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EDITOR'S NOTE

This issue of Communications appears a bit late due to technical problems,
some late contributions, and general end-of-the-semester chaos. The theme of
"The Global Brecht" suggested itself given the diverse contributions received
from various corners of the world, which, more than anything else, was a fortu-
nate coincidence.

With the next issue, my term as Editor of Communications "lauft aus,” as do
the terms of the other elected IBS officers (the President, Vice-President, and
Secretary-Treasurer). I spoke with Antony Tatlow when he was in Chicago in late
October (enroute to Ireland) and indicated my willingness to be a candidate for
a second term. The forthcoming election will be on the agenda of the IBS Busi-
ness Meeting which will take place at the MLA Convention in San Francisco (see
the announcement on p. 5), and a ballot will be included in the April issue of
this journal.

Professor Tatlow also asked me to solicit the ideas or recommendations of
the membership for the next International Symposium to be held c. 1989-1990. The
initial plan to hold the Symposium in Birmingham, England has been dropped. So
far, Nicaraugua has been suggested as a possible venue for the meeting, but the
IBS leadership is open to suggestions from all of its members all over the-
globe. Those interested in the effort and resources required to sponsor such an
event may wish to discuss the matter with Dr. Tatlow, whose current address |is
given in the "In Brief" section of this issue, p. 77.

Closing words: I would like to remind the readership that a need exists for
someone to assist with the compilation of the annual bibliography, to be pub-
lished in the April issue. Otherwise, reports, reviews, production notes, and
other material of interest to the readers of Communications is welcomed at any
time. Finally, I would like to express my thanks to my student aide, BAnna Stu-
benrauch, for her patient assistance with the preparation of this issue.

S MWJ/ |

N.B.: The editorial deadline for the April 1988 issue of Comnun‘lations (Volume
17, No. 2) is March 1, 1988.
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Letters to the Editor

(Editor's note: The first letter is a response by R.G. Davis to the letter from
Jim Miller published in the last issue of Communications.)

Dear Editor:

These exchanges tend to fall into a pattern. The critic challenges the
icons of the trade, the editor modifies the ascerbic comments, some letter
writers accuse the editor of wasting space on such attacks, other letter writers
make the critic sound irrational and hysterical and themselves rational. Jim
Miller tries to make my views extreme. I never used the phrase "revolutionary
communist music." I said "useful." Eisler's music is useful.

In this exchange it is, I think, important to trace the path I have taken
to challenge Bentley's work as Brecht's disseminator in the U.S.A. True, he
translated and even propogated Brecht's works, but still both Brecht's sugges-
tions and Eisler's music are hardly lively theoretical forces in our culture
today. Bentley's distortions have blunted the social bite of the texts. This
alone does not account for all the trouble Brechtiana has had in the U.S., but
it adds to the difficulties. Miller suggests we focus on the Brecht-Eisler Song
Book put out by Oak Publications in 1967 as evidence of Bentley's radicalism and
says that I fail to show that the book is anything less than a valuable contri-
bution, true to the art and spirit of both Eisler and Brecht. OK, I'll focus on
this publication.

Irwin Silber, Oak's co-owner (with Moe Ash), was responsible for the pro-
ject. The Song Book was rather a quirk, as Oak had been in the forefront of folk
music publication while Silber was editor of Sipy Out! But Silber had had a long
association with Eisler, having produced his farewell concert in 1948. This
remains the only book of its kind published in the U.S., and sales have not been
large. Silber sold Oak rights after it was published, and couldn't give me accu-
rate figures, but he guesses sales were between five and ten thousand.

The Song Book is very much Bentley's. Silber told me Bentley spent three
years acquiring rights to the songs and would not use any translation but his
own. In the introduction Bentley tries to disarm the anti-Communist opposition
he thinks will be engendered by the Song Book: "Are the songs in this book Com-
munist propoganda? Had the question been put to Brecht and Eisler they might
have answered: Well, we hope so! But will these songs be received as such by
most people who will hear them? By Communists, yes: but what use is preaching to
the converted? . . . Must propoganda for a cause one has not espoused, and may

- dissent from, necessarily offend one?"

The peculiarity of this introduction is that the Song Book was published at
the height of the anti-war movement, at the lowest level of anti-Communism in
this country. The issue of Communist or not-Communist was hardly on the minds of
most people in the movement. Bentley's statement is brashly apologetic, yet the
timing 1is off. In addition, to assume that the Communists automatically took to
Eisler and Brecht ("what use is preaching to the converted") is an inaccurate
cliché.
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Miller reveals a problem he has with Eisler's work: "There is no question
that Eisler attempted to force together in an unstable fusion music which grew
out of the most advanced experiments of early twentieth century European concert
music and the needs of a mass movement for singable, forceful songs and simple
dramatic forms. All of his career involved the attempt to square this circle."
I'm not sure Eisler had a "career," and it seems Miller thinks "revolutionary
music" is only mass protest-tune making. An answer from Eisler: "In our art
there must be the finest unification of entertainment, highly developed techni-
cal standard, consciousness, humour, real power of propoganda, social feeling."
(1938 speech to ILGWU). While Eisler was not opposed to tendenz tunes or songs
for the picket line, his interests were broader. Like Brecht he attempted to
recouperate the bourgeois best and find in pre-bourgeois art elements that would
be useful in provoking socialist art and thinking. This is a fundamental problem
of ‘"squaring circles," especially in societies dominated by the consciousness
industry.

Bentley's contribution is under examination here because of his tendency to
mistranslate. For example, in the Brecht-Eisler Song Book, Brecht's title,
"Lenin-Zitat” ("Lenin Quotation") becomes "Happy the Man." Says Bentley:

Happy the man who never makes mistakes!
But give me one who knows how to make them good.

A closer translation might be:

It's not the one who doesn't make mistakes who's smart,
It's the one who knows how the fix them quickly.

Or:

Smart is not he who makes no mistakes,
But he who understands how to better them quickly.

Jill Hannum, who helped me with this translation, writes: "EB rather turns the
meaning on its head."

Someone will surely argue that Bentley had to fit the 1language to the
music, thus his distortions are justifiable. Auden translated materials that
fit, Nellhaus does it fairly well, Manheim and Willett do some well and fuss
with others, yet the ease by which the language fits the musical meter is not
the only criteria for translation. Bentley is generally erratic, but in one
thing he is consistent: if there is a Socialist (Marxist) challenge in the
texts, he avoids it and uses some liberal idea instead. Worse still, because he
has no feeling for Communist or Socialist activity, Bentley enlarges the propa-

' gandistic elements and emphasizes the 1liberal elements: in the translation of
"Praise of Illegal! Work," BB's first word is schén, "lovely," "nice," in some
situations even "pretty." EB says "glorious," bringing to mind propoganda about
the glorious people's revolution. Further, BB says (translating literally) that
it is "lovely to seize (grab) the word in the class war," while EB says it is
"glotious to wield the word . . . ," implying that it has already been seized
and is ready to be used as a sword. BB says: "Difficult and useful is the daily
work (chores), the tough (in the sense of hard) and secret knotting of the great
(big) net of the party in front of the gunbarrels of the capitalists." EB says:
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"Hard and useful the small daily labor, the grim and persistent spreading of the
big net of the party for the guns of the capitalists." Different, no?

The work of "squaring circles" is always awkward, uncomfortable, and never
finished. Miller brings up the example of Wolf Biermann to demonstrate Eisler's
open-minded appreciation for music of another time and point of view. True, Eis-
ler and the Berliner Ensemble befriended Bierman, but I understand from Werner
Hecht that Biermann refused the protective umbrella of a job offer from Helene
Weigel, saying that he would be compromised if he accepted. I like what Hecht
said about Biermann--"He will always be a problem, wherever he goes. Even after
he met and was accepted by Bentley and Miller, Biermann joined the Spanish Com-
munist Party . . . as a dissident, he should be seen in a larger context than
just his defection, but it is precisely the defection which made him acceptible
to the liberals." What about the dissidents who remain Socialists? Heiner Miller
is a disrupter on both sides of the Wall, and Werner Hecht a smiling personality
who has stayed inside the Berliner Ensemble family. Both are making the works of
Brecht available to the world--most likely the world on the other side of the
Wall. Of the two, Hecht is the more fascinating character, one who has opened
many doors to Brecht. But Miller and Bentley tend to ignore people 1like Miller
and Hecht because they are not anti-Communist, they are just critical of their
own government within its own context.

The trouble with anti-Marxists and anti-Communists who pounce on/expound

the work of Brecht or Eisler is that they tend to manufacture a product that
tends to lose its effectiveness upon use.

R.G. Davis
San Francisco, California USA

Dear Editor:
Without irony--without anything but Brecht's meaning--the Brecht quote

regarding the founding of banks has become an epigram of an article on banking
in Forbes Magazine (June 29, 1987, p. 67):

Crime wave

“Robbing a bank’s no crime
compared to owning one!”’—Bertolt Brecht

A 1928 expression of the criminality of high finance has come full circle in
1987. This, I believe, is worthy of note in IBS Communicationms.

Sincerely,

Lee Baxandall
Oshkosh, Wisconsin USA
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READERS' INQUIRIES

Dear Editor,

Can you or a reader of Communications identify the source of the following
statement attributed to Brecht?

"Die mit vielen Mitleid haben, dirfen keines haben mit den wenigen.”

Sincerely,

Ward B. Lewis

Dept. of Germanic & Slavic Lang.
University of Georgia

Athens, Georgia 30602 USA

Dear Communications Readership:

I have been asked by.Eyre Methuen, Ltd. to be responsible for the editor-
ship of a second volume of Brecht poems, 1913-1956 as part of Methuen's collect-
ed edition of the works of Brecht in English.

The purpose of this letter is, in the first instance, to ask whether you
would be interested in contributing translations to the projected second volume.
At this stage the plan is to incorporate previously unpublished and/or uncol-
lected poems, drawing on the Gedichte aus dem Nachlass, but also rectifying some
omissions from the first volume. If you have already done translations of poems
and would be prepared to submit them for inclusion in the volume, I should be
most grateful if you could forward them to me. At the same time I should also be
interested to hear whether you have any ideas about which poems you feel should
be included in the second volume (whether you have translated them yourself or
not). Tentative financial arrangements have been worked out with Methuen; please
inquire for details.

I should also point out that as well as contacting translators who contri-
buted poems to the first volume, I shall be asking other translators with whose
work I am familiar to submit translations of Brecht poems. If you know of any
writers who have worked on translations of Brecht's poetry and who you think
might be interested in submitting their translations, I should be grateful if
you could let me have their names and addresses.

I look forward to hearing from you in due course.

Yours sincerely,

Prof. Michael Morley

School of Humanities

The Flinders University of South
Australia

Bedford Park, South Australia 5042

AUSTRALIA
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IBS FINANCIAL REPORT

March 20, 1987 September 20, 1987
receipts: $1,924.25
disbursements: 3,837.06
balance: $3,702.37 balance: $1,789.56

Deutsche Bank, Disseldorf
(Konto-Nummer 7674146)

DM 709,03 DM 784,64

Membership Statistics

There are presently 183 members of the IBS (124 individual and 59 institu-
tional). This compares with 123 at about this time last year and 210 the year
before.

A total of ten individuals and institutions have pre-paid their dues in the
expectation of seeing Volume 14 of the Yearbook. Individual dues notices will be
sent out in January.

IBS BUSINESS MEETING at the
MLA Convention, San Francisco

The Annual Business Meeting of the International Brecht Society will take
place immediately after the second IBS-sponsored session of the MLA Convention,
"(Re)presenting Brecht: Poststructural Readings," which is the last scheduled -
session of the Convention (#721, 12:00-1:15 p.m., Wednesday, December 30, 1987,
Ramada Renaissance Hotel, Da Vinci Room II/III). See the following pages for a
detailed announcement of the IBS sessions at the MLA.

Business Meeting Agenda

1. Report of the ad hoc Committee on Dues Structure (Vice-President
Darko Suvin)

2. Secretary-Treasurer's Report (Ward Lewis)

3. Report of Communications Editor (Michael Gilbert)

4, Report of Brecht-Yearbook Managing Editor (John Fuegi)
5. New Business/Announcements

IBS President Antony Tatlow is currently in Ireland and will not be in
attendance. -
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MLA 1987 - SAN FRANCISCO

The International Brecht Society is sponsoring the following two sessions
at the 1987 Modern Language Association Convention in San Francisco. Both ses-
sions will be held in the Da Vinci Room (II and III) of the Ramada Renaissance
Hotel, 55 Cyril Magnin Street, San Francisco, and are open to non-members of the
Modern Language Association provided they register at the Convention. The regi-
stration area for the Ramada Renaissance Hotel will be located in the Ballroom
Foyer on the fourth floor.

Session No. 103: BRECHTIAN DISCOURSES IN THE AMERICAS
Monday, December 28th, 8:30-9:45 a.m.

Organizers: Carl Weber, Stanford University; Leslie Damasceno,
Princeton University

Moderator: Beatriz Rizk, Graduate Center, City University of
New York

Speakers and Topics:
Leslie Damasceno: "Brecht in Brazil"

R. G. Davis, California State University-San Francisco:
"Brecht Reception in the United States"

Beatriz Rizk: "The Essence and Presence of Brecht in the
Colombian New Theater"

Respondent: Carl Weber, Stanford University

|
0@ o]
AN FRANCISCO 27-30 DECEMBER
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Session No. 721: (RE)PRESENTING BRECHT: POSTSTRUCTURAL READINGS
Wednesday, December 30, 12:00-1:15 p.m.

Organizer/Moderator: Janelle Reinelt, California State Univer-
sity-Sacramento

Speakers and Topics:

Ellen C. Caldwell, Clarkson University: "Poststructuring
Brecht--Pluralism and Propaganda in Galileo"

Robert Miklitsch, Tufts University: "Reading Differently--
Galileo in Quotations"

Sabine Gross, University of California at Santa Barbara:
"Brecht's Discourse--Dialectics of the Text, Dialectics
of Reading"

Respondents: Darko Suvin, McGill University; John Rouse, Tulane
University

1988 MLA CONVENTION, NEW ORLEANS

In recent years, the organization of IBS-sponsored sessions at the MLA Con-
vention has been somewhat haphazard and helter-skelter, in addition to which the
Editor of Communications, for no logical or apparent reason, has had to serve as
the intermediary for the MLA Convention Program Office. In order to encourage
individual IBS members to assume this responsibility themselves as well as pro-
mote the organization of sessions for the 1988 Convention, the letter of inquiry
for Allied Organizations of the MLA and Calendar of Dates and Deadlines is re-
produced on the following two pages. In accordance with MLA policies, the IBS,
as an Allied Organization, may sponsor two sessions; requests for as third ses-
sion are subject to review by the MLA Program Committee vis-a-vis the guidelines
applicable to "special sessions." Complete details on these and other matters
pertinent to the IBS' status as an Allied Organization of the MLA can be found
in the September issue of PMLA. Also, to simplify matters for the Editor of Com-
munications (P-L-E-A-S-E!!!), session organizers are asked to send the Editor a
copy of the final program copy at the same time it is sent to the MLA--i.e., by
April 8, 1988--in order that an announcement for the Convention sessions can be
published already in the Bpril issue. Official request forms for the tentative
program statement due by February 9, 1988 may be obtained from either the Editor
or the MLA Convention Program Office (see address below).

One final note (IMPORTANT!!): The deadline for 1988 Convention session
announcements for the Spring MLA Newsletter (for the purpose of soliciting pap-
ers, proposals, inquiries, panelists, respondents, etc.) is January 5, 1988--
immediately after the convention in San Francisco. It is therefore highly advan-
tageous for interested persons/potential session organizers to come to the MLA
with a tentative proposal which can be announced/discussed at the Business Meet-
ing following the last session (#721). '
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MODERN LANGUAGE ASSOCIATION OF AMERICA 10 ASTOR PLACE NEW YORK, NY 10003
Telephone (212) 614-6371

6 November 1987

Dear Colleague:

I write to inquire whether your group, as an allied organization of the Modern
Language Association, plans to meet in conjunction with the 1988 MLA Convention
in New Orleans. Programs arranged by allied-organizations have traditionally en-
riched the range and diversity of the convention, and your continued participa-
tion is greatly valued.

Please note that program copy for all convention meetings is due by 8 April. In
order to balance the final program copy deadline with the preliminary program
deadline, the preliminary program deadline is 9 February. Please note that all
that is required by 9 February is one completed preliminary program form for
each meeting you plan to hold; each completed form should include a working tit-
le and a brief description of the meeting. You may submit names of speakers with
the preliminary program if you wish, but names do not have to be submitted until
8 April. If you wish to use one of your meeting times for a business meeting,
you may indicate "business" for the title.

You may also use the preliminary program forms to request social functionms,
executive committee meetings, and table space for distributing membership infor-
mation and selling tickets to social functions. (We do not know yet, however,
whether table space will actually be available; organizations that request tab-
les will be informed in the fall of 1988.) Requests for a third meeting may be
submitted to the Program Committee in the form of a special session proposal;
proposal forms are available from me. As you probably recall, guidelines for
organizing all meetings at the MLA convention were published in the September
1987 issue of PMLA. I urge you to read them carefully before making your plans
for the 1988 Convention. Please note that members may participate in a maximum
of two meetings (i.e., participate in the convention in any way that involves
having his or her name listed in the Program) at a single convention. In addi-
tion to social functions and one closed committee meeting, each allied organiza-
tion may arrange up to two open meetings of seventy-five minutes each. You may,
if you wish, combine your two allotted meetings into one longer meeting which
would count as two open meetings.

Please note that all speakers must be on the MLA membership rolls by 1 April.
Exceptions to the membership policy are outlined on page 451 of the September

© 1987 PMLA and must be approved by the MLA Executive Director. Please remember
that no one may participate in more than two meetings and that registration is
required in order to attend any meeting (except MLA forums) in the convention
Program.

We remind you that allied organizations are responsible for the cost of all
audio-visual equipment and social functions. Estimates for such equipment or
functions will be available from the MLA Convention Office. Please note that
audio-visual equipment must be requested by 3 June. We must also point out at
this time that the MLA cannot, unfortunately, provide funds for speakers for
allied organizations' programs.
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Organizations that request to meet at the 1988 MLA convention will receive, by 1
March, forms for submitting final program copy for the November Program issue of
PMLA. The deadline for receipt of final program copy is 8 April.

We look forward to hearing from you. If you have any questions, please do not
hesitate to write or call.

Sincerely yours,

Judith A. Verdino
Bssistant Director of
Convention Programs

CRLENDAR OF DATES AND DEADLINES FOR MLA-ALLIED ORGANIZATIONS

January through December 1988

Items 1listed below and correspondence concerning allied organizations should be
sent to Judith A. Verdino, Assistant Director of Convention Programs, MLA, 10
Astor Place, New York, NY 10003. The deadline for receipt of all items is the
close of business on the date indicated. For more specific information, please
consult the guidelines published in the September 1988 PMLA (pp. 451-52 and 456-
57).

5 January Deadline for receipt of announcements for the Spring MLA
Newsletter (announcing deadline for submission of papers
for allied organization programs at the 1988 convention
and name of person to whom papers should be sent). Submit
announcements only if you wish to solicit speakers.

5 February Spring MLA Newsletter mailed to members

9 February Deadline for receipt of statement of tentative allied organ-
ization program for the 1988 Convention (including topic of
each session, brief description of each topic, and names of
tentative panelists, if available)

1 April Deadline by which program organizers and speakers on allied
organization programs for the 1988 Convention must be
listed on the MLA membership rolls

1 April Deadline for receipt of requests for waiver of membership
requirement for speakers (foreign scholars and persons out-
side the discipline of languages and literatures) on allied
organization programs at the 1988 Convention

8 April Deadline for receipt of final program copy for allied
organization programs for November 1988 Program issue of
PMLA

3 June Deadline for receipt of requests for audio-visual equipment

(if appropriate) for 1988 Convention
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mid-July

3 BAugust

8 August

late August

28 September

mid-October

late November

27-30 December

Program copy proofs and information on date, time, and
place of 1988 allied organization programs sent by Conven-
tion Office to program organizers

Deadline for receipt of announcements for the Fall MLA
Newsletter (announcing deadline for submission of papers
for allied organization programs at the 1989 Convention and
name of person to whom papers should be sent). Submit
announcements only if you wish to solicit speakers.

Deadline for receipt of corrections for program copy proofs
for allied organization programs for November 1988 Program
issue of PMLA

Information on date, time, and place of 1988 allied organi-
zation programs should be sent by program organizers to
speakers

Deadline for receipt of announcements for the Winter MLA
Newsletter (announcing deadline for submission of papers
for allied organization programs at the 1989 convention and
name of person to whom papers should be sent). Submit
announcements only if you wish to solicit speakers.

Fall MLA Newsletter mailed to members

Winter MLA Newsletter mailed to members

1988 allied organization programs held in New Orleans
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SUPPLEMENTARY REPORT:

SEVENTH INTERNATIONAL SYMPOSIUM OF THE INTERNATIONAL BRECHT SOCIETY
"Brecht and the Paradigm Change"
Hong Kong, December 8-13, 1986

* * * * * * *

A BRIEF ACCOUNT OF BRECHTIAN RECEPTION IN CHINA
Huang Zuolin, People's Republic of China

(Welcoming Address Delivered at the IBS International Symposium,
Hong Kong, December 1986)

. First of all, I must express my gratitude to Mr. Senda Korea, as it
was he who started the ball rolling, if I may say so. When Mr. Senda visited
Peking in 1956 he pointed out to the late Tian Han, the former President of the
China Theatre Artists Association, that China knew next to nothing about Brecht.
This was perfectly true, and Mr. Senda's frankness stimulated a few Chinese
theatre workers. The outcome of his weighty remarks was the production of Mother
Courage and Her Children in 1959, of which I happened to be the director. As a
matter of fact, I began to introduce Brecht and Piscator to my theatre col-
leagues as early as 1951, giving a six-hour lecture in a single day. It took me
more than six weeks to prepare, but no one seemed interested in it at all. This
reminds me of a curious experience I had some fifty-five years ago, 1931 to be
exact, when Bernard Shaw visited China to see the Great Wall. Before Shaw's
arrival, quite a number of journalists went to interview Dr. Hu Shih, anxious to
find out what the eminent scholar would do to welcome the world famous drama-
tist. Hu Shih gave a cut and dry reply, saying the best way to receive the queer
old man was to ignore him altogether. I felt rather upset as I personally had a
strong affection for Shaw, for it was he who had kindled my passion for the
theatre as early as 1927. Consequently, I wrote an open letter to him published
in an English daily in Tientsin in the name of the Shawological Institute, a
pure whimsy on my part. The President of the Institute, I wrote in the letter,
was Huang Zuolin; its Vice-President was Huang Zuolin, General Secretary Huang
Zuolin, etc.; and the letter was signed "Yours very sincerely, Huang Zuolin."
You see, I was using Shaw's own weapon, "an extraordinary weapon, that of
humour, " as Brecht put it, poking fun at the Irish dramatist. When I delivered
the letter to Shaw in person, the grand old man seemed much amused.

I cite this incident not to blow my own horn, but rather to illustrate that
in the case of Bertolt Brecht, as in the case of Bernard Shaw, I was a lonely
soul, with no following whatsoever. I started from scratch, so to speak. Even
though we put in a great effort staging Mother Courage, the production was a
flop; it ran no more than eleven performances with only 40% attendance. This is
quite wunusual in my fifty years of professional experience. I had to console
myself by telling my friends that I had administered such a strong dose of
Ver fremdungseffekt that the audience was distanced right out the theatre’s
doors. But that was 1959. Twenty years later, in 1979, conditions had changed
wvhen Chen Kong and I coordinated The Life of Galileo in Peking, which ran for
eighty performances to consistently full houses. Before I left for Peking to
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direct the play, my family was very worried; they called me "Father Courage"
and reminded me considerately of the phrase "once beaten, twice shy." I wavered
a little, but upon thinking the matter over, I decided to put my trust in the
German poet-scientist or scientist-poet as well as in the forceful personality
of Chen Kong and gathered up enough nerve to take the plunge.

Why, then, did Mother Courage fail and Galileo succeed? Well, Mother Cour-
age failed because the public was not psychologically prepared for it; the
Thirty Years War was totally alien to the people, it was nobody's business.
Besides, Mother Courage being an anti-war play, some distinction must be made
between a just war and an unjust war; one could not simply say "all wars are
deadly, detrimental to mankind." Yao Wen-Yuan, one of the "Gang of Four" and the
tycoon of critics in those days, condemned it as a "pacifist" play written by a
"petty bourgeois author." Galileo, on the other hand, was put on not long after
the downfall of the Gang of Four at a time when "the battle was for a theatre
fit for the scientific age." So the production took the capital by storm and was
televised all across the nation.

Since then, Bertolt Brecht has become extraordinarily popular. In December
1984, college students from England, America, and Holland staged The Threepenny
Opera in Nanking and were highly acclaimed. In the Spring of 1985, the first
symposium on Brecht was held in Beijing where The Caucasian Chalk Circle, The

Good Person of Szechwan, and Schweyk in World War II were put on. Immediately
thereafter, The Petty-Bourgeois Wedding was presented in Shanghai, along with

of the Third Reich, "The Chalk Cross." On both occasions, we were honoured by
the presence of IBS President Antony Tatlow. All of the productions were enthu-
siastically acclaimed; the discussions following them were both heated and
lively. As a by-product of these developments, the Brechtian perspective has
recently been extended to the Ping-tan (that is, accompanied story-telling, an
ancient Chinese performing art), and quickly found acceptance among the general
public. Concurrently, the well-known Shanghai Comic Troupe has created a satire
based on Brecht's noted saying "if you digest beforehand what you are going to
offer to the audience, then you are going to serve them shit"--which in this
production is ironically coupled with Brecht's rule that "the proof of the pud-
ding is in the eating."

During the past ten days Mr. Senda Korea brought his famous troupe, The
Haiyuza Theatre Company of Tokyo, Japan, to China to perform The Good Person of
Szechwan. Wherever they went--Beijing, Shanghai, Guangzhou--they were warmly and
videly applauded. All of this goes to show that Bertolt Brecht is establishing a
firm foothold in China. Starting with one person in 1951, his following increas-
ed to at least 200 in 1979 and by now it has grown to thousands. All in all, I
see bright prospects for his plays and theories in my country.

EREHRBHEA
THE INTERNATIONAL BRECHT FESTIVAL

—ANARE+=_ANE+Z=R
8th to 13th December 1986
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ADDITIONAL ABSTRACTS OF PAPERS PRESENTED AT THE INTERNATIONAL SYMPOSIUM

Brecht: Three Mother Dramas

Denis Jonnes, Faculty of Law and Letters, Kagoshima University,
Kagoshima, Japan

While critics have long recognized the significance for Brecht's late drama
of character and configuration marked in terms of family role, only recently has
commentary sought to account systematically for "family" as a pervasive (struc-
tural?) rather than simply incidental or thematic dimension of Brecht's plots.
More specifically, critics have underscored Brecht's deployment in the late work
of women figures marked as mothers, and indeed how in the critical sequence of
dramas written or completed during the war--Mutter Courage (1939), Der gute
Mensch von Sezuan (1941), and Der kaukasische Kreidekreis (1944-45)--the ques-
tion of maternity or, in some more radical sense, the question of the possibili-
ty of maternity, becomes an overriding (and story-generative) center of concern.
One also notes, however, a tendency on the part of commentators either to ahis-
toricize the questions of gender and family or to ascribe to Brecht's work it-
self an ahistoricist treatment of the relevant issues. Thus, for example, Ute
Wedel, in Die Rolle der Frau bei Bertolt Brecht (Frankfurt: Peter Lang, 1983),
reads Brecht's representation of the maternal as predicated on false assumptions
about "eternal womanly virtues" and some unchanging--and unchangeable--"female
principle," terms which inevitably, for Wedel, contradiot "the category of his-
toricity." It is on grounds of this imputed ahistoricism that Wedel goes on- to
conclude that "the criteria for an emancipatory representation of women are not
fulfilled . . . in the plays of Brecht."

In reconsidering what a foregrounding of the mother means vis-a-vis the
categories of historicity and emancipation, I would see, against a reading like
Wedel's, the Brechtian turn-to-the-mother as conditioned by a not-simple and
sometimes contradictory series of changes in the ideological and institutional
environments out of which the dramas in question arose. I would point in parti-
cular to four factors constraining Brecht's representation of the maternal and
the specific form which the mother-child relation assumes in these dramas. These
include: 1) the immediate historical circumstance in which the plays were writ-
ten, namely the outbreak and then prolonged reality of what Brecht was to per-
ceive and record as total war, along with the deeper-lying anxieties about col-
lective survival which such perceptions generated; (2) a growing awareness of
war as a gender-specific activity, 1i.e., as an especially acute expression of
specifically male behavior (the Brechtian representation of women cannot be

‘abstracted from an increasingly incisive critique of a traditionally conceived
masculinity); (3) recognition of an essentially new institutionalist (or bureau-
cratic) ethos, taken as variously supportive and repressive, characteristic or
anticipatory of administered, i.e., welfarist or early-phase socialist, socie-
ties; (4) a broad-scope transformation of attitude occurring within administered
societies towards sex and family, above all toward traditional legal and finan-
cial dependencies of women on men.



14 Communications

It is within a framework of this kind that I would read Mutter Courage, Der
gute Mensch, and Der kaukasiche Kreidekreis as tracing out a progression of
sorts whereby the woman as mother is freed--in certain provisional terms--from
traditional role constraints; at the same time, however, I would see this devel-
opment as contingent upon an evolution, which the dramas also presuppose and
reflect, from more rudimentary to more evolved forms of production and exchange
{from Courage as pushcart peddler to Shen Te as shopkeeper to Shen Te/Shui Ta as
tobacco monopolist), a progression which culminates with the collectivism posit-
ed in the prologue to Der kaukasische Kreidekreis. Viewed from the perspectives
of recent social and family history, I see Brecht's triad of mother dramas as
providing a vivid and more historically accurate picture of transformations
occurring within sex and family role--and of the conditions affecting such
changes--than recent critics have generally allowed.

Paradigm Change:
The Female Paradigm in Brecht's Mutter Courage und ihre Kinder
and Christa Wolf's Kassandra

Kathleen L. Komar, University of California, Los Angeles

The issue of Brecht's female characters and their political and social
potential has become a popular topic of contemporary Brecht scholarship to which
Volume 12 of the Brecht Yearbook, entitled Brecht: Women and Politics, attests.
My paper compares the female paradigm that Brecht implies in his work with that
offered roughly four decades later by another prominent GDR writer, Christa
Wolf.

Building on the works of earlier Brecht scholars such as Sara Lennox, Sarah
Bryant-Bertail and Sue-Ellen Case, I compare the female paradigm offered by
Brecht in Mutter Courage und ihre Kinder with that offered by Christa Wolf in
Kassandra and her Frankfurter Vorlesungen about the text. The two texts yield
interesting comparisons because of the similarities in their central issues.
Both text are written by dedicated socialist authors who examine women in war
situations. Both have not only complicated title characters, but also a host of
secondary women characters (Brecht's heroic Kattrin, and Wolf's missing Helen
or seduced Polyxena) who help to round out the possible options of the female
paradigms suggested by each author. In addition, both texts focus on women as
readers and interpreters of signs--of economic, military, spiritual, and psycho-
logical semiotic systems. They aéso focus on the moral decisions made by women
in war contexts. Like Kattrin, Kassandra attempts to sound a moral as well as
military alarm and she, too, pays with her life for the gesture. The two women
also share the experience of being silenced--Kattrin because of her muteness and

,Kassandra because of an external imposition of silence to curb her political
effect. And finally, both texts are intent upon deflating the heroic tradition
as well as examining mentalities that promote and sustain war.

The differences in the Brecht and Wolf texts prove equally enlightening.
The generic difference between Brecht's drama and Wolf's narrative and essays is
compounded by Wolf's use of a fleeting first person narrator. This narrator, who
is clearly a contemporary of the reader and whom we suspect is Wolf herself,
becomes the classical Kassandra in her own historical period. This merging of
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the modern female writer with her classical prophetic counterpart raises ques-
tions about the place of the woman author in the modern world, in the GDR, and
in the human world in general; it focuses on the historical problem of the woman
interpreter of signs and events who is ignored by her contemporaries. The ignor-
ing of certain aspects of women's roles may well prove central to the Brecht
text as well.

Given the importance of both Brecht and Wolf for the GDR and the history of
its development as a socialist state, such an examination of their differing
attitudes towards women and towards a female paradigm proves particularly inter-
esting.

Brecht and the Oriental Other
Shuhsi Kao, University of California at Los Angeles

In the Western epistemological perspective, the Oriental component plays a
crucial though intermittent and often hidden role in the formation and produc-
tion of a certain kind of theoretical reflection on literary writing. Starting
from information presented in recent works by Foucault, Baudrillard, Lyotard,
and, tangentially, Derridas and Barthes, I study the place occupied by Brechtian
thought and writing in the emergence and survival of what I call the Oriental
epistemological myth in the collective Western imagination since at least the
turn of the seventeenth century. In my reading of certain texts (Me-Ti and sev-
eral poems), which I will show to be symptomatic examples, Brecht's contribution
to the configuration of this epistemological myth is revealed. Within this con-
figuration, the Oriental component has an essentially functional and structural
nature in that it constitutes the figure of otherness. Thus, in Brecht's work,
it is not so much a matter of understanding as of producing--producing a process
and reflection on this process by means of the presence of the Oriental Other.

(translated from the French by Randa J. Duvick, Valparaiso University)

The Intemational
Brecht Society
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CONFERENCE REPORT:

BRECHT: THIRTY YEARS AFTER
International Conference and Theatre Festival
Toronto, Ontario, Canada, October 1986

Session & Performance Reviews
by Glenda Frank (New York)

I. MARTIN ESSLIN: BRECHT AND ACTING

Incisive and intellectually sophisticated as always, Martin Esslin placed
Brecht's acting theory within its historical matrix before evaluating it in
terms of the social significance of drama.

Commanding the skills that he had honed at the BBC, Esslin analyzed and
demonstrated the styles of contemporary acting Brecht reacted against in formu-
lating his theories: the "purple patches" of the declamatory, the "nervous nat-
uralistic" delivery spoken against the rhythm of the verse, the emphatic expres-
sionistic method, and the grandilogquence of the Nazi style; all of which assault
ed the senses and blinkered the intellect.

On the positive side, Brecht developed his Gestus from the casualness of
the cabaret, Frank Wedekind's unpretentious but impressive and effective walking
through 1lines, and the direct demonstration and pleasure in skill of the circus
performer, which lead to the historization of performance and non-empathic dis-

tancing (Verfremdungseffekt).

Reiterating that his recounting of the genesis of Brecht's style was to lay
the factual basis for critical assessment, Esslin applied and evaluated the
Brechtian theory. Affirming that when performance follows theory the productions
have been aesthetically superior, he identified an ideological void: the plays
do not create converts to Marxism. The theory, he continued, remains raw materi-
al, designed to make audiences sit up and take notice. The question of the medi-
um as the message (the Brechtian tenet that the actors must interpret their
roles from the political left) not only excludes the obvious talents of perfor-
mers of other political persuassions but confuses style with content. It is the
content in plays like The Caucasian Chalk Circle that is political--"in every
word, gesture, and (piece of) music."

Brecht's theories of acting have proven especially effective in handling
Shakespearean tragedies by incorporating a critical stance (woman as property in
Othello, for example, does not preclude or predict jealousy as inevitability).

In conclusion, Esslin reinstated Brecht in the long line of dominant Ger-
man theatrical directors, recalled that Brecht's acting theories have been con-
demned by the Communist Party, and praised the theories for their aesthetic ef-
fectiveness in combining skillful concentration with a relaxed aplomb.
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II. ACADEMIC SESSION NO. 7:

Karen Laughlin (Florida State University):
"Brechtian Theory: Feminist Theater"

Janelle Reinelt (California State University at Sacramento):
"Brechtian Feminist Drama: Brecht and Caryl Churchill”

Surveying contemporary English-speaking feminist  politicized theater for
Brechtian tracings, Ms. Laughlin canvassed the playwrights while Ms. Reinelt,
focusing on the writings of British playwright Caryl Churchill, adopted a more
theoretical/analytic stance. The contrastive approaches of these well-research-
ed, well-structured theses were complementary and defined the field.

Ms. Laughlin's text was liberally sprinkled with quotations from feminist
writers (Roberta Sklar, Karen Malpede, et. al) and Brecht's theoretical writ-
ings. Her observations were categorical. Among the direct tracings were adapta-
tions ("Rape," a woman's interpretation of "The Exception and the Rule"); cross-
gender casting (Myrna Lamb's "But What Have You Done for Me Lately?" in which
gender-related attitudes are objectified by male pregnancy); casting and costum-
ing as alienation devices (the females in Churchill's "Vinegar Tom" transform
from the victims of a witch hunt into male apologists in formal Edwardian at-
tire); historicizing to distance the social process ("Signs of Life;" Church-
ill's "Top Girls"); the personal into the political (sexism in the language of
the typical American family in Megan Terry's "The King's English for Queens");
and episodic structuring (Louise Page's "Tissue," 2 50-scene approach to one
woman's breast cancer).

The extensive scope of Ms. Laughlin's documentation did not permit a selec-
tive critical stance. The next step would be an evaluation of the wviability of
these influences and their comparative effectiveness on Brechtian and feminist
subject matter.

Ms. Reinelt identified three major areas of Brechtian influence in Caryl
Churchill's work: rupturing the seamless narrative to permit the question of in-
evitability; exposing the ideological construction behind actions; and decon-
structing the integrity of characters in order to expose contradictions. Arguing
that feminist drama that portrays women as Essential Beings is trapped in a lim-
ited universe and citing Brecht's theoretical concurrence, the scholar posited
the critical stance that works of art be judged by the suitability of apparatus.
Among those explored in Churchill's works are transhistorical fields of being;
the past as indicative of the impermanence of the present; historicizing gender

"relationships; juxtapositioning and decoupage to alienate realistic fragments of
contemporary life. In a letter to the author, Caryl Churchill denied a studied
knowledge of Brechtian theories but affirmed an informal influence.

A member of the audience identified the impact of the cultural nexus on
communication. When Caryl Churchill's plays cross the Atlantic they do not meet
a reciprocal tradition of feminist socialist drama and are greeted as the works
of either an individual artist or a feminist and are subsequently subject to
misinterpretation.
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III. "MICHI'S BLOOD"

by Franz Xaver Kroetz
October 22-26, 1986

Director Peter Hinton's offering at the Brecht: Thirty Years After Interna-
tional Theatre Festival and Conference of "Mishi's Blood" at the Crow's Theater
(Toronto) was particularly interesting for the combination of Horvathian linguis
tic disintegration with Brechtian Gestus.

This 15-scene play about the brutalization of a lower-class woman resulting
in an on-stage abortion that leads to her death is uncomfortable, unpleasant and
of limited audience appeal. Women in the audience, sickened by the abusive hus-
band-wife relationship typical of Kroetz' work and by the bathtub scene where
Michi encourages physical pain and the insertion into her womb of household
chemicals, have walked out in the middle of the play.

Following Horvath, Kroetz depicted a "language no longer able to summon up
the recollection of what was originally meant" ("Hérvath von heute fir heute,"
Theater heute 12/12 (December 1971), 13) but replaced Horvath's middle-class
protagonists with the proletariat. Dialogue repeats, turning on itself in dir-
ect contradiction to meaning like a stunned cry afraid to find words and all the
more poignant for its surface deceptions. The young couple, tied together by
mutual inability, act out a drama like marionettes doomed to move through futile
motions toward happiness. The audience, distanced by repulsion for the unsavory
couple and by their horrific situation, is forced to ask questions not only
about legal abortion but about eugenics. Light years from Brecht's pastoral
attitude toward motherhood, Kroetz raises unwelcome issues with unflinching in-
sistence.

Peter Hinton's Brechtian production extends the puppet metaphor to all of
society. As the audience crosses center stage to its seats, it passes a silent
yuppie couple, rooted to the stage, almost touching, gesturing like wind-up toys
in response to changing radio broadcasts. Funny at first, the performance (Hin-
ton's addition to the two-person cast) soon becomes terrifying; the familiar is
rendered strange in true Brechtian fashion, not to stimulate thought but to jolt
recognition. Hammering home the message, settings have been localized to speci-
fic parks, streets, and subway lines in Toronto.

This silent couple (the manipulators), this mirror of ourselves, becomes
on-stage voyeurs with comic input: donating change to Michi at the public tele-
phone, peering from the kitchen at the couple in bed. Their clean-cut appearance
is the yard-stick for further condemning the proletarian couple. Their total
lack of language becomes not a deficiency but the audience's silence as auditors
and a space in which our own vocabularies are inserted against the couple's
itamgerigg attempts at communication. Far from culinary theater, even compassion

s absent.

Peter Hinton is a young, highly gifted Canadian director. This is not a
production that is easily forgotten.
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FORTHCOMING CONFERENCES & SYMPOSIA

Internationaler Brecht-Dialog 1988:
"BRECHT--KUNST UND LEBENSKUNST/BRECHT--ART AND THE ART OF LIVING"
Berlin/GDR, February 9-14, 1988

Sponsored by the Brecht-Zentrum der DDR,
Werner Hecht, Director

Highlights of the International Brecht Dialogue 1988 include: an exhibition
"Ten Years of the GDR Brecht-Center;" ceremonies at Brecht's gravesite in the
Dorotheenstidtischer Friedhof and at the Berliner Ensemble; the unveiling of
Fritz Cremer's new Brecht monument; presentation of the first volumes of the new
Brecht edition (GroBe kommentierte Berliner und Frankfurter Ausgabe in 30 Ban-
den); opening of the exhibition "Brecht in the Graphic Arts" at the Akademie der
Kanste der DDR; theatre seminars on "Brecht: Art & Society" ("Theatre and the
Transformation of the World," "Reason in our Time"); discussion sessions on
"Brecht: ‘Dead Dog' or Living Classic?" and "Brecht and Theatre Life in the
1980's;" dialogue sessions on "Reason at the Turn of the Millenium" (the role of
the mass media, artistic production, and post-modernism); International Sympo-
sium of the GDR-AITA Center, "BAmateur Theater: Creativity for a Meaningful Life"
Seminar on Brecht in Asia, Africa, and Latin America; plus several film retro-
spectives and theater performances by local companies or guest performers. For
more information write: Dr. Werner Hecht, Director, Brecht-Zentrum der DDR, DDR-
1040 Berlin, Chausseestrafie 125, GDR.

* * * * *

Portland State University, Portland, Oregon
April 1988:

BRECHT'S GALILEO--THEATER FESTIVAL AND SYMPOSIUM
Heinz-Uwe Haus, Director

The Portland State University "Galileo-Project™ will be a first in several
respects: While Heinz-Uwe Haus has directed a number of successful Brecht pro-
ductions in the United States, this will be his first engagement with a profes-
sional theater company, Portland's NEW ROSE THEATER, strengthened by several
distinguished Equity actors. It will also be The New Rose Theater's first major
production designed for and performed in Portland's new Center for the Perform-
ing Arts. Heinz-Uwe Haus will be Artist-in-Residence from January through April
1988. The production is scheduled for April 1st-17th. Michael Griggs, Artistic
. Director of The New Rose Theater, has secured a grant from the Portland Metropo-
litan Arts Commission in support of the Galileo-Project which will not be con-
fined to the theater. In particular, The Oregon Museum of Science and Industry
(OMSI) is planning planetarium shows on astronomy and the skies at the time of
Galileo. There will be an accompanying teacher's guide, and actors from from the
production will participate in OMSI presentations. In addition, OMSI will pro-
vide materials and notes for part of the production program and will host sever-
al post-performance discussions of the play. Depending upon funding, a series of
symposia will also be held during the weeks prior to the production:
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February 15th  "Galileo and his Science"

February 22nd "Galileo and the Social Responsibility of the Artist"
February 29th  "The Social and Political Implications of Galileo's Science”
March 7th "Galileo: The Play and the Issues it Raises"

Scholars from local colleges and universities as well as from elsewhere will
participate in these symposia, which are being coordinated by Professor William
Tate of the Portland State University Theatre Arts Department. Mr. Tate is also
in charge of coordinating other supportive activities, seminars, and workshops
at Lewis and Clark College, Portland State University, Reed College, and The
University of Portland.

Heinz-Uwe Haus writes: "the focus of the Galileo-Project will be to show
that the contradictions in Brecht's Galileo-figure reflect the antagonistic
characteristics of our time, which cannot be kept in check be a heroic individu-
al ready to assume responsibility . . . without a demeocratic political movement,
which stands up against the power apparatus of the state.”

(Editor's note: See the commentary "Gedanken v o r einer Inszenierung des
"Leben des Galilei" 1988 in den USA" by Heinz-Uwe Haus which appears on the fol-
lowing pages.)

==

“uuoﬁ — -4

Diagram of the Universe according to the Ptolemaic System,
after an illustration in Reisch’s Margarita Philosophica of 1508
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GEDANKEN V O R EINER INSZENIERUNG
DES LEBEN DES GALILEI
1988 IN DEN USA

By Heinz-Uwe Haus

1. Unter dem Eindruck der Atombombenexplosion von Hiroshima verdnderte Brecht
im amerikanischen Exil 1945/46 das 1938 in Danemark--noch vor Hahns und StrafB-
manns Mitteilung ihrer Ergebnisse dber die gelungene Spaltung des Urankerns--
geschriebene und 1943 am Zircher Schauspielhaus aufgefihrte Stick Galileo Gali-
lei. Jener frihe Galilei kann weder mit Geradlinigkeit noch gleich auf dem
ersten besten Wege die Vernunft durchsetzen, List, Durchhaltevermégen, illegales
Verhalten sind vonnéten, um die Gratwanderung zwischen Taktik und Kapitulation
halbwegs ohne geistigen und seelischen Schaden durchzustehen. Zwar bleibt nicht
viel vom Triumphgefdhl, mit dem er in den Kampf gezogen ist, doch fallt er trotz
bitterer Erfahrungen nicht zurdck in die alte Zeit: angeschlagen, aber nicht
zerbrochen, besteht er vor sich und der Geschichte. Dieses eher universelle und
hauptsdchlich durch die aktuellen Hemnisse fir einen wirksameren Antifaschismus
motivierte Thema wird scharf eingegrenzt in der amerikanischen Fassung: wie be-
steht der Wissenschaftler, der die Wahrheit weiB, in schwierigen Zeiten. Nunmehr
13uft alles darauf hinaus: dieser Mann fillt der Menschheit im entscheidenden
Moment in den Ricken. Das Augenmerk ist auf den ProzeB der geistigen Verlumpung,
des Vorkommens, des Abstiegs gelenkt, Regie- und Schauspielkunst sind angehalten
die Widerspriche hart und auf Kosten der Sympathie, die aufkommt, wenn der Fall
Galilei tragische Zige annimmt, hervorzukehren. Wahrend Brecht eigener Inszenier
ungsvorbereitungen 1954/56 in Berlin wird mit der vorherrschenden politischen
Psychologie abgerechnet: "Er setzt provokant den Ruf seines Helden aufs Spiel”
(Engel). Schrecken, der zum Erkennen nétig ist, wird zum "Furchtzentrum" der
Figur--Brecht wird die BAngst nicht los, daB Galileis "Selbstanalyse . . . von
dem Darsteller dazu miBbracht werden (kénne), mit Hilfe von Selbstvorwirfen den
Helden dem Publikum sympathisch zu machen."

2. Ein Widerspruch wie der zwischen der relativen Selbststandigkeit des wis-
senschaftlichen Werkes und der Unteilbarkeit von Erkenntnis und Haltung ist an-
gesichts von Tschernobyl, Pershings und SS-20, Genforschung und bakteriologi-
schen Waffen von existentieller Bedeutung. (Heute und hier kann nicht Dorts
These, wonach das Stick die Tragédie des modernen Sozialismus--die Trennung von
Wissen und Macht--beschreibe, aufgegriffen werden. Ebensowenig sollte das auf-
fallig Autobiographische den Zugang motivieren.) Die Frage ist nicht mehr und
noch nicht wieder die der "danischen Fassung:" was wiegt schwerer, das gesamte
durchgestandene Leben oder das Versagen in einem entscheidenden Augenblick?
"Geistige Brillanz in verdreckter Ausgabe" (Mittenzwei) ist das programmierte
Modell im Computerzeitalter fir die Selbstrechtfertigung der Kapitulation. Gali-
lei erkauft sich seine wissenschaftliche Betatigung am Ende mit Handlanger-
diensten. Schamlos prostituiert er seinen Intellekt. Das List-der-Vernunft-
Gehabe entpuppt sich als Verbrechertum. Brechts Probenstreit mit Busch idber das
MaB der Eindeutigkeit und Ungeheuerlichkeit des Fehlverhaltens des Forschers
scheint weniger mit der Dialektik von Theatralik, sondern mehr mit der objekti-
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ven Hilf- und Ratlosigkeit angesichts der universalen Zukunftsangst zu tun zu
haben. Brechts Verlangen--"Man muB das Volk vor sich selbst erschrecken lehren,
um ihm Courage zu machen"--erméglicht eine erweiterte Buffassung von Gestus: die
Metapher wird die Gegenstrategie zur allegorischen Dartstellung im Tableau. Der
"absonderbare Vorgang unter Menschen" (QOrganon) macht nurmehr Sinn, wenn die
dialektisch argumentierende Aufklarung in ihm immer auch den prinzipiellen Zwei-
fel erméglicht, auf den Schiller bestand: "Kann aber der Mensch dazu bestimmt
sein, dber irgendeinem Zwecke sich selbst zu versdumen?" (Sechster Brief idber
asthetische Erziehung). Alle Aufmerksamkeit ist auf die Mechanismen der staat-
lichen Gegenaufklarung zu richten. Die SchluBpointe der 14. Szene sollte als
doktrinare Ideologie in Frage gestellt werden. Konsequent sind die idberindividu-
ellen Verhdltnisse in den Blickpunkt und ins Bild zu ricken.

3. Zweifelsohne  dberschatzt der leidenschaftliche Ideologe Brecht die
geschichtliche Tragweite der Sozialethik von Wissenschaftlern. Der Regisseur und
Dramaturg in ihm, der mit Laughton und Busch den asthetischen und leiblichen
Sinnenreichtum der Figur entdeckt, aber wollen es anders; "Indem sie auf der
entfalteten Kérpersprache Galileis insistieren, hinterlieBen sie der Bihne die
Chance, den sinnlichen Oberlebenswillen Galileis vor den Zumutungen eines
lebensfeindlichen Fortschrittspathos in Schutz zu nehmen" (Sautermeister).
Solche Ko-Existenz von Widersprichen spiegelt die antagonistischen - Wesenszige
unseres Zeitalters wider, das nicht durch heroische Individualverantwortung und
opferbereiten Vernunftglauben in die Schranken verwiesen werden kann. Dafir das
BewuBtsein zu schirfen ist wichtiger als die "Kriminalisierung" der Figur, die
eher die objektive Macht des heutigen Staats und seine Wissenschaftspolitik ver-
harmlost. Vielmehr hat die Erkenntnis Spiel-Raum zu bekommen, daf der hippokra-
tische Eid ohne eine demokratische politische Bewegung gegen den Machtapparat
des Staats zu wenig ist, ja zu den Privilegien moderner Opfermoral gehért.
Selbst wenn man Galileis nachtragliche Oberzeugung ernst niahme, daB er "einige
Jahre (. . .) lang ebenso stark wie die Obrigkeit" gewesen sei, wirde, wie
Sautermeister sagt, "doch das Subjektiv-Zufillige dadurch nicht aufgehoben,
vielmehr zur Farce gesteigert; nun hinge der Geschichtsverlauf nicht nur von der
menschlich verstidndlichen Todesfurcht eines Individuums ab, sondern zu allem
Uber fluB auch noch von einer zufalligen Fehleinschdtzung der persénlichen Situa-
tion." In jeder Hinsicht ist méglicher Dialektik auf die Spur zu kommen. Die
Vorginge und Verhalten leben aus den Widersprichen von Intention und Material,
von Text und Wirklichkeit. Es ist die Frage, wie aus dem Mausoleum das Laborato-
rium, aus abgebrochener Dialektik soziale Fantasie, aus dem "So-und-nicht-
anders" eine aktuelle "Bildbeschreibung" initiiert werden kann.

4. Angste, die nur verdringt sind, bleiben. Furcht ist nur durch die Konfron-
tation. mit ihr zu dberwinden. Die Bildtheatralik selber kann Instrument des
Fortschritts sein; die "Sinngebung" muB pluralisiert und demokratisch "nach
unten" an die Zuschauer delegiert werden. Das Interesse sollte den blinden
Stellen des Werkes gelten. Nebenfiguren, Seitenstriange der Handlung, die Frauen-
gestalten sind gegen die thematisch-asthetische Autoritat der Modelle zu behaup-
ten. Die Herausforderung der Brechtschen Dramaturgie liegt zwischen ihrer (lite-
rarischen) Zerstdrung und ihrem (theatralischen) Wiederaufbau, Kausalitdten sind
(voribergehend) zu beurlauben. Seit dreiBig Jahren lernen wir durch Schrecken.
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5. Beweisen 13Bt sich nur, daB man im Irrtum ist. Der Platonische GréBenwahn
hat die Wahrheitssuche zur Inquisition und die Bewegung zum Stillstand erzogen.
Suchen wir den "bewegten Raum," den die Thrust-Stage erméglicht; entorten wir
die Figur, indem Gesten, Stimme und Bewegung getrennt werden. Spielen wir an
gegen die ordnende Zentralperspektive, verliert die "Bihne" die geometrische
Ordnung und wird zum rhythmischen Raum.

6. Theaterarbeit, wie sie Brecht versteht, kann nur erfolgreich sein im unmit-
telbaren Kontakt mit der gesellschaftlichen Wirklichkeit und ihren Veranderungen
Diese Spannungen werden in dem MaBe fruchtbar, wie das Ursprungs- und das Wir-
kungsfeld Brechts konfrontiert und im Vorgang dieser Konfrontation auf ihre még-
liche Einheit und ihren notwendigen Widerspruch befragt werden. Alle Philosophie
und alles Handwerk werden nur einen Zweck zu dienen haben; der Entdeckung und
BAbbildung des Einflusses der Verhidltnisse auf das Verhalten.

Im Herbst 1987

The Dirvector in Perspective. ..

Bertolt Brecht
Chaos, According to Plan
John Fuegi

For this first full-length study of Brecht’s day-by-day work as a theater
director, John Fuegi has interviewed Brecht’s closest associates, in-
spected unpublished tvpescripts and consulted archival materials. Fuegi
presents the Brecht story in a lively and engaging style, accompanied by
numerous illustrations that are published here for the first time.

$13.95 paper $39.50 cloth

Also of interest . ..

Brecht the Dramatist

Ronald Gray
$42.50 cloth

At bookstores or order from

. . o
Cambridge University Press
32 East 57th Street, NY, NY 10022
Cambridge toll-free numbers for orders only:
800-872-7423, outside NY State, 800-227-0247, NY Stare only.
MasterCard and Visa accepred.
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BLOOM, BRECHT, AND THE BIG MAC:
B.B. and The Closing of the American Mind

In correspondence with the Editor, several readers have noted the reference
to Brecht in Allan Bloom's bestselling, widely discussed, and intensely disput-
ed book The Closing of the American Mind. Together with the latest abuse of the
famous Brecht/Weill "Ballad of Mack the Knife" from The Three-Penny Opera as the
basis of a television commercial for M cDonald's "Big Mac" hamburger, the fol-
lowing material taken from a variety of sources does indeed provide--the double-
pun be pardoned--some genuine food for thought .

COMMENTARY: BRECHT IN AMERICA--
A FRONT MAN FOR NIETZSCHE AND NIHILISM, SAYS ALLAN BLOOM

by Lee Baxandall

An astonishing new chapter in the intellectual reception of Brecht occurs
with the publication of The Closing of the American Mind by Allan Bloom (Simon
and Schuster, 1987). A neo-conservative professor of philosophy at the Univer-
sity of Chicago, Bloom heartened his elders at the Washington Times, The New
York Times, The New Republic and Commentary with his tome, which promptly shot
to the top of the bestseller charts at the Times (the New York one, not the one
launched by the Rev. Moon). Prof. Bloom traces the liberalization and a detested
"liberalism" of average BAmericans in the street as well as in New York trendy
circles to German intellectual origins and those, in turn, to Friedrich Nietz-
sche. That great anti-authoritarian scoffer is held responsible by Bloom for
sponsoring contemporary nihilism--to him, the equivalent of a destruction,
undermining, or loss of absolute (positive) values.

For many of us moderns, Nietzsche was merely the messenger of the news of
the real and permanent state of affairs, the prophet who told the religious and
state authoritarians that their absolute values were continuously contradicting
each other. The contradictions occur because the "absolute"” values are not truly
so, and are only meant to appear so, bolstering the various heterogenous regimes
displaying unreconciled traditions and spectacles of power. Nietzsche pointed
out that philosophers and theologians of absolute values were a main support of
absolutism in economics and politics, by which the masses had been held in
thrall for millennia.

This "revaluation of all values" begot a revolution in values, as Nietzsche
encouraged moderns to think for themselves and to realize that to live in his-
“tory is to accept historicism--i.e., the relativism of values.

Not for Bloom, however, is this acceptable. A century after Nietzsche's
major writings Bloom decided to lead a counter-revolution back to absolute val-
ues—-and to absolutism in politics--for an America that could not be relied upon
to follow its leaders.

In this context of academic recidivism, one is amused, and astonished, to
find Bloom's tortuous reading of "Mackie Messer" in a Chapter entitled "The Ger-
man Connection." It turns out now to have been Brecht's gloss upon a bloody pas-
sage in Nietzsche!
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Indeed, Bloom seems to shudder as he reminds us of "the smiling face of
Louis Armstrong as he belts out the words of his great hit ‘Mack the Knife.' As
most American intellectuals know, it is a translation of the song ‘Mackie Mes-
ser' from The Threepenny Opera (1928), a monument of Weimar Republic popular
culture, written by two heroes of the artistic Left, playwright Bertolt Brecht
and composer Kurt Weill. There was a strange nostalgia among many of the Ameri-
can intelligentsia for this moment just prior to Hitler's coming to power, and
Lotte Lenya's rendition of this song has long stood with Marlene Dietrich's
singing ‘Ich bin von Kopf bis Fuss auf Liebe eingestellt' in the Blue Angel as
the symbol of a charming, neurotic, sexy, decadent longing for some hazy fulfill
ment not quite present to the consciousness. Less known to our intelligentsia is
a story in Nietzsche's Thus Spake Zarathustra (a book well known to Brecht)
entitled “On the Pale Criminal,' which tells of a neurotic murderer eerily
resembling Raskolnikov in Crime and Punishment, who does not know, cannot know,
that he committed a murder out of a motive as legitimate as any other and useful
in many important situations, but delegitimized in our pacific times: He lusted
after ‘the joy of the knife'" (p. 151).

The unremarked elitist assumption, the guilt-by-association, the irrespon-
sible leaps of logic exhibited by Bloom in this paragraph might qualify him for
a "C" in a good philosophy class. But in the well-financed neo-con presses and
journals of our land and time, Bloom is having his Bloomsday.

Bloom heaps a terrible guilt upon poor Louis Armstrong as the unsuspecting
agent of a devious European relativism: "This scenario for ‘Mack the Knife' is
the beginning of the supramoral atitude of expectancey, waiting to see what the
volcano of the id will spew forth, which appealed to Weimar sophisticates and
their American admirers. Everything is all right as long as it is not fascism!"
(p. 151). (Bloom's cohorts elsewhere make a strong case that poor fascism and
Hitler have been misunderstood; the right was right about Communism; etc.) Bloom
concludes on the Brecht matter:

"With Armstrong taking Lenya's place, as Mai Britt took Dietrich's, it is
all mass-marketed and the message becomes less dangerous, although no less cor-
rupt. All awareness of foreignness disappears. It is thought to be folk culture,
all-American, part of the American century, just as ‘stay loose' (as opposed to
uptight) is supposed to have been an insight of rock music and not a translation
of Heidegger's Gelassenheit. The historical sense and the distance on our times,
the only advantages of Weimar nostalgia, are gone, and American self-satisfac-
tion--the sense that the scene is ours, that we have nothing important to learn
about life from the past--is served" (p. 151-152).

Of course, Bloom seeks not a sense of history but the tradition that sanc-
tifies a ruling-class absolutism of rules. It is startling to have it turn up
~now. But the anxieties of living with an awareness of relativism call up many
. dreams of monsters and saviours. Bloom will have his day.

BLOOM, BRECHT, THE BIG MAC, AND BIG MONEY

Commenting further on Bloom's book, Lee Baxandall writes: "Allan Bloom is
disturbed in thinking that Louis Armstrong unwittingly and insidiously smuggled
Nietzschean doctrine into American pop culture, via Brecht's lyrics to ‘Mack the
Knife.' Bloom surely is having a cerebral-vascular accident now that McDonald's
fast food uses ‘Mack the Knife' as its new theme song as reported in Advertising
Age, August 31, 1987:"
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AD REVIEW

Advertising Age, August 31, 1987

i
L

Could that someone
be Mac the burger?

By BOB GARFIELD

Ronald McDonald meets Bertolt
Brecht. Lord have mercy.

What we have here, in McDon-
ald’s Corp.’s new campaign, is the
man in the moon playing the piano
and lyrically imploring otherwise
sensible adults to eat dinner be-
neath the Golden Arches. :

The campaign is called “Mac To-
night,” a loving send-up of ‘“Mack
the Knife,” Bobby Darin, lame-clad
lounge singers, overproduced TV
commercials and who knows what
else.

These three 30-second spots,
created by Davis, Johnson, Mogul &
Colombatto, Los Angeles, don’t con-
stitute an umbrella corporate cam-
paign. They’re much more narrowly
targeted.

But they're apparently getting the
lion's share of the media money for
a while, and that is remarkable—
partly because they weren’t done by
Leo Burnett USA, Chicago, and
partly because conventional wisdom
says they're all wrong.

It’s true. They just don’t fit.

Market-dominating Hamburger
Leviathans, of course, aren't sup-
posed to be imaginative and sur-
prising. They’re supposed to trot out
smiling families-of-four and little
kids with their baseball caps turned

cockeyed.

It’s a tried-and-true marketing
principle that the leader need take
no chances. Conservative brands
maintain market share for years and

years.

They're technically flawed, some-
what dangerous and probably de-
rivative.

They’re also in large measure
brilliant—proof yet again that Oak
Brook, Ill.-based McDonald’s
doesn’t always do the boring and
predictable advertising that's ex-
pected of it.

The visual environment is a car-
toonlike fantasy world. You've got
your dark blue, starry night sky.
You’ve got your piano floating by on
an enormous, plaster Big Mac.
You've got your man with a cres-
cent-moon head singing to the tune
of “Mack the Knife.”

“When the clock strikes ..
past six, Babe,

Turn to head for . . . golden lights.

Hey!

. half

It’s a good time . . . for that great
taste,

(Dinner!)

At McDonald’s . .. it’s Mac to-
night!”

The singer is a real man in a fab-
ricated moon head, so it appears the
thing was done either with a lab-
oratory matte process or very deft

Chromakey work. Either way, for a
McDonald’s commercial it’s amaz-
ingly weird and surrealistic.

(But not s0 much so that it doesn’t
have the requisite product shots.

The twist is the McDonald’s
burgers are popping, cuckoo-style,
from a big, backlighted town clock.)

OK, so maybe the combination of
animation and an old standard
vocal number are reminiscent of a
certain raisin campaign. And, sure,
the moon man’s mouth syncs poorly
with the music. And his lighting is a
little awkward—so sometimes his
head looks luminescent white and
sometimes it looks like fabric
stretched over a crescent-shaped
wire frame.

I'll even grant you McDonald’s is
taking a possibly reckless risk. After
dressing up clowns, giving away
toys and otherwise wooing children
for 25 years, McDonald’s and its
spooky moon man might now wind
up scaring the bejeezus out of 40
million very important customers.

But all of that is overshadowed by
a simple North-ian fact: “Mac To-
night” is a neat idea.

That is not, however, necessarily
how to keep building market share
—which is what McDonald’s evi-
dently has in mind.

Thus “Hand Warming” and thus
““Mac Tonight,” a character first in-

troduced by DIM&C for the south-

ern California McDonald’s ad co-op
and brought national against all bu-
reaucratic odds.

Terrific advertising. (The sand-

wiches you can have.)#
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WEILL, BRECHT, AND THE BIG MAC
Editor's Note

0f additional interest to the readership in this context is the lengthy
editorial by Kim H. Kowalke, President of the Kurt Weill Foundation for Music,
New York, defending the decision of the Foundation to permit McDonald's to use
the "Moritat vom Mackie Messer" for its new commercial (see "Is Anyone Minding
the Store?" Kurt Weill Newsletter 5/1 (Spring 1987), 4-5). Kowalke emphasizes
that "this license required the approval of both Stefan Brecht and the Founda-
tion. In this instance, as well as in all others where the Foundation had dis-
cretionary influence or control . . . we have followed a consistent policy
derived from Weill's and (Lotte) Lenya's own precedents and explicit instruc-
tions. They both made clear cut distinctions between commercial exploitation of
single popular songs (outside of the theater) and productions of theatrical or
concert works as complete entities." Noting further that "Weill himself allowed,
even urged his publishers on both sides of the Atlantic to promote and exploit
individual ‘popular works' in the mass market, Kowalke writes: "In the case of
the McDonald's commercial, the Foundation's decision was guided specifically by
Lenya's own authorization of a similar use of the song for a television commer-
cial promoting Schlitz beer 1in 1964. Here again the record shows that Lenya
allowed such use of individual songs capable of popular exploitation but consis-
tently denied requests for similar usage of sections from Die sieben Todsinden
and other large-scale works. Furthermore, it was our opinion that ‘Mack the
Knife' is by now virtually indestructible; its identity as the ‘Moritat' in the
context of Die Dreigroschenoper is not jeapordized by such usage; it has surviv-
ed renditions far less respectful of musical values than the one in the McDon-
ald's com- mercial. Indeed, the high production and musical values of the com-
mercial may even have reinforced the prestige of the most famous of Weill's
tunes. It would, however, be misleading to deny that the Foundation derives sig-
nificant financial benefits from such usages. Since all of the Foundation's
activities are supported solely by royalty income, such licenses allow us to
subsidize performances, recordings, editions, scholarly publications, as well as
support the grants and programs and the day-to-day operations and acquisitions
of the Weill-Lenya Research Center." Something to keep in mind the next time you
decide where to each lunch when you're in a hurry.

Elsewhere in the same issue of the Kurt Weill Newsletter (p. 2, "News in
Brief"), the McDonald's piece 1is characterized as an "imaginative television
commercial” which has been "wildly successful both in the marketplace and within
the advertising industry" (witness the clip from Advertising Age reproduced
above!). The Newsletter notice continues: "The commercial was filmed on a lavish
soundstage (one of the most expensive ever constructed for a TV commercial) fil-

"led with 35-foot high french fries and the world's largest Big Mac (12 feet by 2
stories). The spot €£irst aired on Southern California in January and is being
picked up nationwide. The campaign, including two radio ads and a Spanish adap-
tation, continues through spring." Digest that, if you can. --Ed.
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ART I CLES

CAN BRECHT BE RELEVANT?: CURRENT EXAMPLES OF BRECHT PRODUCTION
IN THE FEDERAL REPUBLIC OF GERMANY

Marna King, University of Wisconsin-Madison

There seems to be no end to the controversies which have faced the West
German theatre concerning the production of Brecht on stage. The most recent,
the question of Brecht's relevance to contemporary society, is a complex debate
fueled in part by current Brecht criticism, in part by major West German theatre
practitioners. The concerns can be grouped in four major categories: the general
lack of social-political relevance of the works to contemporary society, the
lack of necessary psychological depth in the treatment of character, the depic-
tion of idealized women in traditional role models, and finally the restrictions
on Brecht materials through rigid copyright control.

The issue of social and political relevance has heen especially worrisome
to theatre practitioners of the 1968 generation, those who are the directors and
dramaturgs responsible for the relevant theatre of the 1970s. Their attitudes
are of continuing influence due to their dominance of theatre in the 1980s. Im-
portant members of this generation such as Peter Stein, Ernst Wendt, and Jirgen
Flimm believe that the dialectical solutions in Brecht's plays offer only sim-
plistic half-truths no longer relevant to the complexities of a multi-faceted
society. Further, these particular plays advocate change, a process in which
many theatre artists in the Federal Repuhlic no longer believe. (1)

Antony Tatlow, in his article entitled "The Way Ahead, II. Brecht and Post-
modernism," effectively summarizes the criticisms concerning psychological sim-
plification (before offering his own refutation): ". . . too many characters in
his plays amount to mere allegorisations and are hence deprived of that which
distinguishes and helps to constitute human experience--the unconscious. Lacking
this necessary psychological depth, the work has insufficient capacity for rein-
terpretation. It contains no mysteries, everything is on the surface." (2)

The feminist concerns should be self-evident so I will move on to the issue
of copyright control. The Imagist Theatre in West Germany is known for its
oblique use of a written text. The omission or transposition of text, or the
juxtaposition of other materials with the primary text, results in an eclectic,
highly personalized production in which the team of Regisseur/Dramaturg/Bihnen-
bildner function as both author and director. The rigid enforcement of the copy-
right laws has kept such a production team from experimenting with a Brecht text
as it would like.

Obviously, the viewpoints outlined above may well have influenced the
choice of which Brecht text, if any, tc place in a current Spielzeit. Once in
the Spielzeit the production decisions might well be equally subject to the
issues of relevancy. I propose to show the effect of such concerns on three
Brecht productions I saw in West Germany, productions which premiered between
1981 and 1984.
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Mother Courage and Her Children premiered at the Bochum Schauspielhaus on
April 1, 1981. The director, Alfred Kirchner, stated his intentions for produc-
ing Mother Courage in a radio broadcast concerned with the problem of presenting

Brecht on the contemporary West German stage: ". . . we played Mother Courage
purely for contextual reasons, not formal ones . . .; contextual reasons because

war, rearmament, and weapon sales are very under-discussed right now, because we
wanted to show what this play, which is an anti-war play, had to say in today's
society." (3)

The program in the contemporary German theatre is to be considered part of
the production. The Bochum publication featured graphic war images from more
recent conflicts above the text of Brecht's Kriegsfibel of 1938-45. Included
were key trigger images which signified the present preoccupation with the
threat of nuclear power. Thus, before and after the performance, the audience
was encouraged to think of Brecht's writing in contemporary contextual terms.

The performance took place on the stage of the Bochum Schauspielhaus at the
present moment. To make its point, all props and set pieces had been transported
from storage to stage without refurbishment. Other more blatant Lehrstick ele-
ments were introduced. In the prompter’s position center-front sat a permanent
cash register in which the coins from each of Mother Courage's business transac-
tions were deposited. A blackboard was suspended above the platform to the left
of the stage proscenium; a television monitor, on the platform to the right.
Before the performance members of the cast were relaxing on stage in armchairs
when suddenly on the television monitor flashed a newsclip of nuclear warheads
being fired. No panic ensued. It was the regular nightly news with a voice over
extolling the free world's nuclear and chemical arsenal. The actors gradually
roused themselves from their indolent comfort after one of their group began to
read from a text of Mother Courage. The ensemble then gathered around the re-
bhearsal piano to sing Mother Courage's first song. Meanwhile several of the
actors moved behind the piano to add costume pieces to their modern clothing. As
one could see from the image of the Humpty Dumpty figure seated on the piano (he
played the field commander in Episode Two), costumes for the production func-
tioned as part modern conceit and part blatant theatrical expressionism.

The interpretation of Mother Courage's character had been structured to
overcome feminist criticism of Brecht's depiction of women. Kirsten Dene por-
trayed Mother Courage as a youthful, unsentimental woman with a strong hunger
for life. She combated the male structured world by adopting many of its charac-
teristics. In "The Song of Capitulation," Courage wore levis and a man's suit
jacket, thereby adding a blatant feminist aspect to the moment. The oblique
sexual overtones Brecht had introduced into the Courage/cook relationship were
made overt. Theater heute critic Stefanie Carp described Episode Two in the
following manner, "Courage's meeting with the cook is so erotic that only the
words are about the price of a capon." (4)

The epic structure of the text was randomly interrupted by more direct
teaching methods. Before the performance an actor with a paint spray can
scrawled "fir den 3. Weltkrieg" on the blackboard. During the performance, Death
was introduced as a character. He first appeared in Episode Three singing one of
the Brecht songs; thereafter, he was silent, his mimed commentary in counter-
point to the action. In Episode Eight, Death entered in sunglasses and protec-
tive sungear wearing huge links of fat German sausages around his neck. He as-
sumed a grim watch over the destruction on the battlefield below.
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The effect of the Bochum production was dependent upon the power of indivi-
dual moments rather than, as in traditional Brecht, the continual culminative
response to the parable. The most riveting of such moments occurred when a gen-
uine Fiat G-19 descended from the fly-loft. Kattrin and the audience both watch-
ed in horror as the guy wires lowered the fighter bomber. Here before their very
eyes was an actual war machine--with a past history of destruction. As Kattrin
struck the plane repeatedly in hopeless despair, the audience too felt its
invincibility. Two sharpshooters efficiently silenced Kattrin with a volley of
rifle fire. In another deliberate departure from the text, Kattrin's body
remained on stage while Mother Courage exited singing her song in stubborn,
defiant tones. Kirchner had constructed a final contextual statement in visual
terms. The spectator was left with the image of Kattrin's corpse being watched
over by Death, overladen with plenty. Brecht's intention--to make the audience
aware that Courage had learned nothing--had been enlarged to include the audi-
ence in a direct indictment.

The next production we will examine is the Deutsches Schauspielhaus presen-
7, 1983. The demonstrative nature of the Brecht aesthetic remained dominant in
the staging and Bihnenbild. Susanne Raschig designed a set which was starkly
functional yet capable of that poetic sweep Brecht felt a necessary part of the
play's landscape. Her use of pleasant but fairly neutral color in the set and
costumes softened the harshness of the scenic Gestus. For example the horizon
cyclorama was painted in striated, sky-blue diagonals while the large moveable
platform on which much of the action was staged reminded one of a circus ring
with its edge rimmed in red. 1ln general, the costume aesthetic mirrored the sim-
ple emphatic shapes of the original Berliner Ensemble model; however, only Pun-
tila's rumpled lounge suit was constructed of felt in the Hamburg production.
(5) The color and texture of Puntila's suit helped to characterize him as a dis-
reputable, weatherbeaten Puck. When drunk, Puntila seemed an incorrigible child,
one clearly capable of charming the most hardened critic of his behavior.

An antique touring car occupied a central position on the rear platform.
Although the placement was stationary, visibility and position were wvariable,
the vehicle turning magically on its own private turntable. As in Peter Pal-
itsch's 1965 production in Cologne, the touring car had become a strong visual
symbol of Puntila's eccentric nature. (6) With this expensive toy, continual
escape from his responsibilities remained a constant possibility for Puntila. In
fact, until Puntila and Matti arrived at his farm in episode five, the car was
the only means of entrance or exit for either character. Since the journey it-
self had become the link between scenes, the folk song oleos were eliminated.

The director, Frank-Patrick Steckel, took full advantage of all opportuni-
ties for farce within the framework of Brecht's characters and situations. He
added to the fun by making the car a performer during scene transitions. It
gleefully showed off its ancient technology to the accompaniment of tinseled
music from the 1930s. To be sure, both the inherent and the added farcical qual-
ities provided entertainment, but they did so without detracting from the singu-
lar focus of the production--the relationship between Puntila and his chauffeur,
Matti.

Steckel streamlined the text to isolate for study Puntila's fluctuating
behavior patterns. Matti's reluctant fascination with Puntila drew the audience
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into his own careful examination of Puntila's erratic conduct. The casting of
Puntila and Matti greatly enriched the confrontation. As an actor Ulrich Wild-
gruber is capable of registering as many emotions in an instant as a cat; there-
fore, he could portray Puntila basically on a farcical level while exposing
glimpses of layered Angst beneath. Christian Redl as Matti served as the perfect
foil for the volitale Wildgruber. Redl absorbed what he observed with an intense
stolidity which kept the tension of their relationship taut. Also, Redl's impen-
etrable facade kept the contest stylistically within a Brechtian mode of perfor-
mance.

The epic text was reduced to two hours of playing time with extensive
internal cuts diminishing the importance of other plot incidents. The Eva/Matti
duel was diluted to several short demonstrations of incompatibility. The empha-
sis on worker oppression was also diminished. Red Surkkala and his family were
removed as well as Matti's last lines on workers rising to revolt for the Ham-
burg production placed relentless focus on one particular capitalist and prole-
tarian.

As the farcical elements gradually reduced, the audience witnessed a cor-
responding transformation in Puntila's image. For the engagement festivities in
Part II, Puntila appeared as a gentleman attired in well cut evening clothes.
This meant that his behavioral digressions now had a realistic visual reference
thereby allowing the audience more empathy with the character. Throughout the
production Puntila's reactions continued to register on many levels of meaning,
while the characters around him registered their responses in a flat surface di-
mension. After the engagement party the audience was shown many glimpses of the
child-man with his vulnerability painfully exposed. Contrary to the text Puntila
remained drunk. He was never again seen in a sober state--a major point when one
thinks of the alienating effect of Puntila's cruelty while sober. The plot
shifted directly to the building of the imaginary mountain the next morning.
Farm hands and household servants placed the moveable platform on edge. After
Puntila and Matti climbed the tables-and-chairs-mountain, Puntila lapsed into a
semi-conscious reverie. When Matti exited, the comatose Puntila was stranded
high above the floor like a beached whale. As the bottle dropped from his hand,
the curtain fell. The audience was left to ponder Matti's decision. Abandonment
remained the only logical conclusion given the psychological and social makeup
of the two main characters, yet was it the answer those of us in the audience
would have chosen? As in so many productions on the contemporary West German
stage, the presentation left the question unresolved.

While the Deutsches Schauspielhaus in Hamburg was being renovated, one of
its two performance locations was a former factory. It was here, at the Kampna-
gelfabrik, that a production of The Caucasian Chalk Circle premiered on November
3, 1984. The young director, Holger Berg, used both the program and the Bihnen-

-bild to enclose the social-political significance of Brecht's work within a time
frame long past. Brecht's familiar poem "An die Nachgeborenen" was reprinted for
consideration. The last lines of each stanza appealed to the reader to look back
on those gloomy times with Nachsicht--a word which can be translated as patience
leniency or indulgence. When the audience member entered the converted theatre
space he was confronted with rusted relics from this past. Behind the block of
ramped seating, beside the audience aisle, an inside wall of the factory had
been destroyed. Sitting within a gaping hole was the carcass of a German army
jeep from World War II; astride the windshield, a corroded Nazi motorcycle. On
stage sat an outmoded tractor. As the play began the tractor was pushed out of




32 Communications

the playing space joining several other pieces of rusted farm machinery nearby.
Juxtaposed to the useless equipment were bright red Soviet flags and crude hand-
lettered slogans.

As the prologue unfolded, winsome peasants earnestly discussed the disposi-
tion of their beloved valley with helpful young Soviet workers. When the singer
arrived to teach them more about their decision through a fanciful fable, he was
not the stern, sober teacher of the Berliner Ensemble model, but rather a hand-
some young Russian soldier with a maximum of musical comedy persona. His army
comrades unhurriedly set up the gaily decorated arches for the play within a
play. Throughout the performance these same Russian soldiers continued to cheer-
fully change the scenic elements. The deliberate stressing of such naive posi-
tive thinking juxtaposed to the wvisual result of that thinking effectively
under the original social-political context of the fable. The stage was "set"
for what Theater heute called "a Brecht operetta." (7)

The entrance of the Governor and his retinue in episode one immediately
told the audience member he was in for an entertaining evening of vintage
Brecht. The exploiters were suitably ridiculed and the foibles of both rich and
poor isolated for ironic commentary. When one took a closer look there were,
however, added ingredients not condoned by Brecht. The high social position of
the court characters provided an excellent excuse for spectacle. Spectacle, in
this sense, defines the use of extra embellishments which, though unnecessary
for critical Brechtian commentary, delight the eye of the spectator. The sartor-
ial embellishment of pattern and rich fabric on the Fat Prince and his incompe-
tent Nephew was a prime example, yet the result--the grossly exaggerated nature
of the caricature--fit within Brechtian tradition established by the model. Gru-
sha, her brother and baby Michael illustrated a related tendency. Their costumes
fairly radiated the charm of folk, a quality which Brecht hated. He wanted his
poor characters to be garbed in functional, uninteresting clothing. The purpose
of their garments was to depict the reality of their social position.

I do not mean to imply the action itself was re-interpreted in the Hamburg
production. The staging remained harshly demonstrative. In the accompanying
photograph one can see that Grusha was reduced to an extremely debilitated state
following her flight through the mountains. The scenic Gestus pointedly revealed
the callousness with which her brother and sister-in-law denied her needs; how-
ever, when the spectacle and folk qualities were superimposed on the Brechtian
Gestus the nature of the criticism was blunted. The audience member could not
then respond with the same degree of indignation to a scene which allowed him to
be distracted by the beauty of a lacquered table or the pattern in a rug.

The depiction of the fable's two major characters did not depart from tra-
dition. Grusha was portrayed as an uncomplicated young woman whose decisions
were governed by the age old values Brecht stressed in his female characters,
while Azdak continued to embody the hedonistic, asocial characteristics which
Brecht allowed only to outsiders regarded as closed off from society. The pro-
gram prints a biographical defense of Brecht's unconscious motives for the man-
ner in which both characters are shaped. (8)

By defining Brecht as a classic author capable of being enjoyed for select-
ed values——-in this case a comic yet darkly ironic view of human behavior--the
director, Holger Berg, released his audience from the responsibility of critical
action advocated by Brecht. They were free to embrace the production as a fond
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old warhorse. They did so with enthusiasm throughout the four-hour performance.
Each of the above productions made a fascinating evening of theatre out of its
Brecht material. Each reflected an active engagement with the controversy of
Brecht's relevance. In my presentation their solutions were offered as a start-
ing point for discussion of the controversy.

Note to the Reader: Thirty production slides accompanied the original presenta-
tion of this material. The above article has been duly modified to compensate
for the lack of those visual materials.
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BRECHT ON THE MARGINS: FILM & FILM THEORY

Barton Byg, University of Massachusetts at Amherst

In considering Brecht's importance to film and film theory 30 years after
his death, I have chosen the title "Brecht on the Margins." Brecht's influence
on film has perhaps always been indirect, and this is certainly due in part to
the profound challenge which his ideas pose to the dominant assumptions of cul-
tural production. I would like to trace briefly the lines which Brecht's margi-
nal yet persistent critique has allowed since his own experiences with the film
industry. But more important to me here is the connection between Brecht'’s ideas
on f£ilm and the similar political dilemmas faced by filmmakers and theorists
today.

I believe there is an international tradition of Brechtian filmmaking at
work in the U.S. today, but it needs to be constantly reclaimed, since its his-
tory 1is a series of dead-ends, betrayals, and misunderstandings. Today again
there is a danger that what Martin Walsh has called "The Brechtian Aspect of
Radical Cinema" will disappear in the institutionalization and academicization
of film theory. My goal, then, is to place Brecht's ideas solidly back into the
discussion of radical' film theory, particularly in the context of feminist
theory. My example for this project will be Yvonne Rainer's 1985 film The Man
who Envied Women.

First let me examine two avenues one might expect Brecht's influence to
have taken, which turned out to be dead ends: his own involvement with film pro-
jects and the revival of American attention to German cinema cince the 1960s.
The insistence that Brechtian filmmaking is necessarily radical is useful in
explaining why the Brechtian tradition is so slender and so often interrupted.
Most film adaptations of Brecht are not Brechtian at all. Instead they have
treated him as either a source of provocative material or as the inventor of a
now-classical style. Thus, there seems to be a consistency between three Brecht
productions that otherwise have little to do with each other: The Three-Penny
Opera, Hangmen Also Die, and Galileo. Brecht himself sued the producers of the
Three-Penny Opera (1930/31) since G.W. Pabst's direction placed the few "epic"
elements preserved within a quite conventional, naturalistic narrative. Hangmen
Also Die (1942/43), directed by Fritz Lang in Hollywood, similarly couches some
Brechtian dialog, characters, and situations within the conventions of the gang-
ster thriller genre. Finally, Joseph Losey's version of Galileo (1375) succumbs
to the same contradiction as innumerable theater productions of Brecht up to the
present. His theatrical alienation devices have hardened into an aesthetic style
which no longer causes viewers to reflect on their role in the processes or

~institutions of cinema. This is why I take seriously Brecht's statement before
the House Unamerican Activities Committee in 1947: "I am unaware of any influ-

ence, political or artistic, that I could have exercised on the film industry."
(1)

One other Brechtian film made while Brecht was alive 1led to a different
kind of dead end. The only film of its kind produced by the left in the Weimar
Republic, Kuhle Wampe (1932), was censored but finally released. No tradition
could be built on this slender basis, since the National Socialists soon took
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power in Germany. The Soviet avant-garde tradition to which Kuhle Wampe was
related, represented by Vertov, Medvedkin and in some ways Eisenstein, was also
cut off between 1929 and 1932. Even since the war, in the GDR, neither the
Brechtian nor the Soviet avant-garde tradition has been evident in feature
films. In 1955, Wolfgang Staudte began filming Mother Courage, but Brecht was
unwilling to abandon yet another script to the control of a f£ilm director. When
he realized that his play was to become a Monumentalfarbfilm, Brecht protested
strenuously. (2) This led to the interruption of the project, which could not be
revived before Brecht's death the following year. Despite exceptions, such as
The Gleiwitz Case by the late Gerhard Klein or some documentary films, one can
safely say there is no radical Brechtianism at work among the thirty or so
feature film directors of the GDR.

One might expect the most direct avenue for contemporary Brechtian influ-
ence in the U.S. to be the so-called New German Cinema, which for a time seemed
to offer an alternative to Hollywood norms. Alexander Kluge and the team of
Danit¢le Huillet and Jean-Marie Straub were among the first notable artists of
this period and I believe the most important in relation to the reception of
Brecht for the cinema. Kluge's films, from Abschied von gestern (1965/66) to Der
Angriff der Gegenwart auf die dbrige Zeit (1985), owe much to Brecht in their
fragmentation of narrative, the use of intertitles, quotation from other texts
or art forms, and engagement with the audience aimed at dialogue rather than
manipulation.

A Brechtian concern for the role of history in cultural self-definition is
central to the work of Kluge as well as to Straub/Huillet. All of the films of
the latter shed some light on the potential of Brecht's ideas for £film, which is
certainly why they take up a substantial part of Martin Walsh's work Brechtian
Aspects of Radical Cinema. (3) Straub/Huillet's History Lessons (1972) could
indeed stand as the only post-war film of a Brecht text which makes productive
use of a Brechtian process as well. Based on Brecht's novel fragment Die Geschaf

tiness of the narrative view of history as the exploits of great men. Caesar
recedes from both the novel and the film and is replaced by the testimony of
various men who knew him. These "documents" certainly do not add up to produce a
great man, but Brecht sought to produce through them a way of understanding the
logic of empires. Straub/Huillet's film adds to this fragmentary approach to
Caesar a Brechtian approach to film, the text, and their context. Along with a
"documentary"” approach to Brecht's words--mainly the monologues of the wit-
nesses—-other documents are presented: the unstructured everyday reality of 1972
Rome, a statue of Julius Caesar erected by the Fascists, and maps of the shrink-
ing empire. If history's meaning is not to be found in an appreciation of Cae-
sar's biography, the audience is left with the task of producing meaning from
the materials presented through Brecht's words and the film's images. Brecht had
criticized the £ilm medium because its "mechanical reproduction gives everything
the character of a result: unfree and unalterable." (4) The practice of Straub/
Huillet opens up the possibility that the "result" of Brecht's investigation,
and of imperial history, has yet to be determined. It may be just this Brechtian
approach which puts Kluge and Straub/Huillet outside the category of new German
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directors who have become well known in the U.S., i.e. those who built on Holly-
wood aesthetics (Fassbinder, Wenders) or those who return to earlier German mod-
els (Herzog). German feminist filmmakers have been similarly neglected in the
American reception, perhaps also because they <challenge conventional
filmmaking, sometimes also in Brechtian ways.

The Brechtian film tradition I feel is most significant today in the U.S.
arises indirectly from the work of Jean-Luc Godard, Straub/Huillet, and others,
beginning in the early 1960's. The turning of Brechtian theory toward the f£film
itself became most explicit after 1968. The importance of the social upheaval of
1968 in the course of film theory ought not to be underestimated. In any case,
theoretical discussions have been at least as important as the reception of
Brechtian films themselves since this period. An important mediator in this pro-
cess was the British journal Screen which published a special issue devoted to
Brecht in 1974. Brecht's role at the time is crucial for us to consider now,
twelve years later, since the theoretical work which was so vibrant at that time
threatens to degenerate into that which it initially opposed.

It is surely no coincidence that this new interest in radical film. theory
was simultaneous with a rapid and energetic development of feminist film theory.
Screen had set out the Brechtian terms for a radical critique of film practice,
and Ben Brewster had borrowed from Brecht a name for this enterprise, "The Fun-
damental Reproach." (5) In 1975 Laura Mulvey spelled out a fundamental reproach
against the manipulative basis of film pleasure from a feminist point of view:

"The £first blow against the monolithic accumulation of tradi-
tional film conventions (already undertaken by radical £filmmakers)
is to free the look of the camera into its materiality in time and
space and the 1look of the audience into dialectics, passionate
detachment. There is no doubt that this destroys the satisfaction,
pleasure, and privilege of the "invisible gquest," and highlights how
film has depended on voyeuristic active/passive mechanisms. Women,
whose image has continually been stolen and used for this end, cannot
view the decline of the traditional film form with anything much more
than sentimental regret." (6)

Screen and feminist film theory had returned to the idea shared by Brecht,
Benjamin, and the Soviet avant-garde, that it was not enough to take over the
mechanisms of cultural production, one must also transform them. Brecht's theo-
retical influence offered a way of merging into the subject matter of film a
critique of the process of filmmaking, its place in society, and the role of the
audience.

An editorial statement by Ben Brewster and Colin McCabe reveals Brecht's
central position in 1974: " it is above all his reflections on his own work in
literature, theatre, and cinema and on the politico-aesthetic controversies of
his day that provide the framework within which it is possible to begin to
think of a revolutionary cinema." (7) The connection between Mulvery's essay and
Brechtian concerns of the time is made clear by McCabe: "It is this emphasis on
the reader as producer (more obvious in Tout va bien, which is some ways more
Brechtian than Kuhle Wampe) which suggests that these films do not just offer a
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different representation for the subject, but a different set of relations to
both the fictional material and reality." (8)

More than a decade latrer, Teresa de Lauretic takes this juncture in the
history of £ilm criticism as a starting point for her work Alice Doesn't. She
also returns to it late in the book, in the Chapter "Semiotica and Experience,"
to discuss feminist anti-Freudian criticisms of Screen and its hopes for a
Brechtian cinema:

"Unless we too want to toss the baby along with the bath water,
both Marx and Freud must be retained and worked through at once, and
this has been the insistent emphasis of Screen and its extraordinar-
ily important contribution to film theory and, beyond it, to feminism

That patriarchy exists concretely, in social relations, and that
it works precisely through the very discursive and representational
structures that allow us to recognize it, is the problem and the
struggle of feminist theory. It is also, and more so, a problem of
women's life." (9)

This stress on the connection between theory and experience perhaps does
not even go far enough in clarifying the priorities of Screen's introduction of
psychoanalysis and semiotics twelve years ago. In their attempt to create a
theory of revolutionary cinema in the Brechtian sense, Screen's editors were by
no means interested in theory for its own sake. The "scientific" insights of
psychoanalysis and semiotics were meant to serve as more advanced tools for the
task at hand, and as a safequard against Romantic, ultra-left and other simplis-
tic temptations. As the editors wrote in 1974,

"In the last issue of Screen, we published Franco Fortini's text
on ‘The Writer's Mandate' which took the position that art is that
area which deals with the irreconcilable contradictions of life over
and beyond the particular contradictions of the class struggle and of
their successful resolution in the revolution. It was suggested in
the editorial that, in order to avoid a fall into romantic and ultra-
left positions, these irreconcilable differences had to be theorized
within the scientific concepts offered to us by psychoanalysis.” (10)

Although seeking a revolutionary transformation is still implicit in femin-
ist film theory, it has clearly moved from center-stage back to the margins
since the early 1970's. Perhaps because a global transformation of society by
feminism or by the left seems less and less likely, the theoretical aspects of
the discussion have taken on a life of their own. There is less and less talk of
political goals, little common ground between theorists and filmmakers, and the
reference to psychoanalysis as a mere scientific tool in the service of Brechti-
an aesthetics would seem to many contemporary critics positively funny.

Therefore, such work as de Lauretis' is extremely important in restoring a
balance between a Brechtian critique of representation and the theories of
psychoanalysis and semiotics. What de Lauretis stresses too little, I believe,
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is the political dilemma of the artist, which is clearly addressed by Brecht and
again by Fortini in "The Writer's Mandate and the End of Anti-Fascism." (11) If
the reader/spectator is to find room to move within this complex of irreconcil-
able contradictions, the artist must do so, too.

Yvonne Rainer has taken the sum of these practical and theoretical dilemmas
trace some Brechtian aspects of this film by coEEE}EEE to one of Brecht's notes
on epic form:

"Today, when the human being must be conceived as the ‘ensemble of
all social relations,' the epic form is the only one which can grasp
those processes that serve drama as the material for a comprehensive
world view. The individual human being, too--the flesh-and-blood
human being--is only tangible through the processes in which and as a
result of which it exists. The new drama must methodologically incor-
porate the experiment (Versuch) into its form. It must be able to use
connections in all directions; it must make use of statics; it will
have a tension reigning between its individual parts, mutually charg-
ing them. (12)

Rainer's film can be seen as an experiment, or test (Versuch), on several
levels. Most fundamentally she is exploring and opening up the structure of
relationships which make up her narrative or even authorial persona. The film
does have a narrative, provided by the female voice-over of Trish, but this sub-
jectivity does not incorporate all parts of the film. Instead it stands apart
from other elements, producing the tension Brecht describes. The voice over near
the beginning of the film sets up the terms of other relationships the film will
examine:

"It was a hard week. I split up with my husband and moved into my
studio. The hot-weater heater broke and flooded the textile merchant
downstairs. I bloodied my white linen pants, the senate voted for
nerve gas, and my gynaecologist went down in Korean Airlines 007. The
worst of it was the gynaecologist. He was a nice man. He used to put
booties in the stirrups, and his speculum was always warm. (13)

J. Hoberman called this "brutally slapstick leap from the private to the public,
unexpectedly clinched with a dancer's emphasis on pure physicality." (14) The
montage .of elements introduced here expands outward from the domestic melodrama
of Jack and Trish, which is not acted out on the screen: we see Trish's shoulder
from the back as she takes her ironing board out of the apartment. Jack also
wants her to remove her "art work" from the wall, but the collage of photos
remains to become a focal point for the wider issues Trish's voice will consider
later in the film.

One of the photos is an ad for estrogen supplements for older women, suppo-
sedly helpless with a (male) doctor's care and prescriptions. Another is a photo
of mutilated bodies of torture victims in El Salvador. Like Trish's opening
speech, these images violently confront private biological reality with world
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politics. Later in the film is another juxtaposition of the two, as Trish
remarks on the photos, "the woman who has stopped bleeding and the corpses that
have stopped bleeding."

The other half of the domestic melodrama is Jack, the husband who gets to
keep the loft. Amid a variety of film gquotations, Jack's language floods through
the film with confessional and theoretical monologues related to women, sex,
power, and psychoanalysis. The text itself is a collage of quotations from Ray-
mond Chandler, Frederic Jameson, Michel Foucault, and others. Although Jack is
often seen in New York lofts, he seems oblivious to the dispute over the renova-
tion of loft space in New York City. The film returns to the documentary footage
of hearings where low-income people compete with artists for housing. But it is
the female voice over that says "property is profit and not shelter,” and "the
language troubles my New York sleep."

The narrative of the woman who leaves this theorizing man, and who ponders
the connection of New York housing policy to war in Central America is not the
only subject which is presented epically -~ in a state of tension and constant
revision. Since Rainer was once a dancer and performance artist, there is a
strong sense of performance in her film as well. As Stephen Heath has noted in
regard to Brechtian film practice, "One mode of distanciation in film has
often, and centrally, been the exact reference to theater." (15) Aspects of
theatricality abound: two different actors portray Jack Deller, his text is made
up of quotations, his monologues to his shrink are delivered from a stage while
excerpts from Hollywood melodramas are projected behind him. A dream sequence is
artlessly acted out, with Trish's voice-over narration, and at one point Rainer
bends down near the camera lens to say "Would all menstruating women please
leave the theater." Rainer also calls our attention to the materiality of the
film image by including film footage which is deliberately of technically infer-
ior quality.

This fragmentation of the film's material and its narrative does more than
call our attention to its construction by the artist. It makes us aware that the
artist's subjectivity is also constructed. When we hear the voice-over discuss-
ing with friend whether to call her friend Jack Teller or Jack Deller, we cannot
be sure whether to identify this voice with a fictional character or with Rai-
ner, the filmmaker. A strong alienation effect also takes place when Jack
patiently or pensively moves one of the photos pinned to the wall. As the camera
isolates the photo, the female voice-over says, "I have another to put up." The
viewer must construct both the nature of this "I" and her own relationship to
the image out of the relationships posited by the £ilm.

There is no need here to analyze the other aspects of the film which have a
Brechtian orientation. These would include the acting styles, the use of quota-
tions of many kinds, the disjuncture between sound and image, or the use of doc-

" umentary. Both Brecht and Godard are recalled by the theoretical discussion
overheard on the streets and in a coffee shop. I would, however, like to concen-
trate on two scenes of the film to reveal its importance for a return of femin-
ist £ilm discussions to more materialist concerns. In these scenes, the "clash
of ideas" J. Joberman finds so exciting (and reminiscent of Kluge) (16) is
placed within a feminist and Brechtian transformation of the means of
presentation.
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In the first example, Jack Deller #1 is to deliver a lecture on Foucault et
al. to a class. The process of filmmaking is foregrounded in the scene in sev-
eral ways: the actor asks "are we rolling?" before he begins his lecture; as he
speaks, the sound track is eventually distorted, then we begin to hear direc-
tions for the camera movement, which moves from Deller to the class, then back
in the room until it isolates a single student. Returning to Jack, it reveals
that the actor has been replaced by Jack #2.

To this intriguing study of film techniques is added the reference to the
other "narrative" concerns of the film. As always, Jack is theorizing about sex-
uality and power, and establishing his own power at the same time. As the camera
travels, it reveals that the classroom is in reality a remodeled loft-condomini-
um. One critic referred to this scene as "numbing" because he was apparently
concentrating on deciphering the sound track. (17) Rainer says this is "missing
the meaning" of the space since the visial track "supplies a subtext for the
lecture with its retroactive associations of urban university land-grabbing."
(18) The Brechtian tension, which escapes many critics, can be made quite clear.
One aspect of the lecture is Foucault's refusal to enter into political debates
because, he says, "political discourse abnegates true discussion," and that
there 1is only "opposition, not true difference." After this and some discussion
of the nature and origins of language (Lacan vs. the ego-psychologists), the
camera finally reveals the expansive accoutrements of the loft's kitchen and
bath, and Trish's voice-over raises another claim on the meaning of this scene:
"You know, this expression ‘class struggle' . . . " (the soundtrack returns
briefly to Jack #2 on Husserl and subjectivity) . . . (sound track beep) .
"You know, this expression ‘class struggle' applies to El Salvador or Guatemala,
not to the U.S5. In Guatemala the war against Communism is in reality a war
against the poor. Here in America, the war against the poor does not yet have to
be masked as a war against Communism."

My final question is the significance of all the theory quoted by Rainer.
Is her importance to feminism suspect because she relies so heavily on the
theories, and on the presence, of men? Her film even contains the line "in a
manner of speaking we're all mean," and the question raised by one critic must
be addressed seriously: "Throughout the film, Jack keeps citing Foucault. Does
this make Jack an authority or Rainer?" (19) First, of course, Rainer is an
authority, pure and simple. And she is the author of the film. But in citing so
much theory and filmmaking produced by men, is Rainer carrying on a male tradi-
tion of intellectual and artistic mastery? I don't think so. On the other hand,
the f£ilm does not make simplistic opppositional claims, for instance that male-
dominated theory be replaced by female-dominated theory, or even perhaps that
the alternative to all this high theory is not theory at all.

This simplistic opposition, in fact, is criticised by the final segment of

" the film, where two theoretical arguments—-texts by Michel Foucault and Meaghan
Morris--supply the script for Jack and Jackie's heterosexual mating ritual. The
content of these theories is clearly not absurd--neither Foucault's assertion
that "there is no opposition between what is said and what is done," nor Mor-
ris's criticism of theory that has "no teeth.' What is absurd is the placement
of these theories in the context of clichéed sexual maneuvering rather than in a
context where their usefulness in the world could be tested. To ask Rainer to
depict this usefulness, however, would be to ask her to return to traditional
narrative didacticism. We should also not look for a reassuring image of "woman"
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in her film, since the imposition of such an image has long been central to film
as an institution. Instead of presenting a true theory to replace the false
ones, Rainer's film ends with women's voices, insisting one last time on a con-
nection between the images on the wall and an individual's ability to act. The
very last word in the film--over the credits--is not theoretical but practical:
a documentary sound recording from a rally for abortion rights.

In Rainer's own word, she is "talking about films that allow for periods of
poetic ambiguity, only to unexpectedly erupt into rhetoric, outrage, direct pol-
itical address or analysis, only to return to a new adventure of Eddy Foot or
New Perils of Eddy Foot . . . " (20) Thus she does not reject theory or action,
traditional narrative clichées. Instead she hopes to put them into a productive
relation to each other, or to open up some breathing space, where the archetypal
female rivals might one day stop tearing off each other's dresses to say "Hey,
we're wearing the same dress, aren't we? Why don't we pool our energies and try
to figure out what a political myth for socialist feminism might look 1like?"
(21)

Rainer's film sustains the tense relationship between aesthetic theory and
political practice which has been consistently central to the reception of
Brecht. Without the Brechtian tension between the two realms, there is a danger
that they will diverge and individually retreat from work on the means of pro-
duction to work on its products alone. (22) In the realm of film theory the dan-
ger lies in aestheticisation of theory itself and its academic institutional-
ization (witness Rainer's film). In the political realm, some feminists have
decided to appeal for greater state power to control pornography rather than
addressing the continuum of violence on which that state power depends.
Brecht's role in film theory today could be to challenge these diverging tenden-
cies and maintain their productive tension. The history of Brecht receptlon sc
far warns us that this is not an easy task.
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BRECHTS UND MONKS URFAUST-INSZENIERUNG MIT DEM BERLINER ENSEMBLE:
DRAMATURGISCHE KONZEPTION UND SZENISCHE REALISIERUNG

Bernd Mahl, Universitat Tibingen

(The following article represents the Kernpunkt of the illustrated presentation .
on the same topic given by Dr. Mahl at the IBS International Symposium in Hong
Kong, December 1986. Prof. Mahl's Book Brecht und Monks "Urfaust"-Inszenierung
mit dem Berliner Ensemble 1952/53 (Stuttgart und Zirich: Belser Verlag, 1986) =
Studien zur Goethe-Zeit und Goethe-Wirkung/Schriftenreihe der Goethe-Gesell-
schaft Stuttgart, Bd. 1) is reviewed by John Fuegi in The Brecht Yearbook, Vol-
ume 13 (1984), Brecht: Performance/Auffihrung.

1. DRAMATURGISCHE KONZEPTION
1.1 SchlieBen der Handlungslicken

Als Erich Schmidt im Jahre 1887 eine Anzahl Faust-Szenen im NachlaB Hof-
frauleins Luise von Géchhausen entdeckte, war der lang gesuchte, spater soge-
nannte Urfaust endlich gefunden. Vergleicht man die Szenenabfolge von Faust I
mit der des Urfaust, so stdBt man auf schwerwiegende Licken. Denn im Urfaust
fehlen die Paktszene zwischen Faust und Mephisto (Szene "Studierzimmer II"), die
"Hexenkiche," die Szene "Wald und Héhle," der gesamte "Walpurgisnacht”-Komplex
sowie die Szene "Triber Tag. Feld."

Brecht jedoch wollte den Zuschauern einen geschlosseneren Handlungszusam-
menhang vermitteln als ihn der fragmentarische Urfaust aufweist. Ja, er war gar
der Meinung, man falsche den Gehalt des Urfaust, wenn der Regisseur nicht be-
stimmte Handlungselemente in irgendeiner Form aus dem ersten Teil der Tragddie
dbernimmt. Er entschloB sich deshalb, durch selbstverfaBte Verse--"Briickenverse"
genannt--die Handlungslicken im Urfaust zu dberbricken. So lesen wir kurz und
bindig in den Regienotaten: "Pakt. MuB durch verse erganzt werden." Solche
Zwischentexte wurden von Wagner aus einem volumindésen Buch vorgelesen; er trat
eigens dazu vor den Vorhang, vor der Brecht-Gardine. Diese Texte sollten erstens
episierend wirken, zweitens "die Fabel weiterfihren" und drittens "das nachste
Bild erklaren."

BuBerdem verfaBte Brecht einen Epilog zum Urfaust-Spiel und lieB in der
Szene "Auerbachs Keller" die Zecher grélend das Volkslied "Der Mai ist gekommen"
von Emanuel Geibel singen. Einen das Spiel einleitenden Prolog léste er aus
Goethes Dichtung Maskenzug vom 18. Dezember heraus, und zwar lieB er jene Verse
sprechen, in der Mephisto die Hauptgestalten Faust, Gretchen und Marthe dem
"allerhochsten” Publikum vorstellt. 1In dieser Form erweitert, wurde 1952 in
Potsdam und 1953 in Berlin(-Ost) Goethes Urfaust aufgefihrt.
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1.2 Episierung

Episches Theater bedeutete auch fir diese spezifische Einstudierung von
Goethes Fragment, daB dem Zuschauer bewuBt gemacht wird, daB er "nur" einer The-
aterauffihrung beiwohnt, die jedoch einen bestimmten Bezug zu ihm herstellt. Er
soll sich nicht abstands- und kritiklos in ein autonomes Guckkastengeschehen
einfihlen, sondern zunidchst Abstand gewinnen und behalten. Letztlich soll der
Zuschauer Stellung nehmen zu dem Gezeigten, die Fehlerhaftigkeit dieser modell-
haftigen Bihnenwelt feststellen und zugleich erkennen, daB ebendiese Welt ver-
besserungsfahig, veranderungsfihig ist. Er soll feststellen, daB bestimmte his-
torische Gegebenheiten die Dramenfiguren Faust oder Gretchen so und nicht
anders geformt haben, wie sie auf der Bihne gezeigt werden. Andere Bedingungen
hatten ebendiese Figuren anders geformt--mit anderen Worten: die zu verandernden
Bedingungen wirden auch die Figuren mitverandern, ihnen einen anderen Charakter
geben.

Letztendlich soll sich der Zuschauer dariber Gedanken machen, wie die dar-
gestellte, fehlerhafte und von Goethe als kritikwirdig empfundene Welt im Ver-
lauf der Geschichte sich in dialektischer Weise weiterentwickelt hat, wie der
damalige Zustand inzwischen durch den Fortschritt der Menschheit aufgehoben wor-
den ist. Als besonders zeitkritisch sah Brecht die Vorkommnisse in der ”Schuler—
szene" und in "Auerbachs Keller" an.

1.2.1 Zur Episiering der "Kerker-Szene"

Damit die Schauspieler nicht allzu leidenschaftlich ihre Rollen verksrper-
ten und die Zuschauer sich nicht allzu sehr in die Gestalten "einfihlen" konn-
ten, lief Brecht bestimmte Szenen in sogenannter episierter Form probieren. In
einem Brief erlduterte mir Egon Monk Sinn und Zweck dieser Szenenproben in epi-
sierter Form:

»Das Episieren gehorte zu den besonderen Brechtschen Probemethoden. Es
handelte sich dabei um das Ubertragen des Dialogs, der direkten Rede also,
in erzihlende Prosa. Angewendet wurde das Episieren bevorzugt bei soge-
nannten dramatischen Szenen, um wihrend der Proben Ruhe und Sinn in den
Ablauf zu bringen. Schauspieler, die sich beim Probieren dramatischer Sze-
nen leicht zu vorzeitigen Temperamentsausbriichen verleiten lassen, wurden
durch die Gelassenheit der Prosa gezwungen, selbst gelassen an die Szene
heranzugehen. Auch die Kerkerszene ist zeitweilig in episierter Form pro-
biert worden. Gespielt wurde sie in der originalen Goetheschen Fassung. «

Welche Gestalt hatte nun eine solche episierte Probenfassung gegeniber dem
Original? Zunichst Goethes Text, ein Ausschnitt aus der "Kerker-Szene:"
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FAUST: Du bringst mich um.

MARGARETE: Nein, du sollst iiberbleiben, iiberbleiben von allen. Wer sorgte
fiir die Griber? So in eine Reihe, ich bitte dich, neben die Mutter den
Bruder da. Mich dahin und mein Kleines an die rechte Brust. Gib mir die
Hand drauf! Du bist mein Heinrich.

rausT (will sie wegziehen): Fiihlst du mich? Horst du mich? Komm! Ich
bin’s, ich befreie dich.

MARGARETE: Da hinaus?

FaUsT: Freiheit!

MARGARETE: Da hinaus? Nicht um die Welt. Ist das Grab drauff, komm!
Lauert der Tod, komm! Von hier ins ewige Ruhebett, weiter nicht einen
Schritt. Ach Heinrich, kénnt ich mit dir in alle Welt!

rausT: Der Kerker ist offen, siume nicht!

In episierter Form hat diese Stelle folgende Form:

G: G schiittelte den Kopf und meinte, nein, er solle iibrigbleiben von allen.
Es miisse doch jemand fiir die Griber sorgen! Mit grofler Geste das Stroh
beiseite schiebend legte sie fein siuberlich Strohhalme nebeneinander und
erklirte F dazu, dafl er die Griber so in einer Reihe anordnen solle:
Neben die Mutter solle der Bruder, sie — etwas weiter weg — dorthin, mit
dem Kleinen an der rechten Brust. Er solle ihr die Hand drauf geben, er
sei doch ihr Heinrich.

Faust fragte: Fithlst du mich? Horst du mich?

Gretchen nickte.

F hob sie auf und sagte: Komm! Ich bin’s.

: M kommt herein, lehnt sich auf die Briistung und sieht zu.

F versicherte ihr, er kime sie zu befreien.

G nickte und ging zur Wand.

F folgte ihr, bot ihr seinen Arm und fiihrte sie die Treppe hinauf.

G sah den Teufel und schreckte zuriick: Da hinaus?

Freiheit sagte F.

ToeTomx TN
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G: G schiittelte den Kopf: Da hinaus? Sie lief die Treppe hinunter und klam-
merte sich an thren Pfahl und sagte zu F, dafl sie nicht um die Welt
mitkime. Wenn das Grab drauflen sei, kime sie, wenn der Tod draufien
lauere, kime sie. Von hier ins ewige Ruhebett ginge sie mit, weiter nicht
einen Schritt. Ach wenn sie doch mit ihm in alle Welt konne, sagte sie in
leichtem Ton, vom Pfahl weggehend.

r: Der Kerker sei offen, sagte F, sie solle nicht siumen.

G: G rettete sich wieder zum Pfahl. ..

Im wesentlichen unterscheidet sich die episierte Fassung von der originalen
dramatischen in zwei Punkten: Die Schauspieler sprechen Regieanweisungen bzw.
die von ihnen auszufihrenden Bewegungsabliufe und Gesten mit, die von dem jewei-
ligen Regisseur der Inszenierung stammen, und teilweise ist die direkte Rede in
indirekte dbersetzt.

1.3 Zur Strichfassung (see pp. 47-48)

Die Art und Weise, wie Brecht Streichungen vornimmt, mdchte ich anhand des
1. Bildes, der Szene "Nacht," verdeutlichen. Betrachten wir namlich genau,
welche Streiche er im einzelnen setzt, so erkennen wir, daB er versucht, die
Figur Faust in ein ganz bestimmtes Licht zu ricken. Schon in dieser ersten Situ- -
ation sollte er als Scharlatan erscheinen, der bedenkenlos das Gute von sich
schiebt und ganz bewuBt zum Bésen greift, um seine egoistischen Ziele zu ver-
wirklichen. Ja, Brecht 1aB8t ihn gar--und das verdeutlicht er pantomimisch
durch einen Zauberkreis--zur Schwarzen Magie greifen.

Betrachten wir die Streichungen im einzelnen: Brecht streicht beispiels-
vweise die Zeilen 41-45, damit tilgt er die Licht- und Natursehnsucht Fausts: er
reduziert ibn auf den lebensiberdrissigen Wissenschaftler. Gestrichen sind auch
die Zeilen 49 und 50: das liebe Himmelslicht darf gar nicht bis in Fausts Stu-

> dierstube eindringen. Genauso werden solche Verse getilgt, in demen Faust davon
spricht, doch noch Naturerkenntnis zu erlangen. Denn dadurch kénnte er Zufrie-
denheit und Glick erringen, sei es beim Versuch, den Makrokosmos selbst zu
erforschen (Zeilern 71-74), oder beim Versuch, die Zeichen des Makrokosmos in
gelehrten Bichern erkennend zu deuten, die Zeilen 81-84 sind gestrichen. Auch
die Streichungen der Verse 101-105, 108-111 und 118-120 sollen bewirken, jegli-
ches Positive aus Fausts Innerem zu verbannen.

Zusammen mit pantomimischen Geisterbeschwérungen schafft Brecht durch diese
Streiche ein Bild von der Faust-Figur, das nicht ganz Goethes Intentionen ent-
spricht. Das aber war beabsichtigt, demn die Berliner Strichfassung ist nichts
anderes als Brechts und Monks Bearbeitung des Goetheschen Materialwerts im Ur-
faust, unter weitgehender Beibehaltung der Vorlage.
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1. Bild: Nacht Weh! steck ich in dem Kerker noch?
’ ' Faust. Wag Verfluchtes dumpfes Mauerloch,
aust. Wagner. F¥o-sclbos o tibe. Hlimmolaichs

&0 Trib-dureh Je-Sehetben-brieht]

Beschrianke von all demn Biicherhauf,
Den Wiirme nagen, Staub bedeckt,
Und bis ans hohe Gewolb hinauf
Mit angeraucht Papier bestecks,

In einem hochgewdlbten engen gotischen Zimmer
FAUST unvuhig auf seinem Sessel am Pulten

rausT: Hab nun, ach, die Philosophei,

Medizin und Juristerei, 55 Mit Glisern, Biichsen rings bestellt,
5 Und leider auch die Theologie Mitulnstrumemen vctllgepfropft,
Durchaus studiert mit heifler Miih. Urva\.ter Hausrat drein ECSFGPﬁ. -
Da steh ich nun, ich armer Tor, Das ist deine Welt, das heiilt eine Welt!
E:id{;: lg::tl;lruf;,: l;),rfz;z:?;r’ Und fragst du noch, warum dein Herz
40 Und ziehe schon an die zehen Jahr’ 60 Sich inn in deinem Busen klemmt?

Warum ein unerklarter Schmerz
Dir alle Lebensregung hemmt?
Statt all der lebenden Natur,

Herauf, herab und quer und krumm
Meine Schiiler an der Nas’ herum
Und seh, daf wir nichts wissen konnen,

Das will mir schier das Herz verbrennen. Da G.ott‘die Menschen schduf hinein,
48 Zwar bin ich gescheuter als alle die Laffen, €5 Umgibt in Rauch und Moder nur
Doktors, Professors, Schreiber und Pfaffen, Dich Tiergeripp und Totenbein.

Mich plagen keine Skrupel noch Zweifel, . . . .
Fﬁrchf mb;ch weder vor I;‘ltill noch Teufel. Flieh! Auf! hxr-laus.ms weite Land!
Dafiir ist mir auch all Freud entrissen, Und dies gehenmnfstoHe Buch
0 Bild mir nicht ein, was Rechts zu wissen, Von ,Nomac_hmus cigner Hand -
Bild mir nicht ein, ich konnt was lehren, '10 Ist dir das nicht Geleit genug?
Die Menschen zu bessern und zu bekehren;
Auch hab ich weder Gut noch Geld,
Noch Ehr und Herrlichkeit der Welt.
ZSES mocht kein Hund so linger leben!

unterweist,
i Seelenkraft dir auf,

Drum hab ich mich der Magie ergeben, ;S U'msorfst, dal ! rockne's Sinnf‘n hier

Ob mir durch Geistes Kraft und Mund Die heilgen Z.e 1chen-d|r erklare. .

Nicht manch Geheimnis werde kund. Ihr schwebr, ihr Geister, neben mir,

Daf ich nicht mehr mit saurem Schweif§ Antwortet mir, wenn ihr mich hott! .
JORede von dem, was ich nicht weif Er schligt das Buch auf und erblickt das Zeichen des

Dafl ich erkenne, was die Welt 80 Makrokosmus.

Im Innersten zusammenhilt,
Schau alle Wiirkungskraft und Samen
Und tu nicht mehr in Worten kramen.

Auf einmal mir durch 3 ffie Sinnen.
Ich fiihle j eilges Lebensgliick,

35 O sihst du, voller Mondenschein, 8&' War es ein Gott, der diese Zeichen schrieb,
Zum letztenmal auf meine Pein, Die all das innre Toben stillen,
Den ich so manche Mitternacht Das arme Herz mit Freude fullen
An diesem Pult herangewacht! Ufld mit geheimnisvollem Tréeb
Dann iiber Biicher und Papier, Dx.e I.(rafte der Natu{ ent.hullen?.
#OTrﬁbselger Freund, erschienst du mir. 90
Fheh konatich-dock-awiB bk

Ich schau in diesen reinen Ziiy
Die wiirkende Natur voprfeiner Seele liegen.
Jetzt erst erkenn ichyWas der Weise spricht:
ist nicht verschlossen,

In deinem lieben Lichte ge
stern schweben,
inem Dimmer weben,

Auf Wiesen }

Dein SinpASt zu, dein Herz ist tot.
‘E Von em Wissensqualm entladen q's- .
o o~ Ll 4 Aufibade, Schiiler  “erdrossen
badadl - bbbl | PO THON SO » 1 . " 1
Bre-ir . }
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Er beschaut das Zeichen.
Wie alles sich zum Ganzen webrt,

Eins in dem andern wiirkt und lebt!
w {_w LL

lokeriite-aufund-nied
Und sich die goldnen Eimer

Mit segenduftende ingen
urch die Erde dringen,

rsch-all d AllLd Lklncenll
) T

Welch Schauspiel! aber, ach, ein Schauspiel nur!
Wo fafl ich dich, unendliche Natur?

An denen Himmel und
4{0 Dahin die fust sich dringt -
Guell-hetrinker-und-schmeeheich aek wnod)
Er schligt unwillig das Buch wum und erblickt das Zei-
chen des Erdgeistes.
Wie anders wiirkt dies Zeichen auf mich ein!
7{6 Du, Geist der Erde, bist mir niher;
Schon fiihl ich meine Krifte héher,
Schon glith ich wie vom neuen Wein.

All Erden Weh und all j|

Zu tragen,
120 Mit Stiirm erumzuschlagen
des-SchiffbeuchsKnirschonrieht e
et .. gt

Komm, komm, komm! (Einfiigung durch Brecht oder
Monk.)

Es wolke sich iiber mir -
12& Der Mond verbirgt sein Licht!
Die Lampe schwindet!
Es dampft! Es zucken rote Strahlen
Mir um das Haupt. Es weht
Ein Schauer vom Gewdlb herab
430 Und faflt mich an.
Ich fihls, du schwebst um mich,
Erflehter Geist!
Enthiille dich!

[al-astels+
T

135 Zu neuen Gefiihlen
All meine Sinngsrefl erwiihlen!
anz mein Herz dir hingegeben!
d Rt Und-k io-Lob

Er faft das Buch und spricht das Zeichen des eists
fup gebeimnisvoll aus. Es zuckt eine rétliche Flamm. , der

Geist erscheint in der Flamme in widerlicher Ges alt.

t6é

Komm, komm, komm! (Einfiigung durch Brech® oder
Monk.)

145

1s0

1s¢

160

130

1%

120

GEIST:
FAUST
GEIST:

FAUST:
GEIST:

FAUST:

46S cest:

FAUST:

GEIST:

FAUST

Wer ruft mir?

abwendend: Schrockliches Gesicht!
Du hast mich michtig angezogen,
An meiner Sphire lang gesogen,

Und nun -

Weh! ich ertrag dich nicht.

& 5 YU | PR RSN 1 - 1.
{Bu-fehse-er e

bW Soe L . A. I"u L ,}

Mich neigt dein michtig Seelenflehn.
Da bin ich! Welch erbirmlich Grauen
Faflt Ubermenschen dich! Wo ist der Seele Ruf?
Wo ist die Brust, die eine Welt in sich erschuf,
Und trug, und hegte, und mit Freudebeben
Erschwoll, sich uns, den Geistern, gleich zu heben
Wo bist du, Faust, des Stimme mir erklang,
Der sich an mich mit allen Kriften drang?
Du! der, den kaum mein Hauch umwittert,
In allen Lebenstiefen zittert,

Ein furchtsam weggekriimmter Wurm.

Soll ich dir Flammenbilduig weichen?

Ich bins, bin Faust, bin deinesgleichen.

In Lebensfluten, im Tatensturm

Wall ich auf und ab,

Webe hin und her!

Geburt und Grab,

Ein ewges Meer,

Ein wechselnd Leben!

So schaff ich am sausenden Webstuhl der Zeit
Und wiirke der Gottheit lebendiges Kleid.
Der du die weite Welt umschweifst,
Geschift'ger Geist, wie nah fiihl ich mich dir!
Du gleichst dem Geist, den du begreifst,
Nicht mir!

Verschwindet.

zusammenstirzend: Nicht dir?

Wem denn?

Ich, Ebenbild der Gottheit,

Und nicht einmal dir? Es klopft.
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The title-page illustration from Marlowe's Tragical History
of Doctor Faustus (1604) which appears to have influenced
Brecht's and Monk's conception of the stage design for their
vroduction of Goethe's Urfaust.
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THE GOOD SOUL OF BRECHT IN BRAZIL (1)

Fernando Peixoto
Servico Brasileiro de Teatro

Translation and Notes by Leslie Damasceno

Brecht arrived in S3o Paulo, Brazil in 1945 with a production of Fear and
Misery of the Third Reich. According to information in the Brecht Archives in
Berlin, before 1945 Brecht had only one play produced in Latin Bmerica: in 1943,
The Threepenny Opera was produced in Mexico, a play first put on in Berlin in
1928, the year in which the League of Revolutionary Proletarian Writers was or-
ganized in Germany. Thus, Brecht appeared among us as an antifascist writer, as
a vigorous denouncer of the subtle penetration of Naziism in the daily 1life of
society. In truth, his theatre and theoretical thought would only go beyond the
socialist sphere, with a irreversible force and impressive fascination, after
the triumph of the season of the Berliner Ensemble in Paris in 1956, the year of
Brecht's death. But Brazil is present in many of Brecht's writings: in poems and
songs that mention our cigars, in the reference to the burning of the coffee
crop in the script of the film Kuhle Wampe, etc.

However, Brecht's presence as a "working comrade" was felt in the 60's. He
influenced or awakened the enthusiasm of various theatre people, invading the
three principle centers of Brazilian political theatre that were active during
the years preceding the military coup of 1964: the Teatro de Arena (Arena Thea-
tre) of S3o Paulo, Teatro Oficina of Sao Paulo, and the Centro Popular de Cultu-
ra da UNE, i.e. the CPC or Popular Culture Center of the National Students
Union. (2) For the CPC, which had plunged into Piscator's writings, Brecht's
work presented a problematic antidote: while Piscator, superficially understood,
stimulated a tendency toward radical political sectarianism, Brecht introduced a
healthy concept of dialectical theatre with irrefutable authority, broadening
the horizons toward the construction of a politically committed theatre that
essentially took on the use and meaning of aesthetic qualities as non-contrived
transformative means of reflection and dialogue between stage and public. In the
work of Arena and Oficina, Brecht's presence was a decisive intervention even in
discussions about the limits of psychological realism. Guarnieri states that for
some time he resisted Brecht: "Afterwards, I went from rejection to acceptance.
To an immense understanding, really large. I began to understand and accept him,
especially as a theatre person, his thinking, his practical goals, his political
consciousness. My refusal wasn't so much against Brecht, but against fads. Only
after this did I have a working relationship with his work. I tried to under-
stand it, and he (Brecht) in turn, helped me." Almost the same thing happened

"with Vianinha. Augusto Boal furthered Arena's trajectory of political coherence
through a rupture with then realistic dramatic intentions while writing Revolu-
gdo na América do Sul (Revolution in Latin America). Proceeding from a personal
definition and a basic, challenging investigation of Brecht's proposals, Boal
went on to formulate his theories regarding what he called "teatro do oprimido"
(theatre of the oppressed)--theories with continuing international repercus-
sions. Thus, once digested, Brecht gave nourishment to both dramatic literature
and staging.
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The pilgrimages to Mecca began at this time: Brazilian actors and directors
visited East Germany and, perplexed and wide-eyed, discovered the Berliner En-
semble. Antonio Abujamra, in an interview-debate in Porto Alegre, confessed that
what bhe saw modified his idea of theatre and, responding to a question of mine,
somewhat incredulous at the time, affirmed, with reason, that Brecht would be
impossible without Marxism. With a caution and lucidity that was all the more
vigorous for being neither a submissive nor naive elucidation of Brechtian theo-
ry, Teatro Oficina passed from fidelity to the Stanislavskian method towards the
first steps in its search for a Brechtian direction, producing Max Frisch's
Andorra and subsequently Gorki's The Enemies as it moved in the direction of
dialectical theatre. This trajectory had already been undertaken in Jose Celso
Martinez Correa's production of Galileo Galilei, which, while still done in a
relatively "well-behaved" manner, already integrated an independent creative
vision--all the more Brechtian for its elements of differentiation. The Teatro
Oficina also incorporated theoretical ideas of Grotowski in Jungle of Cities,
and invented a new national and revolutionary scenic language in its production
of Oswald de Andrade's 0 Rei da Vela (The Candle King), in which Brecht was
chewed up, digested, cannibalistically assimilated and devoured. From the conse-
quent love-affair with Brecht, my first book was born; Brecht: Vida e O0Obra
(Brecht: Life and Work). Oficina sought out Leondro Konder for a workshop course
on Marxist aesthetics and Brecht began to introduce himself in a much more per-
turbing way in the work of the intellectuals and artists of the Brazilian Com-
munist Party (Partido Comunista Brasileiro).

Turbulent times followed: theatre and revolution, theatre and Marxism, the
theatrical impass that came after the military coup, until we reached today's
challenge--theatre and redemocratization. And the ghost of Brecht is always with
us: deified by some, ridiculed by others, so misunderstood by so many, becoming
irresponsibly posed as a commercial object, or else simplified and confused as a
synonym for insupportable didacticism or for useless and tiresome proselytism.
Today Brecht is one of the most frequently produced of all foreign authors, as
he has was in the recent past, even during the dictatorship. An in-depth study
of the creative and/or confusing presence of Brecht is still to be undertaken:
in Porto Alegre, during the 60's, Brecht's presence changed theatrical positions
and attitudes, leading Mario de Almeida to write and stage an exceptional play
about the social-political process, 0 Despacho; and around the same time, in
Pernambuco, Hermilo Borba Filho sought out and examined a dialectical relation-
ship between Brecht and popular theatrical traditions that was, without a doubt,
both surprising and inexhaustible. In the meantime, the polemic centering around
the necessary revision of realism--an international problem that had given rise
to stimulating essays from Benjamin, Dort, Lukics, and Werner Mittenzwei--was
polemicized here, in Brazil, through texts of extraordinary critical vigor, with
the essays of Anatol Rosenfeld and Roberto Schwarz or, within the Brazilian Com-
munist Party (PCB), by Leandro Konder or Carlos Nelson Coutinho, resulting in an
immense theoretical corpus that should not nor cannot be overlooked. This theo-
retical thrust was a project that absorbed Paulo Pontes in his last years and
led me to write Brecht: Uma Introdug8o ao Teatro Dialético (Brecht: An Introduc-
tion to Dialectical Theatre). And it is still a theme that awakens, in many
parts of the country, uncontrollable and contradictory enthusiasm and/or polemi-
cal debates.

The best Brazilian theatre today, that which refuses lies and frivolity, is
engaged in a return to the difficult search for popular national identity, real-
istic and critical, that implies a redefinition of that identity's social and



52 Communications

cultural significance in relationship to colonialism and dependency--a search
provoked by the necessity for consequential action in confrontation with unpost-
ponable historical tasks. Brecht continues with us; theatre is a manifestation
of humankind in its concrete and material history, and intellectual and artistic
work requires a free and democratic commitment in the construction of a sover-
eign society. Max Frisch ironically affirmed that Brecht possessed the "total
inefficacy of a classic." As Werner Mittenzwei remarked, this is an astute form-
ulation because it introduces caution to the recognition of greatness: the
greatness of classic writers. Brecht's poetic talents and his international
importance are incontestable today. The Brecht gquestion is not just a chapter in
the history of Brazilian theatre: it is a stimulating challenge to national
identity. As a god, Brecht is useless. As a man, if he is "Brechtianized," he's
alive, even if he's been dead for thirty years.

Footnotes

1. The following translation is part of a slighter longer article published
in Brecht e o Berliner Ensemble (minC/INACEN, Colecao Exposigdes: Vol. 1II,
1986), that contextualizes Brecht for Brazilian readers and gives a brief over-
view of his influence on Brazilian theatre. Peixoto is concerned with the polem-
ical question of the Brechtian spirit versus the canonic when applied to Brazil-
ian theatre, stating that "what he (Brecht) really asks us is truly simple and
singular: that we be capable of understanding him in order to historically go
beyond him."

Currently director of the Servico Brasileiro de Teatro (Brazilian Theatre
Service), the Theatre Section of the Instituto Nacional de Artes Cenicas (INA-
CEN: The National Institute of Scenic Arts), Fernando Peixoto is a critic and
translator, actor and director, who was fully involved in the theatrical events
he describes here, being at the time a member of Teatro Oficina.

2. Founded in 1954 as an experimental alternative to the professional
stage, Arena soon became the major force in the national theatre movement of
that decade of economic development. Augusto Boal (internationally known for his
theory expressed in Teatro do Oprimido), Gianfrancesco Guarnieri, and Vianinha
(Oduvaldo Viana Filho), mentioned here by Peixoto, were among Arena's most
politically active members.

Although it was also founded in the 50's, Oficina came to the forefront in
the mid to late 60's with the work Peixoto mentions. In response to the growing
repressxon of the dictatorship and under the leadership of its primary director,
José Celso Martinez Correa, Oficina developed a political aesthetic of agression
in its work noted for its inventive inversions and grotesque caricaturing of
the "exotic-erotic" stereotypical images common to foreign and elite Brazilian
conceptions of Brazilian reality. In 1970, the Living Theatre and Los Lobos from
Argentina visited Oficina in a frustrated attempt to produce a collective crea-
tion in Brazil.

The CPC was formed in 1961 by Vianinha, Paulo Pontes, and others as the
cultural arm of the Students' Union. Professing a vanguard position in regard to
popular culture, the CPC theatre groups relied heavily on an understanding of
Brechtian techniques interwoven with popular theatre traditions to expand the
public of their theatre pieces (full-length plays as well as short agitational
skits) beyond the middle class intellectuals/students to include a working class
audience.
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BRECHT ON THE NORTH INDIAN HINDI STAGE:
FACTS & FIGURES

Dr. Vasudha Dalmia-Lideritz
Seminar fir Indologie und vergleichende Religionswissenschaft
Universitat Tibingen, West Germany

Abbreviations used in the text:

NSD National School of Drama, Delhi
IPTA Indian People's Theatre Association
IIT Indian Institute of Technology

The Sixties: Brecht Introduced

The HindustanI Theatre in Delhi made the first attempt to introduce Brecht
in Hindi. In 1962 two members of the theatre, Shamd Zaidi and M. Sathyd, visited
the Berliner Ensemble and on their return produced Der kaukasische Kreidekreis
with methods they had observed in the Ensemble, moulding masks on the actors'
faces but adapting Indian folk melodies for the songs. The play was accompanied
by an exhibition on Brecht's theatre and a show of the film Mutter Courage with
Helene weigel. There were, however, no immediate reverberations. The play had
neither the publicity nor the technical adeptness of the later production by the
NSD.

In 1966 E. Alk3azi, the director of the NSD, visited Germany and the Berlin-
er Ensemble. Impressed by the work of the BE, Alkazi introduced Brecht's theo-
ries and works to the syllabus of the School. He participated in 1968 in the
"Brecht-Dialog" in East Berlin organized by the International Theatre Institute
and the Brecht-Zentrum der DDR. In the same year, the Goethe Institute (West
Germany) sponsored the visit of Carl Weber, former assistant director of the BE.
Weber directed Der kaukasische Kreidekreis for the NSD Repertory. It was Weber's
effort to present the play in the style of the Berliner Ensemble and the model
of the play created by Brecht. Backed by the aesthetic acumen and technical
skills of Alk3zI, the play was the first introduction to Brecht's theatre for
the students and for Delhi audiences. It was a great success and the Repertory
toured the country with it.

The Seventies: Brecht in Indian Attire

The decade began with a visit of the director of the Weimar Theater, Fritz
Bennewitz, as part of an agreement that NSD had entered into with the government
of the GDR. Bennewitz directed the NSD Repertory Company in a production of Die
Dreigroschenoper whereby he was guided by European tradition and the methods
developed by Brecht. He mde no attempt to adapt this to the Indian situation.
For Delhi audiences this meant renewed exposure to the practice of the Berliner
Ensemble. Though the play proved popular, Bennewitz, in a series of productions
in India, increasingly attempted to establish the relevance of Brecht's theatre
for Indian audiences. In 1973 he collaborated with the Marathi director Vijaya
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Meht3 to produce Der kaukasische Kreidekreis in an adaptation which Indianised
the realia and was based on the techniques of the Maradthi folk theatre form
tamdsa. In 1979 Bennewitz came back to the NSD Repertory to direct Herr Puntila
und sein Knecht Matti in an adaptation which transferred the locale to India and
used elements of folk traditions, which included the use of the local Haryanwi
dialect and folk melodies for the songs.

From 1972 onwards the graduates of the School began to work independently
with Brecht, as directors, translators or later by forming their own groups, as
for instance M.K. Raind, BansT Kaul, J.N. Kaushal and Balraj Pandit. Plays with
definite historical backgrounds were not transferred to an Indian setting but
there was an increasing tendency to Indianise where possible. So for instance
Amal Allana, back from a study-visit to East Germany and the Berliner Ensemble,
retained the period setting of Die Dreigroschenoper which she directed in 1972
for the Folk Theatre Workshop in Chandigarh but transferred the scene to an Arab
country in Die Ausnahme und die Regel (1973) for the Theatre Department of the
Punjab University, Chandigarh, where, as a mark of Indianness, the Coolie spoke
Punjabi in contrast to the Hindi of the rest of the characters. M.X. Raind in
Die Mutter allowed the setting to remain Russian but turned Der kaukasische
Kreidekreis into a Punjabi Opera using Punjabi folk melodies and he set the play
in the Moghul Punjab of the sixteenth century. The students also carried
Brecht's plays to all parts of the Hindi speaking areas, so for instance BansT
Kaul, who directed Die Mutter for the Gwalior Artists Combine in 1976 and scenes
from Furcht und Elend des Dritten Reiches for the Sagar Theatre Workshop in
1977. Meanwhile, Raina and Alland established their own groups in Delhi, Prayog
and Studio 1 respectively, where Brecht's plays remained a part of their reper-
toire.

Habib Tanvir had been working consistently with folk theatre since the in-
ception of his group in 1959, which consisted entirely of tribal actors from
Chattisgarh by 1970. Tanvir translated and adapted into Chattisgarhi language
and locale Brecht's Der gute Mensch von Sezuan in 1978. The folk artists contri-
buted to the play acquiring the character of a folk play.

Amitava Das Gupta's "Brechtian Mirror" established in Delhi in 1973 attemp-
ted to combine the Jatra style of Bengal with Brecht's epic theatre. This group,
consisting of members from all sections of society and working partly on the
fringes of the elitist theatre of Delhi, contributed to a flexibility in the
methods of production. It pioneered the creation of an intimate basement theatre
and utilized this for the production of Brecht's Galileo in 1978. In addition,
it made use of all levels of space, roof top, shrubbery as theatre space for the
open air production on an improvised stage for Arturo Ui in 1979. Both these
were historical plays and could not be treated as Indian folk plays. As pro-
gramme for the eighties, Das Gupta envisages the production of Die Gesichte der
Simone Machard and Schweyk im zweiten Weltkriegq.

The influential Andmika Kald Sangam of Calcutta joined in the rising tide
of Brecht productions with Der gute Mensch von Sezuan in 1977. Pop music was
used, also masks, the use of which was generally equated at once with Brecht's
"alienating" technique and traditional folk theatre. Brecht in Indian attire,
adapted into local or near-local dialects often with folk music and with devices
common to both Brecht and folk theatre, became increasingly the trend in the
seventies.
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The Eighties: Brecht in Dialect Adaptations

The trend continues unabated in the present decade. In 1982 Fritz Bennewitz
directed Der kaukasische Kreidekreis for the NSD in a Hindi coloured by Bi_hari
dialect and localised in Bihar. In the same year M.K. Raina produced Die Drei-
groschenoper with elements of the folk form Nautanki. In 1983 Kartik Awasthi, an
NSD graduate produced Die Ausnahme und die Regel and Herr Puntila und sein
Knecht Matti in the dialect version used by the School, with his own group
"Awadh Theatre Group."

In 1983 Fritz Bennewitz directed an adaptation into the local Bundelkhandl
dialect of Der kaukasische Kreidekreis for the Rangmandal, Bhopal. Here there
was again an atttempt to establish an equation with folk theatre, in costumes,
music and presentation.

Meanwhile, in 1980 M.S. Sathyid, formerly of the Hindistani theatre, Delhi,
produced Der kaukasische Kreidekreis with IPTA, Bombay. Though it was unavoidab-
ly influenced by the Hindi commercial film in acting style and music, Sathyd
himself saw Brecht's epic devices as corresponding with folk theatre. A produc-
tion on the same lines, more self-consciously "folksy" but technically less well
coordinated, was Ekjut's Der qute Mensch von Sezuan in 1984 (in Bombay) under
the direction of Nadira Babbar, an NSD graduate.

In all, there is a marked tendency to perform the same plays in the guise
of a new dialect adaptation, a different locale, and different folk music in an
effort to establish a relevance, indigenous but at the same time contemporary.

(see accompanying chart, pp. 56-61)
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PERFORMANCES OF BRECHT'S PLAYS IN HINDI

1963-1983

Year Play -

Pranslated Title
& Translator

Group and Director

1963 Der kaukasische
Kreidekreis

Sufaid Kundali

Trans.: Qudsii
ZaidI, Niiz Hyder

HindustanI Theatre,
Delhi

Dir.: Shami Zaidi

HEthi kZ bacca

Trans.: X.M.
Sontakke

NSD 3rd Year
Students

Dir.: Am3l Allania

Xharid k34 gherd

Trans.: Razix
Sajjad Zaheer

NSD Repertory
Dir.: Carl Weber

Tin take kI sviang

Trans.s Surekhi#
STkri, Sheild
Bhitia

NSD Repertory
Dir.: F. Bennewitz

1967~ Das Elefanten-

1968 kalb

1968 Der kaukasische
Kreidekreis

1970 Die Drei-
groschenoper

1972 Die Ausnahme

und die Regel

The Exception and
the Rule

Delhi University
Students

Trans.: Mansdr . Dir.: M.X. Rain3
Saiyad
'‘Rechtsfindung' In Search of Delhi University
gzene aus: Justice Students
urcht und Elend -
des Dritten Trgif};dMansﬂr Dir.:s M.X, Raini

Reichs
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Translated Title

Year Play & Translator Group and Director
1972 Die Mutter The Mother Miéarixda Houge
lege elhi
Trans.: Balrzj 0. ?
Pandit University
Dir.: Anur3dhi
Kapdr :
Die Ausnanhme The Exception and IPTA, Delhi
und die Regel the Rule
Trans.: MansQr
Saiyad
Die Drei- Tin take ka sviang Folk Theatre Work-
groschenoper * snop, Punjab
University,
Chandigarh
Dir.: Am&l AllZna
1973 Die Ausnahme The Exception and Theatre Depart-—
und die Regel the Rule gent, Punjab
. niversity
Trans.: J.N. Kaushal Chandiga.r:h’
Dir.: Am3l All3an3i
1974 Die Gewehre der Senora Carrar's Brechtian Mirror,
Rifles New Delhi
Trans.: Surekha Dir.: Amit3ava Dias
Sikri Gupta ’
1975 Lux in Tenebris Nidacar NSD Students

Trans.s:s Anil
Chaudhury

Dir.: Anil
Chaudhury
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Translateq Title

Year Play & Translator Group and Director
1975 Die MaBnahme The Measures Taken Internal perfor-
Trans.: Rekhs Kamath, T20¢8& Jawahar-
> lal Nehru
Vijay Shankar Tniv :
Chaudhary ersity
Students
Dir.: Vijay
Shankar Chaudhary
Die Mutter The Mother Yztrik, Delhi
Trans.: Balraj Dir.: M.X., Rainix
Pandit

Mutter Courage Mother Courage and
her Children

Trans.: Anwar AzIm

Brechtian Mirror
Workshop

Dir,: Amit3ava Das
Gupta

1976  Der kaukasische Khariz kz gher:a

Uttar Pradésh

Kreidekreis . 3 Natak Akademi
Trans.: Kamleshwar Lucknow ’
Dir.: Sadank
Bahuguna
Die Mutter The Mother Gwallor -Artists
Trans.: Balrdj Combine, Gwalior
Pandit Dir.: Bansl Kaul

1977 Der gute Mensch Bhall Aurat

von Sezuan Trans.: Shyamanand
J&lan

Anamika Xala Sangam
Calcutta

Dir.: Shyam@nand
Jalan
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Translated Title

Year Play & Translator Group and Director
1977  Szenen aus: Ghar kZ bhedi SaZgar Theatre
zlez_gcgﬁit;?gnnlend Trans.: Amrit REL Workshop: :Sagar
Reiches Dir.: Bansi Xaul
1978 Lebgn des Life of Galileo Brechtian Mirror,
Galilei Trans.: Vinod Delhi
Kumar Sharm3z, Dir.: Amit3ava Das
Dinesh Agrawil Gupta
Die Ausnahme The Exception and Studio 1, Delbhi
und die Regel the Rule Dir.: Amal Allana
Trans.: J.N. Kaushal
Der gute Mensch Sajapur ki dantibaf Naya Theatre, Delhi
Trans.: HabIb TanvIir Dir.: Habib Tanvir
Die Mutter The Mother Prayog, Delhi
Trans.: Balrdj Dir.: M.X. Rain3
Pandit
Szenen aus: Chunav. Samananggr béé akh
Furcht und Elend . raigmafic rakh-
des dritten Trans.: Amrit Rai pur ’
Reiches Dir.: Aparajita
1979 Szenen aus: Brecht on Trial NSD Students

e Drei-Groschenaper

Mutter Courage,
Der kaukasische
Xreidekreis,
Der gute Mensch
von Sezuan,

Arturo Ui, Galilei,.

Dir.: F. Bennewitz
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Year

Play

Translated Title
& Translator

Group and Director

1979

Der aufhaltsame

The resistable rise

Brechtian Mirror,

Aufstieg des of Arturo Ui Delhi -

Arturo Ui Trans.: Anowar Azim Dir.: Amit3va Das
Gupta

Herr Puntila Choprz Kam4l aur NSD Repertory

und sein Xnecht
Matti

naukar jamal

Trans.: Anil
Chaudhury

Dir.: F., Bennewitz

Die Dfei-
groschenoper

Tin take kI nautankl

Trans,: Prashant

Khirwadkar, Rajesh

Joshl

Vatayan, Dehradun

1980

Der kaukasische
Kreidekreis

Sufaid Kundali

Trans.: Qudsii Zaidl

Nizz Hyder

IPTA, Bombay
Dir.: M.S. Sathyd

Die Ausnahme
und die Regel

Dekha andekhz
Trans.: Vinod Talib

IPTA, Bombay and
Agreedoot, Delhi

Dir.: Ashok Lal

1981

Die Ausnahme
und die Regel

The Exception and
the Rule

NSD 3rd Year
Students

Dir.: Rudraprasiad
Sen Gupta
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Translated Title

Year Play & Translator Group and Director
1382 Die Mutter The Mother Prayog, Delhi
Trans.: Balri] Dir.: M.K. Raina
Pandit
Die Drei- Dekh tamasa dekh The Hellions,
groschenoper Trans.: Hemendra Kanpur
Bhatia Dir.: M.kX. Raini
Der kaukasische Insif ka ghera NSD 3rd Year
Kreidekreis Trans.: Rameoozl Students
Bajaj Dir.: F. Bennewitz
1983 Herr Puntila Chopri kamzl, naukar Awadh Theatre Group

und sein Knecht
Matti

jama
Trans.: Anil
Chaudhury

Delhi

Dir.: Kartik Awasthi

Der kaukasische
Kreidekreis

Insaf k& Gher3
Trans.: Madan Sonl

Rangmandal, Bhopal
Dir.: F. Bennewitz

Die Mutter

The Mother

Trans.: Balrij
Pandit

Rangkarmi, Calcutta
Dir. M.K. Raina

Die Ausnahme

Jiski lathi uskl
bhains

Trans.: Kartik
Awasthi

IIT Students, Delhi
and Awadh Theatre
Group, Delhi

Dir.: Kartik Awasthi
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"BRECHT, OF COURSE:"
THE ADVENT OF BB IN THE GULF

Dr. Lamice El-Amari
Université d'Oran, Oran, Algeria

(Editor's note: A slightly different version of the following report appeared in
the September 1986 issue of notate, the Information and News Journal of the
Brecht Center of the GDR.)

Some readers of Communications might wonder which Gulf or which continent
is meant here. Those who think of the the Persian or Arabian Gulf probably asso-
ciate the region with unpleasant episodes: the distant, six-year-long, senseless
war which rages on, or such things as the £famous o0il crisis, etc. But hardly
with cultural matters--and least of all things Brechtian.

When I planned my visit, Brecht was not central to it; I did not think
there would be enough material or interest to justify the trip on that basis.
No, I went for another reason: to do field-work on the origin of theatre in the
Arab world and give some talks on the subject. The time and venue of the first
lecture was already fixed, but the title was left open until after my arrival. I
was prepared to accept my host's polite hint that the topics of my lectures
should be of a general nature; Brecht would be a difficult topic.

The first lecture was programmed for the Emirates Writers Union (EWU) at
its headquarters in El-Sharjah. This Emirate is considered the cultural capital
of the country, whereas Abo Dhabi is the diplomatic/business capital. A cordial
meeting was arranged with EWU President Mr. Abdul Hamid Ahmed, to give him the
privilege of choosing one of themes I had prepared. This meeting proved decisive
in a positive way. What began as a courtesy meeting turned into a serious dis-
cussion about Brecht. At first I took this as a sign of politeness by Mr. Ahmed
towards my work. But it proved to be genuine interest, because when we £finally
came to £fixing the title (Brecht was not on my list), he brushed all of the
options aside, saying "we want Brecht. Brecht, of course." This settled the mat-
ter, as well as the nature of the entire visit. Notices about the lecture in the
press meant that my main interest was known, and whatever general theme I began
with, we always came back at length to BB.

Within ten days there were two lectures (both videotaped), and separate
interviews in the two leading daily newspapers with circulation throughout the
Gulf region (Kuwait, Bahrain, Qattar, Saudi Arabia, and the URE). The highlight
of the trip was a television interview on Brecht's birthday: 20 minutes, for
prime-time broadcast. No mean achievement, remembering that it was not even
planned! The credit goes to Mr. Ahmed and my host, Mr. Farouk Ohan, who kept
opening new doors and thus "extracted" more and more Brecht from me.

"Brecht in Arabic Focus" was the theme of the talk before the Writers
Union. A number of plays by Arab dramatists were analyzed and the particular
(often barely discernible) influence of Brecht on them explained. Examples were
cited from the first and second generation of writers in Algeria, Egypt, Syria,
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Iraq, and other countries. The discussion broadened the scope to include produc-
tion questions. The production of Puntila in Iraq, for example, had shown the
need for new techniques in acting, design, and music, as well as a new approach
on the part of the audience. Another major point raised involved the attitude
toward the cultural heritage. This is a basic concern in the Arab world, and
they wanted to know why and how Brecht treated the classics. What was his pur-
pose in adapting works of past periods (only to avoid censorship?); and who
among present Arab adaptors is following Brecht and worthy of emulation? In this
context several artists were mentioned: Karoumi and Jalal (Irag); El-Siwissi
(Tunisia); E1-Sidigi (Marocco); Alloula and Ben Issa (Algeria); Fedha (Syria).

In the case of the lecture "The Language of the Theatre" presented at the
Itehad Union Theater (Abo Dhabi), it was the role of the actor which prompted
most of the questions. The audience consisted of the members of that company and
other people associated with culture and mass media. Excerpts from Brecht's poem
"On the Everday Theatre" were read for the first time in Arabic translation.
This certainly helped to clear up some confusion about Brecht's theatre (lack of
emotion, coldness, etc.)

The El-Itehad newspaper asked how Brecht came into the Arab world, which
plays were popular, and why the didactic plays were more frequently performed in
the early phase of Brecht reception than now. Special attention was given here
to the theory of the didactic plays, and a discussion of productions in the Arab
world, some of them good, some bad. When a producer places the action of a
didactic play in a new setting he does not always succeed, as shown by the "up-
dated" Iraqi production of He Who Says Yes, He Who Says No.

The Al-Bayan newspaper asked for a comparison of the various Arab produc-
tions of Brecht plays: what is the best (in the sense of the most "Brechtian")
production? The response focused in particular on the production of Sezuan in
Egypt mounted by Saad Ardesh (Egypt) and Kurt Veith (Berliner Ensemble) with the
blessing of Helene Weigel. Another question involved translation, whether this
should be done in classical Arabic, or allow for a certain use of dialect. In
short: how different is Brecht's language from other writers of his generation,
and when this is taken over into Arabic how much of this originality will or can
be preserved. Most translations done in the early phase (mid-sixties) were
faulty. In more recent years, some, including theatre specialist Nabiel Haffar
(Syria), have begun translating directly from the German.

The T.V. interview concentrated on the importance of Brecht to twentieth
century theatre. The fact that the state television network should devote time
to commemorate this occasion (BB's 88th birthday) was in my view sufficient
evidence of his relevance to contemporary theatre in the Arab world. Mention was
made of his life, his work, his particular contribution to world theatre, and in
concrete terms the promise his theatre holds for Arabic theatre.

Following this brief trip to the Gulf region, I have no doubt that this
genuine interest in Brecht will yield significant results in the future. I had
the good fortune to enjoy the attention of an audience who wanted to understand
Brecht for immediate and practical ends. After many theory-oriented sessions on
BB in the "civilized" world, I found this "primitive" approach was most invigor-
ating. Having gone to what I thought was an island (not to say a desert) in mat-
ters Brechtian, I left behind many human and intellectual bridges which will
bind me to the place for years to come.
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"BRECHT IS A FRIEND:"

Interview with ABDELKADIR ALLOULA conducted following the successful production
of his play Al-Ajouad at the first Festival of Professional Algerian Theatre
held in Algiers, September 1985.

(Abdelkadir Alloula is a playwright, producer, and actor associated with the
Regional Theatre of Oran, Algeria (TRO) and, as guest producer, with the Nation-
al Theatre of Algiers (TNA). He began as an actor with the TNA in 1963, and lat-
er produced plays (among them El-Kessbah's Sons, Hassan Tiero, and Sultan al
Haier). After joining the TRO, he presented his first play, El-Allag (1968) and
adapted Gogol's Diary of a Mad Man for the stage (Homg Saliem), serving as both
producer and actor. He has received several awards for his work, including the
first prize at the first Professional Theatre Festival in Algiers, October 1985
and a prize at the Arab Theatre Festival in Tunis, December 1985, and was
acclaimed by the press in 1988 following a guest production in Paris.)

* * * * *

Synopsis of Al-Ajouad ("The Good People")

The play contains four episodes and three songs, linked together by the
theme of "the pressure of bureaucracy on the mass of the people.”

Episode One concerns the plight of the animals in the public zoo which are
starving to death due to a lack of public funds. A true humanist, el-Rabouhi,
organizes the local people to provide food for the animals.

Episode Two shows two contrasting figures, the cook and the guard at a vil-
lage school. The cook donates his skeleton to the school so that the students
can benefit from it as study material. His friend, a religious person, is horri-
fied, but goes along with the idea, and even assembles the skeleton and serves
as its keeper in the school. It is displayed in an anatomy lesson in which the
teacher and the friend (the guard) alternately discuss the natures of the bones
and their function and the functions they play in society, as a 1living entity.
In this episode there is a good example of the use of multiple levels of lang-
uage on the stage. The teacher speaks in classical Arabic, in simple, factual
scientific terms; the quard speaks in dialect which rises at times to the stat-
ure of poetry, full of metaphor.

Episode Three, the longest and perhaps most important one, takes place in a
hospital. The main figure, Jeloul el-Fhaimi (whose name could mean either "the
idiot" or "the clever") finds himself in a fix, when, as a guard of the mortuary
a supposedly dead person starts talking to him, asking him the way to hell.
Another patient, dead for two days, was found still in bed, while this one was
sent down by mistake. The mother of the living patient had already completed the
papers for his burial, but the person himself refuses to join the world of those
still alive, saying "I have served my time, I have cheated and bribed . . ."

Episode Four is about a woman who is now paralysed from the waist down due
to poisonous chemicals used in the shoe factory in which she worked. She wants
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to continue working at home so that her daughter can continue her studies. The
access of the poor to education and knowledge will mark the second independence
of Algeria. This was also the motto of the second Episode.

These characters, simple, ordinary people, are great in their perserver-
ance, but the underlying message of the pay is that they should organize them-
selves to set things right. Alloula reminds us of Gorki in his deep love for and
attachment to the simple people. He says people can make their own history. Al-
Ajouad (the good people) can and must make their own decisions; and when Kknow-
ledge, rather than superstitions, prevails among them, they can make the world a
better place to live in. The zoo, so to speak, can become a garden.

* * * * *

Among prominent theatre artists in the Arab world, Abdelkadir Alloula is an
exception in more than one sense, and he is certainly unique in his overt ack-
nowledgement of Brecht's relevance to his work. Many of his contemporaries
would rather speak of being different from Brecht than of how they benefit from
his work. Others echo the worn out phrase that BB is no longer applicable to our
time, or to non-European conditions. Declarations, but no explanations.

Alloula will have none of this. In fact, he gives the impression that such
squabbles over the relevance of Brecht are simply nonexistent. He does not join
in this oratory, he ignores it. He takes every opportunity to voice his positive
relationship to Brecht, and to explain features in his work which he learned
from BB.

Recently, during a lecture he gave at the Institute of Foreign Languages at
Oran University, he stated emphatically in response to questions that "Brecht is
most important for us in Algeria" and went on to explain why:

"Brecht offers a synthesis which is of particular importance for world the-
atre. He is different from other theatre theoreticians in that his theory offers
a complete world-view based on historical materialism, and the use of the V-
Effekt as a necessary means to heighten awareness of the concrete and the essen-
tial in life. We are interested in his views about the structure of theatre, and
the V-Effekt is an important aspect of it. Brecht, who felt the 1limitations of
the Aristotelian convention, developed his new theory as a result of assimila-
ting a long tradition in theatre arts. He formulated his ideas in a clear way,
and we can benefit from him greatly to develop or "new" theatre. We feel that
the Aristotelian convention limits our work, and by understanding Brecht and
using his theory we can break away from this convention. Brecht helps us tremen-
dously in our present search.”

Concerning the Brechtian features in his plays, Mr. Alloula went on to say:
"Ours is not a dramatic, but a narrative theatre. We tell a story. There are no
‘positive' heroes in my plays. The mover of action is not an individual, but a
collective hero, if you like. Central characters in any episode are sympathetic,
yet you cannot identify with them. This maintains a dynamic attitude on the part
of the spectator: sympathizing and criticizing at the same time. The narrator
has an important function. He is singer, actor, and commentator. He introduces
the various episodes, and holds together the general frame of the play. The new
type of play posed problems in the writing of the text. However, it was more
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difficult to acquire the new technique of acting necesary for a narrative way of
telling the story. For example, an actor in Al-Ajouad (The Good People, pre-
miered on July 4, 1985) had to play about fifteen characters, changing roles all
the time. Brecht helped us find solutions to these problems. We also benefitted
from him in terms of giving the decor a new function: it is part of the action,
and yet it makes its own comment on the events presented on stage."

It was refreshing to hear an artist talk so freely and without reservations
about his way of "using" Brecht, and to observe the enthusiasm of an attentive
audience of students who wanted to know more about BB. In a special interview
with Mr. Alloula, I had occasion to ingquire about his use of Brecht in more
detail.

El-Bmari: Your interest in a narrative rather than a dramatic theatre is shown
by the importance of the narrator in your plays. How much is this narrator
different from the traditional Goual (marrator) in your oral culture and
how does Brecht come into this?

Alloula: Before answering the question I would like to state my opinion concern-
ing an unfortunately widely-held view that the Arabs did not know the art
of theatre. True, the Arabs did not develop a form of theatre akin to that
known in Europe, i.e. the Greek model, but this is no proof of the statem-
ent that Arabs did not know theatre. There are more forms of theatre art
than the great Greek form. Japan and China are but obvious examples. I am
consciously studying our Arab culture to evaluate various forms of theatri-
cal expression in our heritage. I am of the opinion that the theatre was
always there in the Arab world, but its presence took forms different from
those of the Greek model. It was present in poetry: El-Magaama, for exam-
ple, 1is poetry, but it is a theatrical statement. Then comes Al-Goual,
especially in North Africa. It was his duty to make poetry praising the
heroism and grandeur of the tribe or court to which he belonged. This
poet/singer/orator would argue and compete with poets performing the same
duty and showing their allegiance to their respective tribes. His poetry
speaks of the social ife of his tribe, and he offers his art, reciting in
the presence of an audience. We see this as theatrical performance. In our
theatre, we try to give this element of folk art a new function. In this we
benefit from theatre experimentation in the world. We try to give Al-Goual
a new function, within the structure of the play. And Brecht was our exam-
ple. This new approach--and I use the word "new" with reservation, because
we are still at the beginning of our search--treats Al-Goual as the princi-
ple personna: he plays the main role in the action. In consequence the
theatrical presentation becomes narrative, not dramatic. Having said this,
I would like to add that theatre is not only narration, or not merely nar-
ration, as was the function of Al-Goual in past times. The words given to
him in our theatre are made to serve the requirements of theatre language.
They are theatrical statements. Here also Brecht's theatre theory was of
tremendous help. We are still studying this theory in the hope of benefit-
ting from it in our attempt to use the traditional and popular forms of our
culture to present a modern world-view of social happenings.

El-Amari: Brecht definitely uses the narrator as a device of alienation--to
break the flow of action, if you wish, to comment on the action, to throw
light on the events presented, etc. This is also seen in your treatment of
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the narrator. Is this taken directly from Brecht?

Alloula: Yes. This attempt to break the "flow of action" by the use of the nar-
rator is certainly a conscious use of Brechtian technique. We employed it
in the text, but in this play, more than before, we felt the need for a new
form of acting to put this concept across. The episodes of Al-Rjouad are
presented by a group of artists who are Goualeen (plural of Goual), but are
at the same time actors playing many roles in view of the audience. In the
first episode (at the zoo), for example, the main character, El-Rabouhi,
enters as a figure from a traditional (realistic) play. His costume, make-
up, performance are real. But he delivers his words to a group of Goualeen,
who wear a uniform costume, but who would change their roles from listening
to him or narrating his actions to performing the various parts of the
animals in the zoo. The audience sees this change of roles and their atten-
tion is drawn to how the story is being told rather than to any one actor's
part or view of it. This is a device against identification, and it 1is
observed throughout the play. It is our hope that this will help the audi-
ence remember that they are in a theatre; they are spectators, and that
those on the stage are but actors presenting a story. All this is taken
directly from Brecht. Brecht's theoretical explanation of the new function
of the narrator has given us a hint to go back to our cultural forms and to
avail ourselves of the narrator with enthusiasm. To us, the narrator,
rather than pacify the audience, is meant to help it take an active part in
the play. That is, by thinking about the course of the action and hence
becoming a producer with us in the performance.

El-Amari: With this theatre of narration, I see that your interest is above all
to show aspects of social togetherness (as Brecht put it) from an angle
which demands investigation. The audience might accept or reject the solu-
tions suggested by the course of the action on the stage. But one hopes
that they leave the theatre thinking about the issues presented to them,
and will try to find solutions. In this sense they become producers with
you. Would you accept this explanation?

Alloula: Yes, they think with us, but reach their own conclusions.

El-Amari: You provide the incentive but you do not give a ready-made formula.
You do not feed them with a message.

Alloula: We do not press them.

El-Amari: As the producer of Al-Ajouad, would you please say a few words about
your use of the V-Effekt in the production, especially in acting?

Alloula: This is not easy to explain. We have used this technique in plays
before but we are still studying its theory. It is not a simple theory, and
needs much work. It is an urgent issue which we face in our theatre.
Indeed, this theory presented us with many problems when it came to acting.
OQur actors generally did not receive the necessary education that would
help them to understand the requirements of this form of acting. As a new
method, alienated acting presented our actors with many problems. For exam-
ple, the voice. Many of then presented many roles, as I said before, but to
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create these roles as individualities, voice was important in the narra-
tion. The tonal value of the presentation was decisive, the actor almost
became a singer.

In addition, the new way of writing, the episodic, demands the use of
multiple levels of language: from plain speech to poetry. The actor is
asked to perform this, and to think at many levels. He cannot create the
role (in this case roles) by delving into the inner motives of the charac-
ters, as, say, in Aristotelian drama. Here, the actor must put his mind,
his intellect, to work, instead of giving priority to feelings and emo-
tions. If he can do that, his acting would correspond to the requirements
of the new type of acting. We made use of many hints which Brecht gave
actors in his writings, but we are still studying this theory and consider
it of vital importance to our work.

El-Amari: So far as I know, this technique of the actor playing many roles in
the text of the play, and not simply as a production device, is new in
Algerian theatre, am I right?

Alloula: Yes, that is correct. The alienation effect is a basic concept of the
play: in the text, in acting and in the stage design, and to some extent
also in the music. Such a comprehensive application of the V-Effekt is new.
I mentioned before the importance of voice; let me cite the example of one
Goual, the zoo guasrd, who plays fifteen roles in the play. During rehear-
sals this actor complained: "how could I give (portray) all theses charac-
ters in one play?" I explained to him that we could do 20, even 25 charac-
ters if we could create tonality of voice that stimulates the imagination
of the audience. By certain tones, we could even clothe the characters that
the audience would see them in the flesh. We worked slowly towards this
aim, so that he was able to do it at the end. Here, training the actors in
the techniques of the V-Effekt was very helpful; i.e., the actor himself
becomes a spectator, that is, a mediator between the text and the audience,
or between the audience and the event presented to it.

El-Amari: I suppose you know the example Brecht gives to help the actor under-
stand the essence of alienated, or epic acting: that is, to act as someone
who has witnessed a car accident, he describes the event to other people,
to passers-by. He imitates the driver, the man crossing the street, etc.
changing his voice, moving with gestures, but without losing his personal-
ity. By such a technique, the actor remains himself but can invoke in the
minds of the spectators the person he is presenting. Is this example known
to you?

Alloula: This is precisely what we relied on to acquire the new technique of
acting I was talking about. The actor narrates an accident: this is what we
used. It helped us to overcome the lack of training of our actors. We were
doing this grand-scale epic acting for the first time. We have made some
attempts at this before, but this is the first time it was done on such a
comprehensive and conscious level. The car accident example was great help
as a start, but we cannot stop there. That is why I said earlier that I am
still studying the theory of the V-Effekt, and the theory of Brecht. Indeed
I talk to Brecht about my artistic problems, and look for solutions in his
theory and practice. To me, Brecht is a friend. I talk to him, I argue with
him, and he is always helpful. He IS a friend.
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PRODUCTION REPORTS

Edward II, directed by Warner Crocker
BAbsolute Theatre Company, Chicago
October-November, 1987

Review by David Graver

This production, the Chicago premiere of Edward II, made a number of inno-
vative alterations to the play which recommend it as a noteworthy addition to
the repertoire of Brechtian theatre. Since I was the dramaturg for this show and
might be accused of bias, I will refrain from praising the skill with which
Absolute Theatre performed the play and devote my attention instead to describ-
ing the innovations and what I consider their conceptual significance to be.

To begin, Warner Crocker made the Ballad Peddler (played by Janis Henri)
the most frequently seen character and principle element in the play's frame.
Edward II was presented as a play within the play. A ragged troupe of actors
lounge on the stage as the audience enters. Just before the houselights dim, the
Ballad Peddler begins a song (lyrics and music by Charles Wilding-White) that
invites the audience to watch the play and briefly outlines the action. During
this song she picks the actors who will play the main parts, and they shift
noticeably into character. Throughout the play, the Ballad Peddler remains on
stage singing songs (with lyrics taken from Brecht's poems and ballads or writ-
ten by our composer), playing messengers and other minor roles, and proclaiming
the lines Brecht intended for placards or projections.

Using the Ballad Peddler and acting troupe as a frame draws attention to
the presentational moment of the play. This is not just a story of medieval
England but a performance by actors on a stage. The immediacy of performance is
heightened further by the addition of songs in which each of the main characters
comments on his/her predicament or in which the soldiers lament the hard life
inflicted upon them by their leaders. Asides and soliloquies are thrust aggres-
sively upon the audience, and actors not involved in particular scenes often
remain on stage to accompany the songs with musical instruments or to enrich the
spectacle with their silent tableaux. I think this style of presentation com-
bines elements from Elizabethan theatre and Brecht's late theatrical practice in
proportions appropriate to the spirit of this early play.

The alterations Crocker made to two key scenes, the "Great Battle" after
Edward captures the peers and Edward's death, also deserve some attention. For
the "Great Battle," Edward (Gary Lowery) sends his soldiers offstage to their
positions and mounts alone to the highest platform of the multilevel stage
(designed by Thomas B. Mitchell) where he cries "Forward!" with sword out-
stretched and a bloodthirsty gleam in his eyes; but in place of a battle, the
Ballad Peddler sings a verse of Brecht's Ballad of Friendship (a recurring thenme
up to this moment): "And now came the day when they parted . . ." The king
lowers his sword, his face twisted in mourning, soldiers move slowly onto the
stage and drop to the floor to play corpses, and a trap door opens where Gave-
ston (Woodring Stover) is digging his grave for the next scene. Crocker and I
felt Brecht intended "A Great Battle" to - show the common soldiers butchering
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each other for the whims of the aristocracy, but in rehearsals we began to worry
that making this scene a theatrical success would turn the soldiers' agony into
a pleasant spectacle. Crocker's alterations to this scene suppress the theatri-
cality of violence in order to point up its futility: Edward's great battle can-
not bring back his Gaveston. Instead of the thrill of brutal combat, Crocker
gives the audience the sombre reality of death--Gaveston digging his grave in a
field strewn with the corpses of common soldiers.

In the other important scene alteration Crocker simply restored Edward II's
historical death. Instead of smothering Edward, Lightborn (Michael Barto) drives
a red-hot spit into his abdomen through the anus. Seconds before penetration the
stage is plunged in darkness where the audience is left to its own imagination
and Edward's scream. While Crocker and I did not want the violence of the Great
Battle to obscure the deaths it brought with it, we felt that the violence of
Edward's murder was more important than the fact he was murdered. The death of
common folk is rarely called to mind and so needs emphasis; the death of kings
is a convenient way of dividing historical periods and rarely as harsh as their
deeds would warrant. The extent of a common person's right to existence 1is the
best measure of his or her quality of life; the violence that surrounds and up-
holds the positions of the world's governors is the best measure of the quality
of their lives. With this in mind, I think it was appropriate that Edward's
death mirrored in its violence the brutality in which he often indulged.

Edward's historical death also provided a poignant coda to his struggle
with Mortimer (Dameon Carot). From the moment Edward refuses to abdicate, death
becomes the trump card in his psychological and political battle with Mortimer.
As in Im Dickicht der Stadte, temporal wealth and power are not definitive
measures of existential preeminence. Although Edward is reduced to rags and
misery, he traps Mortimer in a double bind secured by his own victimization: the
longer Edward lives under Mortimer's power, the more Mortimer's political powers
ebb, but by killing Edward, Mortimer guarantees his own immediate downfall.
Smothering Edward would have made his death simply the last move in the macabre,
homoerotic, political game between him and Mortimer; leaving Edward's death to
the sadistic ingenuity of Lightborn raises it above the game. Edward's death
becomes an emblem of the mind-numbing violence that permeates the whole play,
that overwhelms the culinary proclivities of the audience, and that the audience
is led to suspect will not abate in history's sequel despite the prayers of
Edward III.

EDWARD Nl There's trouble when the
king’s a queen. Warner Crocker directs
Eric Bentley’s translation of Bertolt

Brecht's rewrite of Christopher
Marlowe’s tragedy. “A lively and (noted in the
intelligent production, moving at a Chicago Reader)

vigorous pace on the strength of three
fine performances” (Reader critic Albert
Williams). Absolute Theatre Company,
through November 28. Thursday and
Friday, 8 PM; Saturday, 6:15 and 9:30
PM; Sunday, 3:30 PM. No performance
November 26. $10-$15.




Communications

71

SHAKESPEARE'S RICHARD III,
directed by Heinz-Uwe Haus

The Inner Stage Theater, University of Guelph
Guelph, Ontario, Canada, October 26-31, 1987

Dramaturgical Notes (Heinz-Uwe Haus)

On the stage, all events must be shown as human behaviour; and all human
behaviour must be shown in the form of human actions. The actors, in collabor-
ation with their director, have to remodel the literary dialogue into visible, socially
important individual actions, and then remodel these into attitudes of speech, move-
ment, and groupings. The building-block of a theatrical production is the event,
each event consisting of a sequence of several actions which must be revealed and
performed by the actors. A text becomes 'gestic' when a human behaviour is laid
under the action by the actors. It is a common error to assume that events, with
their structure of actions, pre-exist in the text of a play, and that the actors have
nothing to do but to execute them. In the theatre, the plot must not be solely a
literary device, nor the action only a quality of the text. The events must be
discovered; and that is not only a question of analysing the text but, to a much
greater extent, it is a question of the volume and profundity of the actor's personal
knowledge of the world outside the theatre. The actor must develop specific
faculties for observing human relationships within their larger social and historical
settings, as well as the ability to copy them in a physical, 'gestic' manner.

In his working diary Brecht wrote about the means to discover the 'events' of a
scene. First a long scene must be divided into its several episodes. Then the
director, in collaboration with the actors, must find a heading for each single episode
of a scene, each episode distinct and contrasted to the one before. These headings
can take the form of sentences, like the chapter titles in books on aesthetics, on
life and manners, on history, on psychology; or they can take the form of newspaper
headlines, ballads--anything that describes the pertinent action and, by its form,
reflects the underlying gestus.

Examples of Headings: Act IV, Scene ii:

First Event: The expected coronation does not take place (from opening of scene to
line 1).

Second Event: Not even a celebration of the coup d'etat with the closest accomplice;
but new orders for murder (11. 1-26).

Third Event: He who hesitates is lost; Richard prefers a servant (11. 27-41).
Fourth Event: Further symptoms of Apostasy (Stanley and Catesby, 11. 42-59).
Fifth Event: Richard rushes at the most obedient subject (Tyrrel, 11. 66-81).

Sixth Event: The former main accomplice begs with the utmost humiliation
(Buckingham, 11. 82-117).

Seventh Event: Escape of an accessory with empty pockets ahead of certain death
(Buckingham, 11. 118-121).

Example of Headings: Act I, Scene ii:

Main Heading: Daughter of Murdered Godfather Marries Rival Don.

First Event: A grieving Daughter-in-law's public mourning turns to private cursing
(11. 1-28).
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?econd Event: A murderer gate-crashes his victim's funeral; a fight breaks out
(11. 29-88).

Third Event: An awkward courtship in an unromantic setting (11. 89-113).
Fourth Event: An ugly man tells a beauty that her looks can kill (11. 114-150).

Fifth Event: A chauvinist proverb: Nothing washes away a woman's anger like a
warrior's tears (11. 151-173).

Sixth Event: A 'Daddy's Girl' fails to avenge her father's death (11. 174-185).
Seventh Event: A local heart-breaker swallows her pride (186-223).

Eighth Event: A trick so easily performed, even the trickster believes it.

This method of analyzing a play--giving its separate events titles which communi-
cate an important social behaviour and an obvious task for the actors--cannot be
applied to every kind of play, but it certainly lends itself to the particular dramaturg-
ical structure of Shakespeare's plays.

In the theatre the audience wishes to participate in the development of an action
and its effects. It expects not only the communication of facts, but the actions of
character that are strong enough to create an urge to participate. The pleasure of
theatre lies in this process of action and response. No one can resist its poetlc truth
and incomparable possibilities for communication.

Heinz-Uwe Haus, with Stephen Johnson

FOLLOWING BRECHT'S ADVICE:
RICHARD III AT THE INNER STAGE, UNIVERSITY OF GUELPH

Review by Kevin Hill

Richard's plot is, until the final act, virtually congruent with Shake-
speare's own. This production shows that the actor is the essential medium of
theatre. The reality that theatre strives to show is communicated on stage
chiefly through human behavior--through the actions of individuals attempting to
shape their lives according to their desires and wishes. And the actor's know-
ledge of reality outside the theatre--his/her knowledge of human relationships,
of the society in which he/she lives, of typical social behaviors--determines
the richness of his/her creation in the theatre. Haus had the actors work to
observe daily life and then do improvisations on the observations of people in
the subways, in supermarkets, on the streets. To create a sense of ensemble, the
company did collective warm-ups, helped one another create costumes, sets and
props, and every actor not featured in a scene would participate in the actions
as spectator, soldier, citizen, attendant. To find the events, Haus and the
actors analyzed the play scene by scene, defining what Brecht called the Gestus,
those actions which illustrate clearly to the audience the social meaning of a
relationship, a situation, a conflict. Rather than focusing on the revelations
of private personality, the actors worked to create the characters as social
identities, as people whose actions have social conseguenc:s.
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Haus combined two qualities all too rarely found i n the same director: a
histrionic imagina_tion and an excellent mind. He gives us scenes which are not
only dramatic or funny but appropriate to the play's historical/ethical/reli-
gious/political/poetic/psychological/artistic (or whatever) framework. He can
explain—-not defend or rationalize, but elucidate—-every choice of blocking or
costume or sound effect for every bit of the play. And he sees to it that the
lines make sense. The guest director from the GDR has staged the play with the
dramatic inventiveness that is the hallmark of his imagination. Not only is the
vivid staging endowed with speed and simplicity, but Haus's strong feel for
Shakespearean relevance leads him to 1line readings that are notable for their
appositeness and sense. He had taken the latest research on Shakespearean thea-
tre into consideration in order to understand the text. Shakespeare's language
expresses human behavior; it is used to formulate human relationships; it cannot
be regarded as merely a philological issue.

Haus has tried to emphasize the significance of Brecht's term Gestus in the
text in order to comprehend the relationship of the play to elements of the
medieval popular theatre. For most of the people in Shakespeare's audience, the
old morality plays, the chief form of British drama before the late 16th cen-
tury, were still a familiar theatre experience. None of Shakespeare's histories
has a stronger kinship with the morality plays than Richard III, in which char-
acters are carefully schematized--there are, for example, the figures of the
victims who appear to Richard in his guilt-ridden dream--and moral lessons are
constantly drawn, though they frquently sound hollow in relation to the dreadful
events they are supposed to summarize.

Recognizing the echoes of the earlier genre helps explain why much of
Richard III seems allegorical, even "stiff" compared to other Shakespeare histo-
ries, which tell their stories in more atural, less alienated ways. For Shake-
speare's audience the recollection of the morality play must gave made Richard
III seem even darker—-for the old plays were written in a time of seeming moral
certainty, where one could take pleasure in seeing Good Guys and Bad Guys re-
ceive their just deserts. Richard III, on the other hand, mirrors a period of
moral disintegration. It offers pungent images of the world's cruelty with lit-
tle underlying sense of reassurance. Often, in fact, a tragic event is amplified
not by consoling wisdom but by some grotesque irony. There is no doubt that
Shakespeare's Richard is one of the most colorful figures that he put on the
stage, in spite of Richard's "negative fame." He acts according to the feudal
tyranny of the Middle Ages; he kills by plan. The figure is divided into the
genuine King Richard who gains power and the throne by violence and into the
player/jester, who, in old English theatre, had a hunchback and limped: the fig-
ure of Vice.

In this second role, he makes friends with the audience and gives them a
rather plebian view of "high" history; he invites them to join him in this
experiment by adopting their jargon. he shows the audience that power is man-
made. Here, the political viewpoint is mediated not only by the historic figure
but directly by the actor. He does not simply merge with the figure, but energe-
tically represents the interests of the audience when viewing the blood-soaked
history of the king.
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The tradition of the sarcastic villain in English theatre, complete with
asides and puns in close contact with his audience, took on a new kind of real-
ism. This meant placing the vice convention into the play's scenic and stylistic
production. An objective view of late feudal anarchy was thus generated. The
figure becomes the audience's representative to illustrate their common perspec-
tive. Haus, as adaptor and director, has wrought an immensely intelligent show,
conceived with knowledge, thought, and care, but executed so as to keep the
cerebral process off-stage, while the searing moment as it is suffered through
is down stage and center. He gives it the clarity and fast pace necessary to
rivet the attention of youngsters getting their first exposure to Richard, yet
also the subtlety and innovation which will intrigue those for whom this staging
provides the opportunity for reaquaintance with an old "killer." What's more,
Haus f£inds the play's humor, and not just in the scenes with the citizens who
achieve insight. To define the characters for us, the actors incorporated famil-
iar social types into their characterizations. Lady Margaret was in some ways a
bag lady; the Duchess of York a haughty dowager; and Clarence's murderers were
workers troubled by their job. The actors wore costumes fashioned from both the
period and today, which deemphasized the characters as individual personalities

and made them emblematic of the range of responses to the social problem of the
play: every character had to find his/her way in the endless instability created
by the fight for power.

For one thing, Shakespeare made Richard a devil masked as a man: able to
put on in turn the masks of the loyal brother, the impassioned lover, the kindly
uncle, the self-sacrificing king. The masks are both tragic asnd comic; they
hide death, and they mock at human folly. We pity Richard's victims, but we feel
superior to them; we, of course, would never be taken in. For another thing,
Richard is the underdog who fights his way to the top, one man against the
world, with everything against him. The climb to power is a treacherous one,
dangerous to Richard, deadly to anyone who blocks his path; he climbs over their
bodies until he stands, though not for long, where he had determined to stand.
The triumph of will is exciting theater. But Haus's direction in its Brechtian
exaggeration of Richard's villainy also shows clearly what brings destruction
upon himself. Right does not triumph without probability, as in melodrama, but
as a probable result of human actions. Richard rises steadily until he orders
the murder of his nephews; from, that moment he turns friends into enemies, till
"he hath no friends but what are friends for fear" (V, ii). But he does not have
the inner conflict of Macbeth, who inspires pity as well as fear. Retributive
justice strikes down not only Richard but the whole family of Plantagenet.
Finally, Shakespeare shows how the people of England suffered from tyranny and
civil war, when "the brother blindly shed the brother's blood." He ends the play
with a heartfelt prayer that this country, united, may now live in peace. But
this message comes through the puppet Richmond, who speaks with no voice of his
own. This end reminds of the "plotted tragedy," a bloodbath plotted 1like a
stageplay. Haus's directing approach to the play is to take us out of Shake-
speare's theatrical techniques and devices of viewing reality and presenting the
history so that reality is experienced as lively, vital, and changeable.
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THE DEPARTMENT OF DRAMA, UNIVERSITY OF GUELPH
PRESENTS

the

LIFE and DEATH
of

KING RICHARD
the

THIRD

BY
WILLIAM SHAKESPEARE

ADAPTED AND DIRECTED BY HEINZ-UWE HAUS
DESIGNED BY ALLAN WATTS

OCTOBER 26 © 27 ¢ 28 ® 29 ¢ 30 e 31,1987
THE INNER STAGE, 8:00 P.M.

[Preview: Sunday. Oct. 25, 3:00 pm.|
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In Brief . . .

The current bibliography listings in the last issue omitted one recent doctoral
dissertation on Brecht: Patricia Elizabeth LINDERMAN, "‘Jein': Brecht's Jasager
and Neinsager Considered as Vehicles for the Promotion of Critical Thought,"
University of Georgia, 1986 (reference submitted by Ward Lewis).

Beginning with the current issue, the quarterly publication of the Brecht Soci-
ety of America has a new title--Gestus: The Electronic Journal of Brechtian Stu-
dies. The full text of each issue will be accessible online. A paper print sup-
plement will be published containing photographs and illustrations, plus ab-
stracts of each article. Free access to the online edition is offered to all IBS
members. For information, please write (by paper mail) to Dwight Steward, The
Brecht Society of America, 59 S. New Street, Dover, Delaware 19901. Your E-mail
address should be included. Any IBS Members who wish to explore the combined
possibilities of electronic publishing and computer conferencing are invited to
join a two month online conference. The conference will be carried on /BRECHT
NET/in January-February 1988 and will include reports from the Internationaler
Brecht-Dialog-1988 "Brecht: Kunst und Lebenskunst" Berlin-DGDR, February 9-15,
1988 (see CONFERENCE REPORTS elsewhere in this issue).

NEH-News of interest to IBS members from the United States: Since its founding
in 1983, the Travel-to-Collections Program of the National Endowment for the
Humanities has provided support to more than 1400 humanities scholars to assist
them in their research. Just recently, the NEH adjusted the program to make it
more useful to the scholarly community. Specifically, the stipend has been
increased to $750, and there are now no geographical limitations on the program,
i.e., the $750 may be applied toward research travel anywhere in the world. The
application deadlines have also been- placed on a regular, easier-to-remember,
six-month basis: January 15th and July 15th. For additional information, write
the Division of Fellowships and Seminars, NEH, Washington, D.C. 20506, or call
the Travel-to-Collections Program Officer, Ms. Kathleen Mitchell, at 202-786-
0463 or 202-786-0466.

MARC SILBERMAN, Book Review Editor for The Brecht Yearbook is currently on leave
from the University of Texas at San Antonio; his current address is c/o Profes-
sor Friedrich Knilli, Institut fir Medienwissenschaften, Technische Universitat
Berlin, Ernst-Reuter-Platz 7, 1000 Berlin 10, Germany.

IBS President ANTONY TATLOW is also currently on leave of absence and can be
reached at 11 Trafalgar Terrace, Monkstown, Dublin, Ireland until September 1st.

Chicago's Absolute Theater Company not only made a significant contribution to
Brecht performance/adaptation with its creative production of Edward II, but
also aided AIDS victims by hosting benefit performances for both the Reimer
Foundation, a not-for-profit group named for Chicagoan Brad Reimer, who died of
AIDS in 1984, and the Howard Brown Memorial Clinic.
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From IBS Member Lee Baxandall (Oshkosh, Wisconsin USA): "Brecht's image--before
HUAC, no less--is now in New York City bus shelters to provide an artistic
statement. In the age of Mac Tonight, that's progress." (See the Arts and Enter-
tainment Section of the New York Times, Saturday, September 19, 1987 for an
article by Douglas C. McGill on the Public Art Fund, Inc. ("Curator of the New
York Streets") which shows an oversized photographic image of Brecht in a bus
shelter at 14th Street and Third Avenue. The "work," called "Bus Shelter II,"
was created by artist Dennis Adams.

Resumé:
notate/Journal of the Brecht Center of the GDR

notate, No. 2/1987
Main Theme: "Brecht & Berlin"

Continuing the emphasis in issue no. 1/1987, the editors devote most of
this issue to matters relating to the 750th anniversary of Berlin. The main
article concludes Therese Hérnigk's extensive study on Brecht's early years in
Berlin: "Brecht Performances in Berlin as Reflected in the Berlin Press from
1922 to 1933." The part published in the previous issue ended with the Berlin
premiere of Baal in 1926; the continuation begins with Brecht's participation in
Piscator's adaptation of Jaroslav Hasek's novel The Good Soldier Schweyk for the
stage. Then Hérnigk turns to the triumphant success of the world premiere of
Brecht's and Weill's Threepenny Opera at the Theater am Schiffbauerdamm. The
working-class press and the "gutter press," reactionary and liberal publica-
tions--all were caught up in the dispute over this social ballad of big- city
life. One large-circulation newspaper, the Vossische Zeitung, in alluding to the
fact that Brecht's previous works had never found such public resonance scoffed
gently: "Luck has come to needy hands," while the Kreuz-Zeitung sniffed at what
it called "pseudo-revolutionary sentimentality mixed with sugar and cinnamon" in
the new play, which drew huge audiences. The next complex in Hérnigk's study
deals with Brecht's didactic plays such as The Flight of the Lindberghs and The
Measures Taken, which were greatly influenced by the socio-political situation
in Germany at the time. A new triumph was achieved at the turn of the year 1931-
32, when the opera Mahagonny broke the Berlin en suite record for successive
per formances in one theater. It was preceded by the flop of his new version of
the comedy Mann ist Mann at the State Theater. Hérnigk notes here: "Brecht and
his dramatic works had by now reached a point where not only bourgeois audiences
but especially the bourgeois theatre critics . . . split in their positions .
the aesthetic problems of Brecht's dramatic works were now debated and evaluated
less than the social views he propounded.” This situation would continue right
up to the last Brecht premiere in Berlin--The Mother, based on Maxim Gorky's
famous novel--before his plays were forced off German stages and the writer
himself out of the country.

Two pages of this issue are devoted to this year's "Brecht-Days," which, as
always, were planned to commemorate the writer's birthday on February 10th. For
three days the Brecht-Center invited teachers from GDR schools named after
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Brecht or Helene Weigel, as well as university educational and literary experts,
theatre people, and students to exchange experiences and discuss methods. The
main goal was to discuss and test in practice the possibilities of overcoming
contradictions between learning and having fun, and finding joy and satisfaction
in discovery and understanding.

Articles elsewhere in this issue are devoted to two important personalities
linked to Brecht and his work. First, Manfred Grund, chief stage designer at the
Berliner Ensemble, pays tribute to Caspar Neher, born 90 years ago on April 11,
1897, and the designer of countless noteworthy Brecht premieres. Grund calls him
"a universal spirit, who epitomized European culture in his creations for the
theatre and developed it to new, high levels." Neher's designs for The Mother at
the Berliner Ensemble are described as being sophisticated and simple at the
same time, and the author aims to counteract the danger that "the recognition of
such achievements might fade away into unclarity." Second, Austrian composer
Gottfried von Einem recalls his aquaintance with Brecht (which was arranged by
Neher) in an interview with Viennese literary historian/journalist Kurt Palm. He
mentions their joint projects for the Salzburg Festivals, some of which reached
a fairly advanced stage. However, an opera never got beyond the initial planning
stages due to incompatible aesthetic viewpoints. Von Einem recalls the proposed
title: "Joys and Sufferings of the Greater and Lesser Pirates."

Reviews in this issue cover Victor Fenigstein's musical adaptation of Saint
Joan of the Stockyards at the Stadtische Bihnen in Augsburg, as well as work
with Brecht in two very distant parts of the world: Argentina and the Philip-
pines. Reporting from Argentina, Roberto Aguirre, head of the professional Grupo
del Invierno, discusses productions of both Der Jasager/Der Neinsager and Senora
Carrar's Rifles, while the work of GDR Director Fritz Bennewitz in the Philip-
pines on a production of Puntila in the Tagalog language is discussed in the
other review.

notate, No. 3/1987

Main Theme: "Fragments--Fatzer, for Example"

The issue features Brecht's Fatzer fragment in conjunction with the Berlin-
er Ensemble's production of Heiner Miller's version of The Downfall of the Ego-
ist Fatzer directed by Manfred Wekwerth and Joachim Tenschert. For the discus-
sion of the problems involved in editing Brecht's fragments, Ginther Glaeser
takes Fatzer as his example. (For the drama complex alone, the stock of unpub-
lished material consists of some 155 different incomplete plays and fragments of
plays). He characterizes Brecht's intention briefly in the following. manner:
Through the example of the individual in opposition to the collective, Brecht
conveys dialectical thinking through aesthetics and teaches a method of realiza-
tion which activates and enables the recipients to intervene in changing social
life. Brecht recognized that this ambitious aim could not be achieved through
conventional means and was therefore compelled to try various experiments, above
all with the structure of the plot and the characters. Just how Brecht hoped to
link both levels of the play on the stage is unknown, wherein lies one possible
rea- son for the abrupt break-off in this ambitiously begun dramatic and pedago-
gical experiment.
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The other main piece in this issue contains excerpts from a discussion
which Wolfgang Heise (who died on April 10, 1987) had with Heiner Midller in
December 1986 (scheduled to be published in full in Brecht-88). Miller explains
concerning his work on the Fatzer-Fragment: "One point which got a raw deal in
our adaptation but which is of great interest to me is that concerning ‘Learning
through Shock,'" by which is meant "the moment of truth, when the enemy is re-
flected in the mirror." Miller goes on to relate this to Brecht's views concern-
ing the relationship of the actor and the audience, using his work on Fatzer as
a focal point of discussion.

Other articles in this issue deal with Brecht productions and workshops in
such places as Spain (Barcelona--Saint Joan of the Stockyards, directed by Kon-
rad Zschiedrich (GDR)); Colombia (workshops conducted by Jochen Ziller (GDR) and
sponsored by the Colombian Theatre Association in Bogota and Cali); Bangladesh
(a Brecht workshop at Shilpakala University in Dacca conducted by Alexander
Stillmark (GDR)); and the Soviert Union (a production of Mann ist Mann by the
German Drama Theatre of Termirtau/Moscow Satirical Theatre under the direction
of Alexander Yeshanov).

Finally, the issue includes a discussion of the book Young Readers and
Brecht published by the Brecht Center (Brecht-Studien, Vol. 18) and a tribute to
Elisabeth Hauptmann entitled "Modesty and Achievement" in honor of her 90th
birthday.

notate, No. 4/1987

This issue has no primary theme and focuses on Brecht performances in Vien-
na, Berlin (both East and West), Jena, Hungary, and elsewhere. In particular,
Werner = Hecht reviews Alfred Kirchner's production of Arturo Ui in Vienna and
describes the neofascist tendencies in that country which are attacked by the
production; Jirgen Schebera reports on the production of Fatzer at the Berliner
Ensemble, questioning whether the fragment is really suitable for stage adapta-
tion; Jochen GleiB reviews Ginter Kramer's production of The Threepenny Opera at
the Theater des Westens in Berlin-West, which he discusses in relation to the
Kreuzberg disturbances going on at that time; and Sigmar Gerund gives impres-
sions of his study tour to Hungary during which the author witnessed three dif-
ferent productions of The Threepenny Opera in Budapest and Gyér and a production
of Galileo in Miskolc, all of which took place in early 1987.

This issue also contains Jan Knopf's (FRG) second "Werkstattbericht" con-
cerning the new Brecht edition, in this case problems encountered with the Keu-
ner Stories. Knopf almost comments on a discovery involving the Hauspostille
(the topic of the first "Werkstattbericht”): the twelve-verse version of the so-
called "Ballad of Francois Villon." Knopf also addresses an inquiry to the
readership concerning the year of origin of the poem "Orges Wunsch," which was
not included in the original Hauspostille (1927).

Other articles and reports in this issue include notate-Study no. 21 by
Fritz Hennenberg entitled "Simon Parmet, Paul Burkhard, and the Music for the
Premiere of Mother Courage," presenting the results of Hennenberg's latest
research in the area of Brecht and music; and several book reviews, including
Gudrun Klatt's contribution on Werner Mittenzwei's Das Leben des Bertolt Brecht,

a two-volume, 1400-page biography published by Aufbau-Verlag earlier this year.
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Suhrkamp

175 Fifth Avenue, New York, NY 10010
Tel. (212) 460-1653 November 24, 1987

Dear Brecht Society Member,

After years of planning and preparation, an exciting publishing event is now
about to take place which many of you will have already been waiting for: the
release of the most extensive and reliable edition of the works of Bertolt
Brecht. As the enclosed ad will inform you, the first three volumes of the alto-
gether 30-volume edition will be published in February, 1988. Two more volumes--
Sticke 4 and Gedichte 4--will be released in May. Also in production are Sticke
1 and Sticke 3. The whole edition will be completed by 1992.

Every volume is edited painstakingly by outstanding Brecht scholars and as you
know, editing Brecht, with his countless revisions and re-revisions may be the
hardest task an editor could possibly face. Brecht made the point that litera-
ture should be "useful." So should be, in the opinion of his publishers and edi-
tors, an edition of his works. Whenever necessary, two or more versions of the
texts are given. The extensive annotations consist of comments on the texts'
history of conception, creation, reception, and publication, of line-by-line
comments, as well as references to other works by Brecht.

Prices for individual volumes will be approximately DM 64.- for the cloth and DM
164.- for the leather-bound edition. Subscription prices are lower: approximate-
ly DM 48.- and DM 148.-, respectively. On top of these savings, Suhrkamp Publish
ers New York offers an additional 10% discount for subscriptions entered before
March 15, 1988. We will calculate the actual DM/$ exchange rate, so you will be
assured of maximum savings.

If you would like to receive the forthcoming Brecht brochure--which will be re-
leased together with the first three volumes, just in time for Brecht's 90th
birthday--or if you have any questions, please let me know. . . . Looking for-
ward to hearing from you, and wishing you a happy New Year, I am,

Sincerely yours,

Thomas Thornton
SUHRKAMP PUBLISHERS NEW YORK
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Typeset in the West, printed in the East, and to be read all over the
world — after years of collaboration between scholars and publishing
houses from the Federal Republic of Germany and the German
Democratic Republic, Aufbau Verlag and Suhrkamp Verlag are about to
release the definitive Brecht edition for decades to come.

BERTOIT BRECHT
WERKE

Grosse kommentierte Berliner und Frankfurter Ausgabe
in 30 Banden. Herausgegeben von Werner Hecht, Jan
Knopf, Werner Mittenzwei und Klaus-Detlef Miiller

February, 1988:

Band 2

Stiicke 2: Leben Eduards des Zweiten von England ¢ Mann ist Mann (1926)

* Mann ist Mann (1938) ¢ Die Dreigroschenoper ¢ Mahagonny ¢ Aufstieg und
Fall der Stadt Mahagonny

Band 5

Stiicke 5: Leben des Galilei (1938/39) ¢ Galileo ¢ Leben des Galilei (1955/56)
* Dansen ® Was kostet das Eisen?

Band 11

Gedichte 1: Sammlungen 1918-1938: Lieder zur Klampfe von Bert Brecht und
seinen Freunden. 1918 ¢ Psalmen ¢ Bertolt Brechts Hauspostille ¢ Die
Augsburger Sonette * Die Songs der Dreigroschenoper * Aus dem Lesebuch

fur Stadiebewohner ¢ Geschichten aus der Revoluticn © Sonette (1933/34)
* Englische Sonette ¢ Lieder Gedichte Chore ¢ Chinesische Gedichte » Studien

SUHRKAMP PUBLISHERS NEW YORK

offers a 10% discount for all subscriptions entered before March 1, 1988.

For more information, book orders or catalogs. call our toll-free number:
1-800-526-7254. ext. 316. or contact the editorial at 175 Fifth Ave. New York,
NY 10010 Tel.: (212)460-1653



To: Ward B. Lewis, Secretary/Treasurer, intemational Brecht Society, Germanic & Slavic Languages, The University of Georgia, 2028
Meigs Hall, Athens, Georgia 30602 USA

I want to join the International Brecht Society. | understand that membership entitles me to receiving Communications and the
Yearbook.

NAME (pl. print) Occupation
ADDRESS
FIELD OF INTEREST [e.g., acting, music, directing. research, politics, other “Brechtian” writers, etc.)

MEMBERSHIP CATEGORIES [please mark what is applicable to you) Annual Dues

0 Student Member (up to three years) $15.00

0 Regular Member O annual income under $20.000 20.00
0 annual income $20,000 and over 25.00

O Sustaining Member 30.00

O Institutional Member 30.00

Please enclose your check or money order. payable to Intemational Brecht Society.

The Brecht Yearbook COMMUNICATIONS

from the International Brecht Society

1 would like to report on the following publication or production.
AUTHOR AND TITLE
PUBLISHING INFORMATION
PRODUCTION INFORMATION
Submitted by:

I would like the following query or request for collaboration to appear in the newsletter, Communications:

Submitted by:




Michael Gilbert

Editor, IBS Communications

Department of Foreign Languages & Literatures
Valparaiso University

Valparaiso, Indiana 46383 USA

RETURN POSTAGE GUARANTEED/
ADDRESS CORRECTION REQUESTED

Non-Profit Organization

U.S. Postage Paid at

Valparaiso, IN 46383
Permit No. 3
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