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about the different orders which his customers placed under the influence
of different types of music. He claimed ro have noticed that specific drinks
were always drunk to the works of specific composers. And it is perfectlv
true that the theatre would benefit greatly if musicians were able to produce
music which would have a more or less exactly foreseeable effect on the

enough to have \ühatever music is available.) The silent film gave oppor-
tunities for a few experiments with music which created predetermined
emotional states. I heard some interesting pieces by Hindemith, and above
all by Eisler. Eisler even wrote music for conventional feature films, and
extremely austere music at that.

But sound films, being one of the most blooming branches of the inter-
national na¡cotics traffic, will hardly carry on these experiments for long.

Another openin tre is provided
in my view by the a[y interesting
music for one or tten by Weill,
Hindemith and Eisle¡. (weill and Hindemith together for ¿ radio Lehrstück
for schoolchildren, Der Lindberghflug; Weill for the school opera Dør
Jasager; Hindemith for the Badener Lehrstùc! tsom Einoerständnis; Eisler
for Die Møssnahrne.)

A further consideration is that the writing of meaningful and easily
comprehensible music is by no means just a matter of good will, but above
all of competence and study - and study can only be undertaken in
continuous contact with the masses and with other artists - not on one's
own.
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z4 ' Alienation Effects in Chinese Acting

The following is intended to refer briefly to the use of the alienation effect

in traditional Chinese acting. This method was most recently used in Ger-

many for plays of a non-aristotelian (not dependent on empathy) tyPe as

['Über die Verwendung von Musik für ein episches
Theater', frorn Schriften zunt Theater, 1957. Less
sections repeated verbatim from No. rr]

r9z8 and 1929. Eisler (d. ry62) wrore rhe music for Kuhle V[/ømpe, for Trivas,s
Niemandslmd, Ivens's I Song øbout Heroes, and other films.
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part of the attemptsr being made to evolve an epic theatre. T!. .f"ttt t"
orresrion were ¡lirected to nlavins in such a wav that the audience wasque!!!9n

Fcceptance or rejection oftheir actions and utterances ìMas meant to ta

place on a conscious plane, instead of, as hitherto, in the audience's su

This effort to make the incidents represented appear sirange to the public

can be seen in a primitive form in the theatrical and pictorial displays at the

old popular fairs. The way the clowns speak and the way the panoramas are

painted both embody an act of alienation. The method of painting used to

reproduce the picture of 'Charles the Bold's flight after the Battle of
Murten', as shown at many German fairs, is certainly mediocre; yet the act

of alienation which is achieved here (not by the original) is in no wise due

to the mediocrity of the copyist. The fleeing commander, his horse, his

retinue and the landscape are all quite consciously painted in such a way

as to create the impression of ¿n abnormal event, an astonishing disaster.

In spite of his inadequacy the painter succeeds brilliantly in bringing out

the unexpected. Amazement guides his brush.

Traditional Chinese acting also knows the alienation effect, and applies

it most subtly. It is well known that the Chinese theatre uses a lot of sym-

bols. Thus a general will carry little pennants on his shoulder, corre-

sponding to the number of regiments under his command' Poverty is

shown by patching the silken costumes with irregular shapes of diftèrent

colours, Iikewise silken, to indicate that they have been mended' Characters

are distinguished by particular masks, i.e. simply by painting. Certain

gestures of the two hands signify the forcible opening of a door, etc. The

stage itself remains the same, but articles of furniture are carried in during

from

on a conscious plane, instead of, as hitherto, in the audience's sub-

the action. Alt this has long been known, and cannot very well be exported.

r Brecht ues the word 'Ve¡srrche'.

simole to break wrth the

But this has to if just one of I
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besides the three surrounding him. He expresses his awareness of being
watched. This immediately removes one of the European stage's character-
istic illusions. The audience can no longer have the illusion of being the
unseen spectator at ¿n event which is really taking place. A whole elaborate

European stage technique, which helps to conceal the fact that the scenes

are so arr¿nged that the audience can view them in the easiest way, is
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thereby made unnecessary. The
will best show them off to the
further means is that the artist observes himself. Thus if he is representing
acloud,perhaps,show@arance,itssoft"''dst.o''g
growth, its rapid yet gradual transformation, he will occasionally look at
the audience as if to say: isn't it just like that? At the same time he also

observes his own arms and legs, adducing them, testing them and perhaps

finally approving them. An obvious glance ¿t the floor, so as to judge the
space available to him for his act, does not strike him as liable to break the
illusion. In this way the artist separates mime (showing observation) from
gesture (showing a cloud), but without detracting from the latter, since the
body's attitude is reflected in the face and is wholly responsible for its
expression. At one moment the expression is of well-managed restraint; at

audience. He achieves this by looking strangely at himself and his work.
As a result everything put forward by him has a touch of the amazing.
Everyday things are thereby raised above the level of the obvious and
autom¿tic. A young woman, a fisherman's wife, is shown paddling a boat.
She stands steering a non-existent boat with a paddle that barely reaches to
her knees. Now the current is swifter, and she is finding it harder to keep
her balance; now she is in a pool and paddling more easily. Right: that is
how one manages a boat. But this journey in the boat is apparently his-
toric, celebrated in many songs, an exceptional journey about which every-
body knows. Each of this famous girl's movements has probably been
recorded in pictures; each bend in the river was a well-known adventure
story, it is even known which particular bend it was. This feeling on the
audience's part is induced by the artist's attitude; it is this that makes the
journey famous. The scene reminded us of the march to Budejovice in
Piscator's production of The Good Sold.ier Schøei!. Schweik's three-day-
and-night march to ¿ front which he oddly enough never gets to was seen

from a completely historic point of view, as no less noteworthy a pheno-
menon than, for instance, Napoleon's Russian expedition of r8rz. The

ALIEIVATIOP/EFFE CTS IIg CEIIYE SE A CÎI][O

That does not mean that the Chinese theatre rejects all representation of

feelings. The performer portrays incidents of utmost passion, but without

his delivery becoming heated. At those points where the character por-

trayed is deeply excited

and chews it. But this

ously for the stage. Among all the possible signs aÍe

picked out, with careful and visible consider ally

different from sulkiness, hatred from distaste, the

corresponding The cold-

ness comes fr character

portrayed, along the lines described. He is careful not to make its sensa-

tions into those of the spectator. Nobody gets raped by the individual he

char¿cter in question. If this complete conversion succeeds then his art

has been more or less expended. Once he has become the bank-clerk,

doctor or general concerned he will need no more art than any of these

people need 'in real life'.
This complete conversion operation is extremely exhausting. S:e¡islarsly

puts forward a series of means - a complete system - by which what

he calls 'creative mood'can repeatedly be manufactured afresh at every

from
an artful and artistic act of self-alienation,

biur!9lu!_Éç.jh".*!9l iol1pletely,
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memory.
These problems are unknown to the Chinese performer, for he reiects

ç.omplge cong!n. He limits hiru:elf fro@g
thg:h.f.t.tl!fçd. But with what arr he does this! He only needJa
minimum of illusion. What he has to show is worth seeing even for a man
in his right mind. What Western actor of the old sort (apart from one or
two comedians) could demonsrrate the elements of his art like the chinese
actor Mei Lan-fang, without special lighting and wearing a dinner jacket
in an ordinary room full of specialists? It would be like the magician at a
fair giving away his tricks, so that nobody ever wanted to see the act again.
He would just be showing how to disguise oneself; the hypnotism would
vanish and all that would be left would be a few pounds of ill-blended
imitation, a quickly-mixed product for selling in the dark to hurried cus-
tomers. Of course no Western actor would stage such a demonstration.
What about the sanctity of fut? The mysteries of meramorphosis? To
the Westerner what matrers is that his actions should be unconscious.
otherwise they would be degraded. By comparison with Asiatic acting oui
o\ryn art still seems hopelessly parsonical. None the less it is becoming
increasingly difficult for our actors to bring off the mystery of complete
conversion; their subconscious's memory is getting weaker and weaker,
and it is almost impossible to extract the truth from the uncensored intui-
tions of any member of our class society even when the man is a genius.

For the actor it is difficult and taxing to conjure up particular inner

of absence of emotion, but in
s¿o..¡r_{-1o those of the charact
may feel a sensation of joy;
speak of exhibiting the outer signs of emotion we do not mean such an
exhibition and such a choice ofsigns that the emotional transference does
in fact take place because the actor has managed to infect himself with the
emotions portrayed, by exhibiting rhe ourer signs; thus, by letting his voice
rise, holding his breath and tightening his neck muscles so that the blood
shoots to his head, the actor can easily conjure up a rage. In such a case of
course the effect does not occur. But it does occur ifthe actor at a particular
point unexpectedly shows a completely white face, which he has produced

94
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mechanically by holding his face in his handslrth some white make-up

n apparently composed

of this message, or that
ing like this is he¿lthier
it demands a consider-

able knowledge of humanity ancl worldly wisdom, and a keen eye forwhat is

socially important. In this case too there is of course a creative process at

work; but it is a higher one, because it is raised to the concious level.

I
I
I

a

c

and naturalness of performance.put when the actor checks the truth of his 
.. -

performance (a necessary oper-aiion, which Stanislavsky is much con-. Ï. ,
cerned with in his system) he is not iust thrown back on his 'natural sensi-

bilities', but can always be corrected by a comparison with reality (is that

how an angry man re w an offended man sits down?)

and so from outside, acts in such a t'ay that nearly

every sentence could ict ofthe audience and practic-

ally every gesture is submitted for the public's approval.

The Chinese performer is in no trance. He can be interrupted at any

moment. He won't have to 'come round'. After an interruption he will go

on with his exposition from that point. We are not disturbing him at the "-"
'mystic *o-ant of creation'; rvhen he steps on to the stage before us the 

- 
--'

prá..r, of creation is already over. He does not mind if the setting is

changed around him as he plays. Busy hands quite openly pass him wh"t he, ',, - .1-'

needs for his performance. When Mei Lan-fang was playing a death scene- ',: -..

a spectator sitting next me excl¿imed with astonishment at one of his $es-" '"r
tuies. One or tw-o people sitting in front of us turned round indignantly :
and sshhh'd. They behaved as if they were present at the real death of a

real girl. Possibly their attitude would have been all right for a Duropean

production) but for a Chinese igwas unspeakably ridiculous. In their case the

À-effect had misfired. (/

on lightness

It is not entirely easy to realize that the Chinese actor's A-effect is a

conception that can be prised loose from
s theatre as uncommonly precious, its

i ttis superb art seems to offer nothing applic-

i ionary theatre. Against that, the motives and

\ "s 
as odd and suspicious.

portrayal ofhuman p"s\ions as schematized, its idea ofsociety as rigid and

\ ' *n* one sees

\¿¡ n* ï[o,I

When one sees i\rese acting it is at first very hard to discount the

,, 95 l
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feeling of estrangement which they produce in us as Europeans. One has

I
I

v
the mysteries of n¿ture (especially human nature): he allows nobody to
examine how he produces the na(ural phenomenon, nor does nature allow

him to understand as he produces it. rüe have here the artistic counterpart
o science. The Chinese performer

il.{ . g . 'How it's done'remains hidden;

, I ¡ cks and is in the hands of a few
'., men who guard it jealously and profit from their secrets. And yet there is" 

,;: already an attempt here to interfere with the cou¡se of nature; the capacity
". '' ,o do so leads to questioning and the future explorer, with his anxiety to

..r+!make nature's course intelligible, controllable and down-to+arth, will

. . always start by adopting a standpoint from which it seems mysterious, in-
,,.,.,''-comprehensible and beyond control. He will take up the attitude of some-

, ".;-body 
wondering, will apply the A+ffect. Nobody can be a mathematician

, _.i. who takes it for granted that 'two and two makes four'; nor is anybody one
j who fails to understand it. The man who first looked with astonishment at a

swinging lantern and instead of taking it for granted found it highly re-
markable that it should swing, and swing in that particular way rather than

any other, was brought close to understanding the phenomenon by this
observation, and so to m¿stering it. Nor must it simply be exclaimed that

/i. osed is all right for Why

1 
otn mea:îs of course, I task

L- 
only people who ca ce of

technique like Chinese acting's A-effect are those who need such a tech-
nique for quite definite so.i.l prr.por.r. ./

The experiments conducted by the modern German theatre led to a

wholly independent development of the A-effect. So far Asiatic acting

has exerted no influence.
The A-effect was achieved in the German epic theatre not only by the

actor, but also by the music (choruses, songs) and the setting (placards,

ûlm etc.). It was principally designed to historicize the incidents por-

Man with a capital M to express himself: man of every period and every

colour. All its incidents are iust one enormous cue, and this cue is followed

by the 'eternal' response: the inevitable, usual, natural, pure! human

response. An example: a black man falls in love in the same way as a white

man; the story forces him to react with the same expression as the white
man (in theory this formula works as well the other rilay round); and with
that the sphere of art is attained. The cue can take account of what is

special, different; the response is shared, there is no element of difference

ALIEIIIATIOI{ EFFECTS IIf CEINESE ACTIIYG

fgqrc.![4. The environment is remarkably unimportant, is treated simply
as a pretext; it is a variable quantity and something remarkably inhuman;

it exists in fact apart from Man, confronting him as a coherent whole,

whereas he is a fixed quantity, eternally unchanged. Th.j493 of¡qgl tt 
"

function of the environment and the environment as a function

\ ,.,'rl. -.1 !o
9\
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example. Suppose the following is to be shown on the stage: a girl leaves

home in order to take a job in a fair-sized city (Piscator's Americøn Traged.T).

cant affair, clearly the beginning

of a story; it is what one has to have been told in order to understand what

comes after, or to be keyed up for it. The actor's imagination will hardly be

greatly fired by it. In a sense the incident is universal: girls take jobs (in the

case in question one can be keyed up to see what in particular is going to
happen to her). Only in one way is it particular: this girl goes away (if she

had remained what comes after would not have happened). The fact that
her family lets her go is not the object of the inquiry; it is underst¿ndable

(the motives are understandable). But for the historicizing theatre every-

thing is different. The theatre concentrates entirely on whatever in this

perfectly everyday event is remarkable, particular and demanding inquiry.
What! A family letting one of its members leave the nest to earn her future
living independently and without help? Is she up to it? Will what she has

learnt here as a member of the family help her to earn her living? Can't
families keep a grip on their children any longer? Have they become (or
remained) a burden? Is it like that with every family? Was it always like thatl
Is this the way of the world, something that can't be affectedl The fruit falls

off the tree when ripe: does this sentence apply here? Do children always

make themselves independent? Did they do so in every agel If so, and if it's

97i 96ill0 .s\ 
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something biological, does it always happen in the same way, for the same
reasons and with the s¿me results? These are the questions (or a few of
them) that the actors musr answer if they want to show the incident as a
unique, historical one: if they want to demonstrate a custom which leads to
conclusions about the entire structure ofa society at a particular (transient)
time. But how is such an incident to be represented if its historic characer

sentence as she hands over such a very small case -'There, I guess that
ought to do you' - in such way that it is understood as a historic dictum?

boy to be a big crooked attorney. The theatre could not perform the play.
And yet rhere were scenes like this in it: the young attorney sits in the sireet
outside his house giving cheap legal advice. A young woman arrives and
complains that her leg has been hurt in a traffic accident. But the case has
been bungìed and her compensation has not yet been paid. In desperation
she points to her leg and says: 'It's started to heal up., Working without
the A-effect, the theatre was unable to make use of this exceptional scene to
show the horror ofa bloody epoch. Few people in the audience noticed it;
hardly anyone who reads this will remember that cry. The actress spoke the
crv as if it were something perfectly natural. But it is exactly this - the
fact that this poor creature finds such a complaint natural - that she should
have reported to the public like a horrified messenger rerurning from the
lolvest of all hells. To that end she would of course have needed a special
technique which would have allowed her to underline the historical aspect
of a spècific social condition. onlv the A-effect makes this possible. without
it all she can do is to observe how she is not forced ro go over entirely into
the character on the stage.

In setting up ne\ry artistic principles and w-orking out ne\¡r' methods of
representation we must start with the compelling demands of a changing
epoch; the necessity and the possibility ofremodelling society loom ahead.
All incidents between men must be noted, and everything must be seen
from a social point of view. Among other effects rhat a new theatre will

98
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need for its social criticism and its historical reporting of completed

transformations is the A-effect.

['Verfremdungseffekte in der chinesischen Sch¿u-

spielkunst', from Schriften zum Theøter' 19571

NOTE: This essay, though unpublished in German till 1949, appeared (in
Mr Eric White's translation) in Lrfe ønd Letters, London, in the winter of 1936'

yzlSr) says: 'This essay

any in Moscow in spring
during his Moscow visit,
after his return from New

York.
Almost certainly this, rather than the following item (as I wrongly suggested in

my book on Brecht), is the first mention in his writings of the term 'Verf¡em-
dungseffekt'. That Brecht had already been feeling his wav towards some such

formula can be seen from his use of the term 'Entfremdung' above (p. 76), while

examples for the use of 'verfremden' as a transitive verb.

According to Professor Eric Bentley the play by Samuel Ornitz was called

Haunch, Paunch and Joøl and was performed in 1935 by the Artef Players'

collective. The incident with the leg seems to anticipate the water-carrier's iniury

(London, i946, p. r74) that 'It was schematic in a cold way that to my mind
definitely \ryent across the Ame¡ican grain. . . . It *'as nevertheless technically
intriguing and capable of being fashioned into a novel type of stage production.'

ALIE¡fAlIOI{ EFFECTS IIT CEII{ESE ACTIllq
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The 'German satires' were written for the German Freedom Radio.
It was a matter of projecting single sentences to a distant, artificially scat-
tered audience. They had to be cut down to the most concise possible form
and to be reasonably invulnerable to interruptions (by jamming). Rhyme
seemed to me to be unsuitable, as it easily makes a poem seem self-con-
tained, lets it glide past the ear. Regular rhythms with their even cadence
fail in the same way to cut deep enough, and they impose circumlocutions;
a lot of everyday expressions won't fit them; what was needed was the tone
ofdirect and spontaneous speech. I thought rhymeless verse with irregular
rhythms seemed suitable.

['Ubrr reimlose Lyrik mit unregelmässigen Rhvth-
men'from Das Iüort, Moscow, 1939, No. 3]

NorE: This essay appeared in the final number of Das Ll/ort. The verse ex-
amples have been turned into English wherever a translation can still carry
Brecht's point. The 'German satires' appeared in the Sz'entlborger Gedichie

P"ld:r 1939), now incorpora-ted in Cedichre 3 (Frankfurt, rgOrj. 1.te a.,ti_
Nazi Freedom Radio operated from Czechoslou"-kii i., th.1"t.. íg3ár.

B¡.ec]rj's first book of po-ems was Die Hauspostìile (Berr.- rÇí7; Frankfurt
r-95r). He adapted Edøurd II from Marlowe in còllaboraìion with Éíchtwanger;
the lines quoted are from Gaveston's speech just before his capture, and Ëe".
little ¡elation to Marlowe's 'Yet, lusty iords, I have escaped våur hands,, etc.
Rothe is the mode¡n translator whose versions were used by Reinhardt; his took
sha!espeare als Prooo!ation appeared in ry62. Thãlmann was cómmunist
candidate for the presidency in 1932. The Kaufhaus des wesrens is a big Berlin
store.

This indication thar Brecht approved of the anti-Formalist campaign of the
r93os, given his own interpretation of 'Formalism', is the only indicatioi that he
approved of it at all.

The- great majority are wrirren in rhe style de-
scribed, as 'w'ell as the he was wo¡king at thii time),
Antigone (1947) and r plays. Fo. tîe .o.,rr..iioí
between Brecht's poems and their musical settings sée 

"lso 
pp. +, SS 

"nãro4-5.

In the decade and a half that followed the world war a comparatively

itself up against a whole series of substantial difficulties-

It is comparatively easy to set up a basic model for epic theatre' For

pfactical experimenrs I usually picked as my example of completely simple,

a way that the bystanders are able to form an opinion about the accident.

Such an example of the most primitive type of epic theatre seems easy to

understand. Yet experience has shown that it presents astounding difficul-

ties to the reader or listener as soon as he is asked to see the implications of

treating this kind of street corner demonstration as a basic form of major

theatre, theatre for a scientific age. What this means of course is that the

epic theatre may appear richer, more intricate and complex in every

particular, yet to be major theatre it need at bottom only contain the same

elements as a street-corner demonstration of this sort; nor could it any

longer be termed epic theatre if any of the main elements of the street-

corner demonstration were lacking. Until this is understood it is impossible

really to understand what follows. until one undersrands the novelty, un-

familiarity and direct challenge to the critical faculties ofthe suggestion that

street-corner demonstration of this sort can serve aS a satisfactory basic

model of major theatre one cannot really understand what follows.

Consider: the incident is clearly very far from what we mean by an

r2l

zg ' 'I-he Street Scene

A Basic Model for an EPic Theatre



artistic one. The demonstrator need not be an artist. The capacities he
needs to achieve his aim are in effect universal. suppose he cannot carry
out some particular movement as quickly as the victim he is imitating; all
he need do is to explain that he moves three times as fast, an<i the demon-
stration neither suffers in essentials nor loses its point. on the contrary it is
important that he should not be too perfect. His demonstration would be

r >- 
" spo't if the bystanders' attention were drawn to his powers of transforma-'"] tion. He has to avoid presenting himself in such a way rhat someone cans

out 'What a lifelike portrayal of a chauffeur!' He must not ,cast 
a spell, over

anyone. He should not transport people from normality to ,higher realms'.

BR,ECET OIY TEEATRE: 1938-194?

He need not dispose ofany special powers ofsuggestion.
It is most important that one of the main features of the ordinary theatre

should be excluded from our street scene: the enqenderine of ilusion.
Thestreetdemonstrator'sperformancài,.,,.ffi

element ofrehearsal in the acting and oflearning by heart in the text, the
whole machinery and the whole process of preparation: it all becomes
plainly apparent. What room is left for experience? Is the reality porrrayed
still experienced in any sense?

The street scene derermines what kind of experience is to be prepared
for the spectator. There is no question but that the street-corner demon-
strator h¿s been through an'experience', but he is not out to make his
demonstration serve as an'experience'for the audience. Even the experi-
ence of the driver and the victim is only partially communicared by him,
and he by no means tries to turn it into an enjoyable experience for the
spectator, however lifelike he may make his demonstration. The demonstra-
tion would become no less valid ifhe did not reproduce the fear caused by the
accident; on the contrary it would lose validity if he did. He is not interested
in creating pure emotions. It is important to understand that a theatre which
follows his lead in this respect undergoes a positive change of function.

One essential element of the street scene must also be present in the

l, Damely that the demonstration

A\lt| e. Whether our street demon-
he part of driver or pedestrian

m¿kes an accident inevitable where another would not, or whether he is
demonstrating with a view to fixing the responsibility, his demonstration
has a practical purpose, intervenes socially.

122

TEE STR.EET SCENE

The demonstrator's purpose determines how thoroughly he has to imi-

tate. Our demonstrator need not imitate every aspect of his characters'

behaviour, but only so much as gives a picture. Generally the theatre scene

will give much fuller pictures, corresponding to its more extensive range of

interest. How do street scene and theatre scene link up here? To take a

settled by demonstr an old man's or a woman's,

or merely whether the answer may depend on

whether it was that ot. Loud or soft may play a

great part, as the driver could be correspondingly more or less guilty' A

whole series of characteristics of the victim ask to be portrayed. Was he

absent-minded? Was his attention distracted? If so, by whatl What, on the

evidence of his behaviour, could have made him liable to be distracted by

just that circumstance and no other? Etc., etc. It can be seen that our street-

corner demonstration provides opportunities for a pretty rich and varied

portrayal of hum¿n types. Yet a theatre which tries to restrict its essential

elements to those provided by our street scene will have to acknowledge

certain limits to imitation. It must be able to justify any outlay in terms of
its purpose.l

Íhe demonst¡ation may for instance be dominated by the question of

compensation for the vicrim, etc. The driver risks being sacked from his

job,losing his licence, going to prison; the victim risks a heavy hospital

bill, loss of job, permanent disfigurement, possibly unfitness for work'

1 We often come across demonst¡ations of an everyday sort which are more thorough

irnit¿tions than our street{omer accident demnds. Generally they re comic ones. Our next-

theatre scene. These cannot be dealt with here.

r23
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This is rhe area within which the demonstr rers.
The victim may have had a companion; the girl
sitting alongside him. That would bring out and
allow the characters ro be more fully drawn.

Another essential element in the street scene is that the demonstrator
should derive his characters entirely from their actions. He imitates their
actions and so allows conclusions to be drawn about them. A theatre th¿t
follows him in this will be largely breaking with the orthodox theatre,s
habit of basing the actions on rhe characters and having the former ex-
empted from criticism by presenting them as an unavoidable consequence
deriving by natural law from the characters who perform them. To the
street demonstrator the character of the man being demonstrated remains a
quantity that need not be completely defined. within certain limits he may
be like this or like that; it doesn't matter. what the demonstraror is
concerned with are his accident-prone and accident-proof qualities.l The
theatrical scene may sh'ow more fully-defined individuìk. But it must then
be in a position to rrear their individuality as a speciar case and outline the
field within which, once more, its most socially relevant effects are pro-
duced. our street demonstrator's possibilities of demonstration are nar-
rowly restricted (indeed, we chose this model so that the limits should be
as n¿rro\ry as possible). If the essenrial elements of the theatrical scene are
limited to those of the street scene then its greater richness must be an
enrichment only. The question of border-line cases becomes acute.

Let us take a specific detail. Can our street demonstrator, say, ever be-
come entitled to use an excited tone of voice in repeating the driver's state-
ment that he has been exhausred by too long a spell ofwork? (In theory this
is no more possible than for a returning messenger to start telling his fellow-
countrymen of his taìk with the king with the words 'I saw the bearded
king'.) It can only be possible, let alone unavoidable, if one imagines a
street-corner situation where such excitement, specifically about this
aspect ofthe affair, plays a particular part. (In the instance above this would
be so if the king had stvorn never ro cur his beard offr,¡ntil . . . etc.) We have
to find a point of view for our demonstrator that allows him to submit this
excitement to criticism. only if he adopts a quite definite point of view can
he be entitled to imitate the driver's excited voice; e.g. if he blames drivers
as such for doing too little to reduce their hours of work. (,Look at him.
Doesn't even belong to a union, but gets worked up soon enough when an
accident happens. "Ten hours I've been at the wheel.',')

l-- t The s"me situation will be produced by all those people whose characters fulÊl the conditions

I 
laid down by him and show the features that he imitates.

à 
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Before it can ger as far as this, i.e. be able to suggest a point of view to

the actor, the theatre needs to take a number of steps. By widening its

field ofvision and showing the driver in other situations besides that ofthe

accident the theatre in no way exceeds its model; it merely creates a further

situation on the same pattern. One can imagine a scene of the same kind as

the street scene which provides a well-argued demonstration showing how

such emotions as the driver's develop, or another which involves making

"^-nrrisnns herween tones of voice' In order no-tto-excled the model scene

wholly transformed into the person demonstrated'

One essential element of the street scene lies in the natural attitude

adopted by the demonstrator, which is two-fold; he is always taking two

situãtions into 
"."ourrt. 

He behaves naturally as a demonstrator, and he lets

the subiect of the demonstration beh¿ve naturally too. He never forgets,

nor does he allow it to be forgotren, that he is not the subject but the

demonstrator. That is to say, what the ¿udience sees is not a fusion between

demonstrator and subiect, not some third, independent, uncontradictory

entity with isolated features of (a) demonstrator and (b) subject, such as

the orthodox theatre puts before us in its productions.l Th.-lflgæ¡qd

ePic

ãifrffi.ipt. from sharing certain emotions that are put before

theatre,theso-called@S!^k!98!9"9&,qù-V-!qqÄFf"-l5g!ltlq'
brieflv. úechnique of taking ¡he hulqeNqqialinçidç¡ts !o be pl¡rlfeyçd-¿.sd

illJlì.o th.r r" 
",,-.thins 

strikins. somethins that callsfor explanation,
ã'É*.#c i'
of view.

c-an we show that this A-effect is significant for our street demonstrator?

We can picture what happens if he fails to meke use of it. The following

situation cãuld occur. One of the spectators might say: 'But if the victim

r Most clearly worked out by Stanislavsky.
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The epic theatre wants to establish its corner,
i.e. to return to the very simplest .natural' 

e rryhose
origins, means and ends are practical and e without

grammatic theatrical phrases like ,the urge to self<xpres_
part one's own', ,spiritual 

experience', ,the play instinct',
s art', etc. Does that me¿n that the epic theatre isn't con_

It might be as well to on differently, thus:
can we make use of artis of our street scene?
Obviously yes. Even the includes artistic ele_

subject). And true enough, the epic theatre is an extremely artistic affair,
hardly thinkable without artists and virtuosity, imagination, humour anã

n6

'artifici¿l'?
Is it not true that the additions which we must make to our model in

order to arrive at epic theatre arc oÍ a fundamental kind? A brief examina-

tion will show that they are not. Take the stor1. There was nothing fabri-

cated about our street accident. Nor does the orthodox theatre deal only

in fabrications; think for instance of the historical play. None the less a

in a court case the demonstrator may have written down the subject's exact

words, learnt them by heart and rehearsed them; in that case he too is per-

forming a text he has learned. or take a rehearsed programme by several

players: it doesn't always have to be artistic purposes that bring about, a

ãemonstration ofthis sort; one need only think ofthe French police tech-

nique of making the chief figures in any criniinal case re-enact certain

crucial situations before a police audience. Or take making-up' Minor

changes in appearance instance - can occur at

any time within the fra c type of demonstration'

Nor is make-up itself Purposes. In the street

scene the driver's moustache may be particularly significant. It may have

influenced the testimony of the possible girl companion suggested earlier.

This can be represented by our demonstrator making the driver stroke an

imaginary moustache when prompting his companion's evidence. In this

way the demonsrrator can do a good deal to discredit her as a witness.

Moving on to the use of a real moustache in the theatre, however, is not an

entirely easy transition, and the same difficulty occurs with respect to

costume. Our demonstrator may under given circumstances Put on the

driver's cap - for instance ifhe wants to show that he was drunk: (he had it
on crooked) - but he can only do so conditionally, under these circum-

stances; (see what w¿s said about borderline cases earlier). However, where

there is a demonstration by several demonstrators of the kind referred to

t27
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above rve can have costume so that the various characters can be dis-
tinguished. This again is only a limited use of cosrume. There must be no
question ofcreating an illusion that the demonstrators realy are these char-
acters. (The epic theatre can counreract this illusion Uy.rj..;.ffy.r.g;.._
ated-costume or by garments that are somehow ma.ked ou,., ãu;.","r"ø.
display.) Moreover we can suggest another model as a substitute fo. ou^
on this point: the kind of streer demonstration given by hawkers. ro ,.lt
their neckties these peopre will portray a bad!dressed and a wet-dressed
man; with a few props
Iittle scenes where they
to the demonstrator in
gloves and give certain s

whole time they wilr refer to him as 'he'!) with hawkers we also fin#, aerse
being used within the same framework as that of our basic model. They
use firm irregular rh¡hms to sell braces and newspapers alike.

Reflecting along these lines we see thar our basic model will work. The
artificial e ic theatre are rhe same. Our ,,rìI]
origiñi;aim-s-fiid-mettiõãñlFperformànce

consequences, so that this.iudgment has some significance. The object of
the performance is to make it easier ro give an opinion on the incidát. Iis
means correspond to that. The epic rheatre is a highry skilred theatre with
complex contents and far-re-aching social obje.tiuer. ln ,.tti'g up ti.
street scene as a basic model for it we pass on the clear social funãtion and
give the epic theatre criteria by which to decide whether an incident is
meaningful or not. The b-asic model has a practical significance. A;;;;_
ducer and actors work to build up a performance invoríing many um'.ìt
questions- technical problems, sociar ones - it allows them io check
whether the social function of the whole appararus is stilr crearly i",."i.

['Die Strassenszene, Grundmodell eines epischen
Theaters', from Versuche ro, rg5ol

NOTE: Originally stated ro have been wrirren in r94o, bur now ascribetl by

Y..::::,Tï,\,.! {un. 
re38. This is an elaboratio, "f;ó;-,ijl;.î;sñh.lI neater'.whrch rs supposed to have been written in r93o and is included.r"on. ofthe 'Gedichte aus dem Messingkauf in Theaterurbeitilrrrnnh, ,; 

^;ã 
C;;rh;;'.The notion of the man at the street_curner miming ,n ...id.nt i. 

"1.."âi
tz8

developed at length there, and it also occurs in the following undated scheme

(Schriften zum Theater 4, pp. 5r-z):

EXERCISES FOR ÂCTING SCHOOLS
(a) Conjuring tricks, including attitude of spectators.
(b) For women: folding and putting away linen. Same for men.
(c) For men: varying attitudes of smokers. Same for women.
(d) Cat playing with a hank ofthread.
(e) Exercises in observation.
(f) Exercises in imitation.
(g) How to take notes. Noting of gestures, tones of voice.
(h) Exercises in imagination. Three men throwing dice for their life. One

loses. 'fhen: they all lose.
(i) Dramatizing an epic. Passages from the Bible.
(k) For everybody: repeated exercises in production. Essential to show one's

colleagues.
(l) Exercises in temperament. Situation: two women calmly folding linen. They

feign a wild and jealous quarrel for the benefit of their husbands; the husbands
are in the next room.

(m) They come to blows as they fold their linen in silence.
(n) Game (l) turns serious.
(o) Qrick-change competition. Behind a screen; open.
(p) Modifying an imitation, simply described so that others can put it into

I effect.
(q) Rhythmical (verse-) speaking with tap-dance.
(r) Eating with outsize knife and fork. Very small knife and fork.
(s) Dialogue with gramophone: recorded sentences, free answers.

(t) Search for'nodal points'.
(u) Characterization of ¿ fellow-actor.
(v) Improvisation of incidents. Running through scenes in the stvle of a

rePort, no text.
(w) The street accident. Laying down limits of justifiable imitation.
(x) Variations: a dog went into the kitchen. [A traditional song]
(y) Memorizing first impressions of a part.

Werner Hecht suggests that these exercises, like those cited on p. t47, mry
relate to lessons given by Helene Weigel at a Finnish theatre school.

lEE STBEET SCEIIE
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3r ' Short Description of a New Technique of Acting
which Produces an Alienation Effect

artistic.
The first condition is that stage

and auditorium must hat no .hyp-
notic tensions' should to make the

It is well known that contact between audience and stage is normally
made on the b¿sis of empathy. conventional acors devore their efforts sà

behaviour he need not renounce the means He uses
these meanffiffi-ùrrna-f ptríólii g tatent
would use them if he wanted to porrray so how he
behaves. This showing of r happens time and again
in ordinary life (witnesses .ating to n.*.o-.r, to*
the victim behaved, a face friend's walk, etc.), with_
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out those involved making the least effort to subject their spectators to an
illusion. At the same time they do feel their way into their characters' skins
with a view to acquiring their char¿cteristics.

As has already been said, the actor too will make use of this psychological
operation. But whereas the usual Practice in acting is to execute it during
the actual performance, in the hope of stimulating the spectator into a

similar operation, he will achieve it only at an earlier stage' at some time
during rehearsals.

To safeguard against an unduly 'impulsive', frictionless and uncritical
creation of characters and incidents, more reading rehearsals can be held
than usual. The actor should refrain from living himself into the part
prematurely in any way, and should go on functioning as long as possible as

a reader (which does not mean a reader-aloud). An important step is

memorizing one's first impressions.
When reading his part the actor's attitude should be one of a man who is

astounded and contradicts. Not only the occurrence ofthe incidents, as he
re¿ds about them, but the conduct of the man he is playing, as he experi-
ences it, must be weighed up by him and their peculiarities understood;
none can be taken as given, as something that 'was bound to turn out that
way', that was 'only to be expected from a character like that'. Before
memorizing the woids he must memorize what he felt astounded;;ìd

m-ust preserve in creating his performance.
When he appears on th

at all essential points disc
to say he will act in such
possible, that his acting allows the other possibilities to be inferred and
only represents one out of the possible variants- He will say for instance
'You'll pay for that', and not say 'I forgive you'- He detests his children;
it is not the case that he loves them. He moves down stage left and not up
stage right. Whatever he doesn't do must be contained and conserved in
what he does. In this way every sentence and every gesture signifies a
decision; the character remains under observation and is tested. The
technicaltermforthisprocedureis.fixingthe@

The actor does not allow himself to become completely transformed on
the stage into the character he is portraying- He is not Lear, Harpagon,

the
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rvhat it means if I say that a typical kind of acting without this complere
transformation takes place when a producer or colleague shows one how to
play a particular passage. It is not his own part, so he is not completely
transformed; he underlines the technical aspect and retains the anitude of
someone just making suggestions.

once the idea of total transformation is abandoned the actor speaks his
part not as if he were improvising it himself but |ike a quoration (7). At the
same time he obviously has to render all the qìõiãäõn'J&rtones, the
remark's full human and concrete shape; similarly the gesture he makes

BBECET OIY TEEATBE; 1988-19a1?

must have the full substance of a human gesture even though it now

Given this absence of total transformation in the acting there are three
aids which may help to alienate the actions and remarks of the characters
being portrayed:

r. Transposition into the third person.
z. Transposition into the past.
3. Speaking the stage directions out loud.

Using the third person and the past tense allows the actor to adopt the
right attitude of detachment. In addition he will look for stage directions
and remarks that comment on his lines, and speak them aloud at rehearsal
('He stood up and exclaimed angrily, not having eaten: . . .', or ,He had
never been told so before, and didn't know if it was true or not'; or ,He
smiled, and said with forced nonchalance: . . .'). Speaking the stage direc-
tions out loud in the third person results in a clash between two tones of
voice, alienating the second of them, the text proper. This style of acting
is further alienated by taking place on the stage after having already been
outlined and announced in words. Transposing it into the past gives the
speaker a standpoint from which he can look back at his sentence. The
sentence too is thereby alienated without the speaker adopting an unreal
point ofview; unlike the spectaror, he has read the play right through and
is better placed to judge the sentence in accordance with the ending, with
its consequences, than the former, who knows less and is more of a stranger
to the sentence.

This composite process leads to an alienation of the text in the rehearsals
which generally persists in the performance roo (9). The directness of the
relationship with the audience allows and indeed forces the actual speech
delivery to be varied in accordance with the greeter or sma[er significance
attaching to the sentences. Take the case of witnesses addressing a court.
The underlinings, the ch¿racters' insistence on their remarks, must be
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developed as a piece ofeffective virtuosity. Ifthe actor turns to the audience
it must be a whole-hearted turn rather than the asides and soliloquizing
technique of the old-fashioned theatre. To get the full A-effect from the
poetic medium the actor should start at rehearsal by paraphrasing the
verse's content in vulgar prose, possibly accompanying this by the gestures
designed fo¡ rhe verse. A daring and beautiful handling of verbal media will
alienate the text. (Prose can be alienated by translation into the actor's
native dialect.)

Gesture will be dealt with below, but it c¿n at once be said that every-
thing to do with the ; that is to say, it must
be developed into a a sensibly PercePtibl;/
outward expression for his character's emotions, preferably some action

A+ffect.
A masterly use of gesture can be seen in.Chinese actinç The Chinese

ì--.^._-- . ..- --,.-
eçtg¡-eghtgyg! _the A¡effgc,t þytor achieves,-t-he A¡effgc,t þy being 9g-eq-1g-gÞ9*l-!iq-9-11 11,foy.e.gfef¡s-.'Whatever the actor offers in the way ofi Éesturg,verse structure' etc.

puts an incident before the spectator with perfection and as he thinks it

l-i
Because he doesn't identify himself with him he can Pick a definite

¿ #

in the way of',gg1tgr)verse structure, etc.'



It helps to formulate the incident for society, and to put it across in such
a *'ay that society is given the key, if titles are rhoughr up for the scenes.

7 These titles must have a historical qualitv./Thisbringsustoacrucialtechnicala.ui..'fi,i@t
Historical incidents

,d "'d'';;0.::Ï'iriïii;includes elements that have been or may be overtaken by the course of
history, and is subject ro criticism from the immediately following period's
point ofview. The conduct ofthose born before us is alienatedr from us by
an incessant evolution.

It is up to the actor ro treat present-day events and modes of behaviour
with the same derachmenr as rhe historian adopts with regard to those of
the past- He must alienate these characters and incidents from us.

Characters and incidents from ordinary life, from our immediate sur-
roundings, being familiar, strike us as more or less natural. Alienating them
helps to make them seem remarkable to us. Science has carefully developed a
technique of getting irritated with the everyday, 'self-evident', universallv
accepted occurrence, and there is no reason why this infinitely useful atti-
tude should not be raken over by arr (r7). It is an attirude which arose in
science as a result of the growth in human productive powers. In art the
same motive applies.

As fo¡ the emotions, the experimental uqe of the A-effect in the epic
theatre's German productions indicated that this way of acting too can
stimulate them, though possibly a different class of emorion is involved
from those ofthe orthodox rhearre (r8). A critical artirude on the audience"s
part is a thoroughly artistic one (r9). Nor does the actual practice of the

-A-effect seem anything like so unnatural as its description. Ofcourse it is a

show the world in such a way that it becomes manageable, is precisely its
quality of being natural and earthly, its humour and its renunciation of all
the mystical elements that have stuck to the orthodox theatre from the
old days.

I Entfremdet.
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Appendix
lselected notesl

t. Edøard II zlter Marlowe (Munich Kammerspiele).
Trommeln in der Nacht (Deutsches Theater, Berlin).
The Threepennl Opera (Theater am Schiffbauerdamm, Berlin).
Die Pioniere aon Ingolstath (Theater am Schiffbauerdamm).
Aufstieg und Fall der Stadt Møhagonny, opera (Aufricht's Kurfür-
stendammtheater, Berlin).
Mann ist Mønn (Staatstheater, Berlin).
Die Møssnahnte (Grosses Schauspielhaus, Berlin).
The ¿ldoentures of the Good. Soldier Schpeiþ (Piscator's Theater am
Nollendorfplatz, Berlin).
Die Ptattköpfe und die SpitzköpJè (Riddersalen, Copenhagen).
Señorø Carrar's Rifles (Copenhagen, Paris).
Furcht und, Elend. d'es Dritten Reiches (Paris).

3. E.g. such mechanical means as very brilliant illumination of the stage
(since a halflit stage plus a completely darkened auditorium makes the
spectator less level-headed by preventing him from observing his
neighbour ¿nd in turn hiding him from his neighbour's eyes) and also

møÞing rtisible the sources oJ'light.

MAKING VISIBLE THE SOURCES OF LIGHT
There is a point in showing the lighting apparatus openly, as it is one
of the means of preventing an unwanted element of illusion; it scarcely
disturbs the necessary concentration. If we light the ¿ctors and their
performance in such a way that the lights themselves are within the
spectator's field ofvision we destroy part of his illusion of being present
at a spontaneous, transitory, authentic' unrehearsed event. He sees that
arrangements have been made to show something; something is being
repeated here under special conditions, for instance in a very brilliant
light. Displaying the actual lights is meant to be a counter to the old-
fashioned theatre's efforts to hide them. No one would expect the light-
ing to be hidden at a sporting event, a boxing match for instance. What-
ever the points ofdifference between the modern theatre's presentations
and those ofa sporting promoter, they do not include the same conceal-
ment ofthe sources oflight as the old theatre found necessary.

(Brecht: 'Der Bühnenbau des epischen Theaters')

5. Cf. these remarks by Poul Reumert, the best-known D¿nish actor:
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'. . . If I feel I am d1ing, and so does everybody
else; ifI act as though I had a d am entirely fi[eã
by the one idea of killing the shudders. . . . The
whole business is a marter municated by
emotions, or the other w¿y g so strong as
to be an obsession, which is comes offit is
the most infectious thing in the world; anything external is then a

BRECET OIr TEEATRE: 1988-19{Z

matter of complete indifference. . . .'
And Rapaport, 'The Work of the Actor', Theater Worhshop, October
ry36:
'. . . On the stage the acror is surrounded entirely by fictions. . . . The
actor must be able to regard all this as though it were true, as though he
were convinced that ¿ll that surrounds him on the stage is a living
reality and, along with himself, he must convince the audience as well.
This is the central feature of our method of work on the part. . . . Take
any object, a cap for example; lay it on the table or on the floor and try
to regard it as though it were a rat; make believe that it is a rat, and not
a cap. .. . Picture what sort of a rat it is; what size, colour? . . . We thus
commit ourselves to believe quite naïvely that the object before us is
something other than it is and, et the same time, learn to compel the
audience to believe. . . .'

This might be thought to be a course of instruction for conjurers,
but in fact it is a course of acting, supposedly according to Stanis-
lavsky's method. One wonders if a technique that equips an actor to
m¿ke the audience see rats where there aren't any can really be all that
suitable for disseminating the truth. Given enough alcohol it doesn't
take acting to persuade almost anybody that he is seeing rats: pink ones.

SSOBT DESCRIPTIO¡I OF A IYEW TECEI{IQIIE OF ACÎIIYG

couraged in modern acting on the ground that it destroys his individu-
ality.

9. The theat¡e c¿n create the corresponding A<ffect in the performance
in a number of ways. The Munich Production of Edøørd /1for the first
time had titles preceding the scenes, announcing the contents. The
Berlin production of The Threepennl Opera had the titles of the songs

projected while they were sung. The Berlin production of Mann ist
Mannhað.the actors' figures projected on big screens during the action'

13. Another thing that makes for freedom in the aüor's relationship with
his audience is th¿t he does not treat it as an undifferentiated mass. He
doesn't boil it down to a shapeless dumpling in the stockpot of the
emotions. He does not address himself to everybody alike; he allows the
existing divisions within the audience to continue, in fact he widens
them. He has friends and enemies in the audience; he is friendly to the
one group and hostile to the other. He takes sides, not necessarily with
his character but if not with it then against it. (At least, that is his basic
attitude, though it too must be variable and change according to what
the ch¿racter may say at different stages. There may, however, also be

t4.

only does it draw our attention to his kingdom, but by treating the king-
dom so plainly as his own private property he throws some light on the
basis of the feudal idea of the family. It Julius Caesør tlte tJ¡rant's
murder by Brutus is alienated if during one of his monologues accusing
C¿esar of tyrannical motives he himself maltreats a slave waiting on
him. Weigel as Maria Sfø¿rt suddenly took the crucifix hanging round
her neck and used it coquettishly as a fan, to give herselfair. (See too
Brecht: 'Übungsstücke für Schauspieler' in Versuche rr,p. ro7.)

17. THE A-EFFECT AS A PROCEDURE IN EVERYDAY LIFE

The achievement of the Aæffect constitutes something utterly
ordinary, recurrent; it is just a widely-practised way of drawing one's
own or someone else's attention to a thing' and it can be seen in educa-
tion as also in business conferences of one sort or another. The A-effect
consists in turning the object of which one is to be made aware' to
which one's attention is to be drawn, from something ordinary, familiar,
immediately accessible, into something peculiar, striking and un-
expected. What is obvious is in a certain sense made incomprehensible,
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7. QUOTATTON
Standing in a free and direct relationship to it, the actor allows his
character to speak and move; he presents a repo¡t. He does not have to
make us forget that the text isn't spontaneous, but has been memorized,
is a fixed quantity; the fact doesn't matter, as we anyway assume that
the report is not about himself but about others. His attitude would be
the same if he were simply speaking from his own memory. [. . .]

8. The epic actor has to accumulate far more material than has been the
case till now. What he has to represent i
himself as scholar, himself as gravedigger,
gravediggers, which means that he has to I
of reality. Again, he has to learn how to imitate: something that is dis_
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but this is only in order that it may then be made all the easier to com-
prehend. Before familiarity can turn into a\üareness the familiar must
be stripped of its inconspicuousness; we must give up assuming that the
object in question needs no explanation. However frequently recurrent,
modest, vulgar it may be it will now be labelled as something unusual.

A common use of the A+ffect is when someone says: 'Have you ever
really looked carefully at your watch?' The questioner knows that I've
looked at it often enough, and now his question deprives me ofthe sight
which I've grown used to and which accordingly has nothing more to
say to me. I used to look at it to see the time, and now when he asks me
in this importunate way I realize that I have given up seeing the watch
itself with an astonished eye; and it is in many ways an astonishing
piece of machinery. Similarly it is an alienation effect of the simplest
sort ifa business discussion starts offwith the sentence: 'Have you ever
thought what happens to the waste from your factory which is pumped
into the river twenty-four hours a day?' This waste wasn't just swept
down the river unobserved; it was carefully channelled into the river;
men and machines have worked on it; the river has changed colour, the
waste has flowed away most conspicuously, but just as waste. It was
superfluous to the process of manufacture, and now it is to become
material for manufacture; our eye turns to it with interest. The asking
of the question has alienated it, and intentioirally so. The very simplest
sentences that apply in the A-effect are those with 'Not . . . But': (He
didn't say 'come in' but 'keep moving'. He was not pleased but
amazed). They include an expectation which is justified by experience
but, in the event, disappointed. One might have thought that . . . but
one oughtn't to have thought it. There was not iust one possibility but
two; both are introduced, then the second one is alienated, then the first
as well. To see one's mother as a man's wife one needs an A<ffect; this
is provided, for instance, when one acquires a stepfather. If one sees
one's teacher hounded by the bailiffs an A-effect occurs: one is jerked
out of a relationship in which the teacher seems big into one where he
seems small. An alienation of the motor-car takes place if after driving
a,inodern car for a long while we drive an old model T Ford. Suddenly
we hear explosions once more; the motor works on the principle of

,'explosion. We start feeling amazed that such a vehicle, indeed any
vehicle not dra\Mn by animal-power, can move; in short, we understand
cars, by looking at them as something strange, new, as a triumph of
engineering and to that extent something unnatural. Nature, which
certainly embraces the motor<ar, is suddenly imbued with an element
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of unnaturalness, and from now on this is an indelible part of the
concept of nature.

The expression 'in fact' can likewise certify or alienate. (He wasn't in
fact at home; he said he would be, but we didn't believe him and had a

look; or again, we didn't think it possible for him not to be at home, but
it was a fact.) The term (actually' is just as conducive to alienation. ('I
don't actually agree'.) Similarly the Eskimo definition 'A car is a wing-
less aircraft that crawls along the ground' is a way of alienating the car.

In a sense the alienation effect itself has been alien¿ted by the above
explanation; we have taken a common, recurrent, universally-practised
operation and tried to draw attention to it by illuminating its pecu-
Iiarity. But we have achievecl the effect only with those people who have
truly ('in fact') grasped that it does 'not' result from every representa-
tion 'but' from certain ones: only 'actually' is it familiar.

18. e¡our RÂTIoNAL AND EMoTIoNAL PoINTS oF vIEw
The rejection of empathy is not the result of a rejection of the
emotions, nor does it lead to such. The crude aesthetic thesis that
emotions can only be stimulated by means of empathy is wrong. None

the icing-up of music point to a crisis of the emotions. Already in the
closing years of the Weimar Republic the post-war German drama took
a decisively r¿tionalistic turn. Fascism's grotesque emphasizing of the
emotions, together perhaps with the no less important threat to. thr
rational element in Marxist aesthetics, led us to lay particular stress on

take at any time is historical, restricted ¿nd limited in specific ways.

s is not
unduly difficult so long as one simply loclks for the interests correspond-
ing to the emotional effects of works of art. Anyone can see the colonial
adventures of the Second Empire looming behind Delacroix's paintings
and Rimbaud's'Bateau lvre'.
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If one compares the 'Bate¿u lvre' say, with Kipling's ,Ballad of
Eest and West', one can see the difference between French mid-
nineteenth century colonialism and British colonialism at the beginning
of the twentieth. It is less easy to explain the effect that such poems

,1 as Marx already noticed. Apparently emotions
i:' - ¡. progress will long survive in the human mind as

' interests, and in the case ofworks ofart will do so
more strongly than might have been expected, given that in the mean-
time contrary interests will have made themselves felt. Every step for-
ward means the end of the previous step forward, because that is
where it starts and goes on from. At the seme time it makes use of this
previous step, which in a sense survives in men's consciousness as a

. step forward, just as it survives in its effects in re¿l life. This involves
,r \ )r t a most interesting type ofgeneralization, a continual process ofabstrac-
' ' ., tion. whenever the works of art handed down to us ¿liow us to share the

emotions of other men, of men of a bygone period, different social
-r,.1.,-r: 1' classes, etc., we have to conclude that we are partaking in interests

which really were universally human. These men now dead represented
the interests of classes that gave a lead to progress. It is a very different
matter when Fascism today conjures up on the grandest scale emotions
which for most of the people who succumb to them are not determined
by interest.
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I9. IS THE CRITICAL ÂTTITUDE AN IN.ARTISTTC ONE?
An old tradition leads people to rreat a critical ¿ttitude as a pre-
dominantly negative one. Many see the difference between the scientific
and artistic attitudes as lying precisely in their attitude to criticism.
People cannot conceive of contradiction and detachment as being part
of artistic appreciation. Of course such appreciation normally includes a
higher level, which appreciates critically, but the criticiim here only
applies to matters of technique; it is quite a different matter from
being required to observe not a representation of the world but the
world itself in a critical, contradictory, detached manner.

\ry ï:ffff[:'",i:ïiï:
criticism of the world is acive, practical, positive. Criticizing the
course of a river means improving it, correcting it. Criticism of sociery

SCJglryotution; there you have criticism tìËii6'@l
conclusion and playing an acrive part. A critical ¿ttitude ofthis type is
an operative factor of productivitg it is deeply enjoyable as such,
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and if we commonly use the term (arts' for enterprises that improve
people's lives why should art proper remain aloof from arts of this sort?

['Kurze Beschreibung einer neuen Technik der
Schauspielkunst, die einen Verfremdungseffekt
hervorbringt', from Versuche rr, tgsr, less notes z,
4, 6, to, rr, r5, 16 and Part of7]

NOTE: Written, according to a prefatory note, in r94o but not published at the
time. The concluding notes here omitted ¿re often repetitious (including pas-
sages from'Alienation Effects in Chinese Acting'). The essay on'Stage design in
the epic theatre' quoted in Note 3 has not been found in Brecht's papers and is
only known from this one reference. The list of plays in Note r includes two that
are not by Brecht, and evidently gives those productions that seemed important to
him at the time; it omits several of his plays and gets the name of Die RundÞöpfe
untl ¡lie Spitzhöp/à wrong. It is interesting to compare it with a diary note of
3oJanuary r94r:
'Six [slr] completed plays which have not been produced in a theatre. Johanna,
Furcht und Elend, Galileo, Courage, Puntila.
Six plays performed: Baal, Edward, Mann ist Mann, Threepenny Opera, Die
Rundköpfe und die Spizköpfe, Die Mutter.
Omitted because uncongenial: Trommeln, Dickicht.'

Neither list is anything like complete, and the differences between the two
may give some idea of Brecht's ruthless and ever-changing iudgment of his own
work.

The 'practice scenes for actors' referred to at the end of Note 14 are new
scenes tõ go with Hømlet, Romeo ønd juliet, etc., showing the characters in a
slightly different light; they are published in Versuche ¡¡. One was performed in
the George Tabori/Lotte Lenya programme Brecht on Brecht. There is an unpub'
lished note by Brecht (Archive 154/56) outlining what again seems to be the
programme for an actors' course, where these are included:

Repertoire of the School
r. Bible scene
z. Shakespeare studies

(a) Hamlet
(b) Romeo and Juliet

3. Opening and first scene of Âus NIcHrs wIRD NIcnrs
[unfinished play by Brecht]

4. A dog went into the kitchen
5. DIE MUTTER, scene 5
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