es namentlich Gottfried Breit-
fuss und Viola von der Burg als Ehe-
paar Peachum ihr Spiel punktuell ins
wahrhaft Groteske zu steigern, wih-
rend Fabienne Hadorn deren Tochter
Polly in einer schier unglaublichen
Mischung von tollpatschiger Naivi-
tdt und Verschlagenheit gibt. Thomas
Wodianka beweist als Mackie Messer
in Diktion, Gesang und Korperspra-
che eine enorme rhythmische Prizisi-
on, wodurch Gentleman-Eleganz die
verbrecherischen Ziige der Figur in
den Hintergrund dréingt.

Erst recht des Guten zu viel bringt
der Biihnenbildner Dirk Thiele mit ei-
ner Vielzahl von halbdurchsichtigen
Vorhiingen ins Spiel, auf denen einer-
seits alte Fotos von Londoner Armen-
vierteln, anderseits allegorische Bild-
Text-Animationen von Elke Auer und
Esther Straganz projiziert werden.
welche die Song-Texte didaktisch il-
lustrieren. Offensichtlich handelt es
sich dabei um High-Tech-Reminis-
zenzen an den niedrigen Vorhang und
den Einsatz von Schriftplakaten in
Brechts eigener Auffithrungspraxis.
Betont behelfsmissige Requisiten
sprechen gegeniiber diesem aufdring-
lichen technischen Firlefanz wieder
eine ganz andere Sprache. So wird
zwar an die medialen Brechungen
angekniipft, die zu Brechts epischem
Theater gehoren, was aber nicht fiir
reflexionsfordernde  Verfremdung,
sondern lediglich fiir betdubende
Reiziiberflutung sorgt.

Die Auffithrung ist der treue Spie-
gel von Zeit und Ort ihrer Entstehung,
aber auch der Rezeptionsgeschichte
der Dreigroschenoper. Zu vielem
auf einmal soll die Auffithrung ge-
recht werden. Sie markiert einen
sozialkritischen Anspruch, zeigt und
ironisiert die Dreigroschenoper aber
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auch als Erfolgsstiick. Sie streicht,
historisierend. die Anklinge an das
Revuetheater der 20er Jahre und
den Operettencharakter der Dreigro-
schenoper heraus, in dem Canetti den
Kern ihrer Verlogenheit sah. Sie will
aber auch nicht darauf verzichten,
zeitgendssisches Theater zu machen,
mit modernster Biithnentechnik und
Seitenblicken auf die Aktualitit. Die-
se Uberkreuzung gegenliufiger Stre-
bungen zeigt sich in der Realisierung
des dritten Finales. Neben der Musik
von Weill, in der Unterschiedlichs-
tes stilistisches homogenisiert wird,
erklingt nun auch noch ein Chor aus
der Beggars Opera von 1728. Die
Hinrichtung von Mackie Messer wird
nicht nur in die Wege geleitet, son-
dern auch tatséchlich vollzogen und
zwar auf einem elektrischen Stuhl,
wodurch auch die amerikanische Jus-
tiz noch ihren Seitenhieb abbekommt
und die Begnadigung in letzter Minu-
te zu einer Wiederbelebung umfunk-
tioniert wird. Diese liegt nicht mehr
in den Hiinden des reitenden Boten,
sondern der Queen personlich, wel-
cher der elektrische Stuhl als Thron
dient. Hinter diesen Verdnderungen
kann ich keine andere Intention als
die erkennen, den Grad der Unver-
traglichkeiten fiir ein iiberreiztes
zeitgenossisches Publikum zu erho-
hen. Damit geht aber auch der letzte
Rest #sthetischer Stringenz verloren.
an dem Brechts und Weills gekonnte
Bastelei noch festhilt. Ein Stiick der
Moderne wird der Postmoderne gefii-
gig gemacht. Daran Anstoss zu neh-
men, mag altbacken wirken, - keine
Kritik, die indess nicht ihrerseits kri-
tisierbar ist.
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| Joactmv LuccHEs!

elegentlich kann man auch Gliick
haben mit einem beriihmten
Theaterstiick, wie unlingst mit der
Dreigroschenoper am Ziircher Schau-
spielhaus. In Szene gesetzt hatte das
Werk (das entgegen sich hartniickig
behauptender Meinung durchaus kei-
ne Oper ist) der Schweizer Regisseur
Niklaus Helbling, der die freie Ziircher
Theatergruppe Mass & Fieber leitet
und bereits an so renommierten Or-
ten wie dem Wiener Burgtheater, den
Salzburger Festspielen. dem Theater
Basel, dem Schauspielhaus Bochum
oder dem Schauspiel Koln inszeniert
hat. Wenn man den Tenor der Kritiken
zu dieser — es sei vorweg verraten —
tiberwiegend positiv besprochenen
bis hochgelobten Ziircher Inszenie-
rung betrachtet, dann fallen sogleich
die nunmehr verstaubten Argumen-
te aus der Brecht-Exegese ins Auge
Etwa so: Helbling rettet die Dreigro-
schenoper vor dem langst iiberholten
Zugriff seines Autors Brecht, der sein
faszinierendes Theaterflaggschiff mit
Gesellschaftskritik, epischem Thea-
ter und didaktischer Belehrung iiber-
frachten und zum Kentern bringen
will. (Beispiel: ,,Trotz dem fehlenden
Schuss Eigenwille war es nie langwei-
lig und ein wirklich sehenswert leich-
ter Abend. Und damit wohl nicht ganz
in Brechts Sinne.” — Jolanda Heller,
Nahaufnahmen, Juli 2009. www.nah-
aufnahmen.ch). Oder so: Helbling
ignoriert die Brechtschen Vorgaben
auf das Striflichste, um ein leicht ver-
dauliches und auf schenkelschlagende
Lacher zielendes Amiisiertheater zu
inszenieren. (Beispiel: ,.Der Applaus:
lang und herzhaft — alles habe dieser
Haifisch — nur keine Zihne — Rico
Bandle. Basler Zeitung, 15.5.2009).
Helblings Inszenierung (Premiere
am 14. Mai 2009) entwickelt jedoch
Distanz zu beiden polarisierenden In-

71

terpretationsmodellen, indem er sie
durch Zusammenfiigung tiberwindet;
sie werden keineswegs gegeneinander
ausgespielt. Leichtigkeit, Frische, Hu-
mor und Spielspald hatte diese Insze-
nierung allemal, was aber keineswegs
Verrat an Brechtschen Prinzipien
darstellt. War doch Brecht derjeni-
ge, welcher Humor, Sinnlichkeit und
Eleganz des Spiels als unabdingbare
Qualititsmerkmale jeglichen Insze-
nierens ansah und der die Elemente
seines epischen Theaters kaum als
trickreiche Bremsklotzer eingesetzt
wissen wollte, um den gefihrlich
amiisant sich zu entwickelnden Thea-
terabend einfach abzuwiirgen. Er hiitte
dies nicht zuletzt als Betrug am zah-
lenden Publikum gewertet. Helbling
lidt seine Inszenierung mit einem
Haufen Sinnlichkeit* (Dreigrosche-
noper) auf, ohne damit gegen Brechts
Theater zu siindigen: da fehlt nicht
das in der Hochzeitsszene modellhaft
vorgefiihrte epische Theater, bei dem
Polly (Fabienne Hadorn) ihr Lied
von der Seerduber-Jenny als Spiel im
Spiel auf mehreren Ebenen inszeniert;
da gibt es den ..Ansager” (Ludwig
Boettger), der wie am Draht hiingende
Marionette agiert, kunstvoll, zirzen-
sisch, die Handlung erlduternd und
unterbrechend. Und auch die Brechts-
chen Textprojektionen sind vorhan-
den, allerdings nicht auf der Stufe
einfacher Einblendungen. sondern als
Video-Kunst, als Installation (Elke
Auer, Esther Straganz): der Zuschauer
muss am Anfang des Stiicks formlich
eintauchen in ein sich aufblitterndes
Album der Erinnerungen: historische
Photographien von Londoner Stadtan-
sichten, von Ermordeten, von Vierteln
der Prostitution ebenso wie von den
Banken und Geschiftsstraflen, hinter
jedem Foto eine neue Schicht, ein
neues Foto... und dann, am Ende der
Entblitterung: ein  Gruppenportrait,
das langsam farbig wird und Leben
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gewinnt: die versammelten Akteure
auf dem Jahrmarkt in Soho. Einfalls-
reich und wirkungsvoll. amiisant und
medial raffiniert beginnt die Dreigro-
schenoper. Sie ist ein Bilderreigen
von Grusel-Comic und Schauerbal-
lade, von Krimiserie und Revuegeist,
von schrill-buntem Unterhaltungs-
theater und scharfer Zeitkritik. Indem
Helbling sich fiir das Zusammenge-
klaubte, fiir das Spiel mit den Medien
und deren Gattungsvielfalt entschei-
det, wirkt das Ganze zeitgeméler als
die gewollte. didaktisch inszenierte
Zeitkritik und als die Verlockungen
eines heute auf der Hand liegenden
(aber darum umso einfallsloser wir-
kenden) Verweises auf die beriihmte
Stelle von der Griindung einer Bank
und dem Einbruch in selbige. Spar-
sam blieb Helbling da und erlag nicht
den Aktualititen, in denen sich unse-
re Gegenwart der Dreigroschenoper
auf das Passendste anbiedert; ledig-
lich ein Bettler trug ein Schild vor
sich her: .Ich hatte mein Konto bei
der UBS*.

Die Leistung des Ensembles war
insgesamt beachtlich; es wurde nicht
nur leicht und witzig gespielt, sondern
vor allem (fiir heutige Schauspieler)
erstaunlich gut gesungen. Spielerisch
prachtvoll dagegen war Viola von der
Burg als Celia Peachum, eine hochge-
wachsen-schlaksige Person, schwan-
kend zwischen Muttertier, Alkoholi-
kerin und rebellischer Ehemagd sowie
Gottfried Breitfuss als Mr. Peachum:
einem zu behaglicher Biirgerlichkeit,
Unternehmertum und diabolischem
Zynismus neigender Chef der Firma
.Bettlers Freund~. Macheath dage-
gen (gespielt von Thomas Wodianka)
war nicht nur Liebling aller Damen
auf der Biihne, sondernd vermutlich
auch ertraumter Schwiegersohn man-
cher Zuschauerin: alles in allem um
einige Stufen zu harmlos. zu bieder,
um das von Polly offenbarte Straf-
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register absolviert zu haben. Fiir die
Spelunkenjenny wurde die Schwei-
zer Mundart-Kiinstlerin Sina enga-
giert, die ihre Sachen brav, aber nicht
tiberwiiltigend sang. Schoner Einfall
der Regie jedoch: sie, welche Mackie
Messer (fast) an den Galgen brachte,
durfte ithn zu guter Letzt im Herme-
lin als frisch gekronte Konigin von
England von Selbigem erretten. Polly
spielte ihre Sache gut und machte ihre
Wandlung vom pummeligen Herz-
Schmerz-verliebten Tochterlein zur
sachlich kalkulierenden Geschiifts-
frau im Verbrecherbusiness plausibel.
Und schlieBlich die Musiker (Leitung
vom Klavier: Matthias Stotzel), sie
waren der Gewinn des Abends. Sel-
ten habe ich eine so priizis spielende
wie mitreillend musizierende Musi-
kertruppe erlebt, ein hochprofessio-
nelles Spiel war es, das Freude und
Genuss an den Weillschen Noten
nicht verbarg, andererseits aber auch
die Schiirfe und Gefihrlichkeit dieser
Musik nicht auBer Acht lief3.

Leider fand am 28. Juni die letzte
Vorstellung der Dreigroschenoper
statt, bedingt durch den Intendan-
tenwechsel  (Matthias  Hartmann
geht nach Wien, an seine Stelle tritt
Barbara Frey). Eigentlich schade,
denn sonst hitte ich unseren Lesern
eine Empfehlung zum Besuch dieses
Theaterereignisses geben konnen.

Der Mensch ist
Gegenstand der

Der Mensch als
bekannt vorausge-
setzt. .

Untersuchung.

Spannung auf den Spannung auf den
Ausgang. Gang

Der Mensch als Der Mensch als
Fixum. Prozess.

Das Denken Das gesellschaftli-

che Sein bestimmt

bestimmt das Sein.
- das Denken.
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' MoTHER COURAGE. ADAPTATION:
WiLLETT/MANHEM. DIRECTION:
(GABRIELE JAKOBL SCENA THEATER.
WasHingToN, D.C. / USA.,
RevieweD: § June 2009,

rechts Satz, “Dall Krieg eine
Fortfiihrung der Geschifte mit
anderen Mitteln ist” sollte eine In-
szenierung seiner dramatischen Anti-
Krieg Chronik Mutter Courage und
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Wiinden umrahmt, war als Amphi-
theater gestaltet. Die Winde wurden
als Projektionsoberfliche fiir dunk-
le Bilder von beispielsweise einer
grauen Baumlandschaft, die den per-
manenten, trostlosen Kriegszustand
des Werkes unterstrichen, verwendet.
Auch erschienen Spriiche in klassis-
cher Brechtmanier hierauf. Stage-
left und stage-right standen jeweils
eine hohe Leiter, an welcher Biihnen-

ihre Kinder zeigen. Diese

CLAUDIA BIESTER

beleuchtung montiert war.
Besonders effektvoll am

dem Krieg inhiirente Bezie-
hung zwischen Wirtschaft
und Politik zeigte die renomierte
Regisseurin Gabriele Jakobi am Sce-
na Theater in Washington DC auf
besondere Weise: Ihre Inszenierung
des Brecht Klassikers am Scena The-
ater in Washington D.C. spielte im
Clark Street Playhouse - einem zum
Theater umgebauten, alten Waren-
haus in einem verlassenen, von Hoch-
hidusern umrahmten, industriellen Teil
Washingtons, nur unweit des Penta-
gons, dem Hauptsitz des US Verteidi-
gungsministeriums.

Der Biihnenraum, von schwarzen

Szenenaufbau war eine
Maschinerie, die sich am Bithnenrand
stage-links befand. s handelte sich
hierbei um eine Rampe, von welcher
im Laufe der Inszenierung mehrmals
mit enormen Krachen alte Schuhen
und Taschen herunterrutschten. Der
Anblick dieser Alltagsobjekte, deren
Anzahl im Laufe der Auffiihrung
immer mehr wurde, gekoppelt mit
dem einem Waffengeriusch gleich-
kommenden Krachen, unterbrach
besonders wirkungsvoll den Han-
dlungsfluss und hob auf konkrete
Weise die Grausamkeiten des Krieges
hervor.

© Ian C. Armstrong
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Die Wahl des illusionsbrechenden
Amphitheaters, die Brecht auch in der
Urauffithrung benutzte, ist durchaus
keine Uberraschung. Sie kann jedoch
leider aber auch, wie in diesem Fall,
Probleme mit sich ziehen. Mehrfach
waren die Schauspieler, wenn sie
sich an bestimmte Zuschauerbereiche
wandten. nicht zu horen. Hinzukam,
dass die Lautsprecher, aus welchem
die Begleitmusik spielte, den Gesang

der Schauspieler, wie den

Eacr SB.EET__ des Kochs im Salomon-
‘REAII ' Lied, oft {ibertonte - ein
G Problem das durch Umpo-
INTERVIEW sitionierung der Lautspre-
wWIH cher hitte vermieden
Dmecror  we