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" in th"shafe of a new world."’ Thet%layile_dﬁé‘9f'O'Cas;y‘snﬁostA
powerful creations about_the hope for a noderﬁ utopia évailgble to‘
those. who are uiliing té f}ght for 1ty to fight with all the idealism .
"thqt was a part of the past, and the conéciousnesg and sense of com=~
piément ;hgt constituté tn; no%e fo; :?p"tutura.

O'Casey ieturned to this Qiéionar&fhopq in the last years of
hii‘life, in writing The Drums of Father ugé, which 1s in'a sense
the sequel to Ayamonn Breydon s struggle for a better world. For
in Egther Ned the forces représenting 1ife exuberantly sweep awvay
all that 15;91d and mori bind, - and the young rebuild for themselves
s a new society in which, as in the Prologue to Brecht's Der kaukasische

Krbidekreis, Justice is to pbe the rule rather than the exception, }

?

s
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‘ANARCHY, UTCPIA AND ANTI-UTOPIA

“There is no such thing as the hist~
ory of one man and the history of

the world, there is only the insep=~
arable histpr§ of voth," Aragon

s ‘ . 4
The grama‘of Brecht and 0'Casey is committed drama because it

constitutea,a sharp reaction to an intolerable soclety. This react~

lon:.may take the form of either anarchic--or even nihiiistic--.

. .
@ 7’

abtionp,»or else of utopian'dreams of retorm. In both 1nstances,

however, .the central focus of each dramatist remains that of soclety |

as 1t is. ~ Although the anarchic rebellion against society is at

“times so despairing and nihllistic as to be simply selfhdestructive,

or the_utopian Bam so distanced as “to be 1ittle more than mentaI\-

escape, both extremes more -often' indicate the belief that society

‘ can be changed for the better. and emphasise the conﬂiti s néces—

sary 1or change. The godl of both dramatists, then, is'the pra&tical

blishing a better world for people to- live-dn.

e

ciety as it presently exists in the context of Brecht's and
's drama is 1ntolerab1e because it is based on the exploitat—
ion of one individual by another, an exploitation that tdkes many
forms but always results in a\loss of 1ndiv1duality for, both the
.exploliter and tne exploited. Brecht demonstrates, through a meta-
phorical-comparison of the gigantic dominating elements of pature
to"those ot ousiness, the monumental exﬁleitive power exercised by

6
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: entatiVe chmcters wea.ring actua.l masks on stage. C

. . R .
N ,
. . .
Iy ~ .
\ B 7

' aociety s distinctly connercial strutures ~

‘ Ich sehe da auftreten Scnneefalle N

Ich sehe da nach vorn kommen Erdbeben -

Ich %{;e da Perge stehen mitten im Yege :
s'&é‘ ‘sehl ich tber- die BPer tbeten.

ﬁ Aber die Schneetille haben Hite auf

Die Erdbeben haben Geld in der Brusttasche .

Die Berge sind'aus Fahrzeugen gestiegen -- R

Und diereissendenll?lusse gebieten tiber Polizisten. o

Das enthﬂlle ich,

Benno von Wiese calis this ‘world of big business. with the loss of :

ak“ierte Welt der Klas‘sen und

1ndiv1du&11ty which it entails. the

ihres Protits., . .t dort gibt es, ke 'ne Menschen leh.r‘, sondern nur

o

,Masken, Masken jedoch, hinter de ' n sich nichts Menschlic‘hes mehr

verbirgt. To demonstrate t o depersonalised, nask-like nsture of -

social relationships under. /these conditions. Brecht often had repres—
{

The nature of- the repressive society in Brecht's work is nost
clearly defined in pla.ys like m_.ttter Cougg ’ Leben des Ga.l.ilei and

} Dexr gute Mensch von Sezua.n In pla.ys like )_1ann ist Mann, and’ the

parado:dca.l phy Die ﬁassrg%}_ge, society assumes an aggressively; den-

onic nature which works not only to paralyze individuality through
\

. the historical socia.l structure, but to actuaa.ly transfon an indiv- S

idual into & machine-1ike instmment of” destmction. In Manth: 'is
L_ Brecht has, cLa:ims Max Spalter, "urit'ben the perfect apologia
for al1 totalitarianisms that promise satisfaction of baste needs. ntt
Repressive society may also assume demonic aspects in O'Ca-sey'
drama., The extreme rigldity—even mindless fanaticlem—of soctal, ’
political and religious'institupions leads to tragcdies 1ike the

|
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"’ihsa.nity of. }(ora. CIithsroe and the deatb of Bessie Burgess at the \
~end of The Plough ard the §3g§, the kuuna of a workmsn by a
pr\est in gock-g-DoodJe Dapdy, shnd the dramatic denouenent to l‘l_)_g

Bishop s Bonfi}g 'rhe moat alr-enconpassing emple of the dolina.- N
‘tion of nnn by other men,and by the machine is the erpze’ssionistic
second sct of gge Silver Tasgie, in which hunan emotions aqsmne the
.fornm. of mechanica,l, ri'lma.lised responses to the all-pérvssive. all- .

powerful waxr lnachine, and are finslly contracted into a grotésque
cha.nt of homsge to its doninating symbol, the huge howitzer gun,

'I‘his scone. Brecht's Mann ist Ma.nn, and D !ie r'.'assname, find their

' parallels in the denonic. anti-utopian world of Zaniatin 8 He in _
which actual lobc;tonies destroy a.m/ sense of ixﬂ\ividuality, or in . E
- the lore subtly subversive world of, Orwell's __9___ o /. |
| Tbere is a progression, in O'Caeey!s drams. from\nphasis *

‘on the in&ividusl incapable of coping with the grin s.ctua.lities of

the society in which he lives (Ds\rcren. Cspta.in Boyle, Jack and Nora
'Clitheroe ), |8 nore direct, expressionistic connent on. the inhum- '

ane nature df society and the negstion of individualistic social ;. . |
relstionships in m glw; '!'assie. ‘l‘he lste plsqs then focus o '

- 'directly on the sterility ot the socis.l ctmcture, not in tines%of

wa.r, but during the more connonplace periods of e%ternal peace. |

"'rhese late plays enphasize the intolersble conditions and forces ' ) | '
governing social relstionships. ra.ther tm.n centering sround the N

" struggles of iniividua.l characters. \In this respect t\\ey a.re .

linear, presentational dra.ma.s- closely resembling the epic structure /

 of the pla.ys of Breeht's niddle period, - such as ,_Q;e Dreimschenom;
. . » - . :
. . {



An initial a.nd 1med1ete reacticn to a epirihxa.lly eterue culture

E efter the 1n1tiall chomeq-by setting the prd!mitive. vifé.‘lietic

' hunan beinge. Hhile he’ 1e active in directing the organieed forceg\\\\\\ B

such as’ thetﬂdepicted 1p tbe works of theee dmetiete. is en

_ - .anarchic rebellibn. . rebeJ.lton toward 1nd1viduelisn a.nd oﬂen to— e

ward dieintegration that 1e powei::mlly portre.yed 1n the early worke

cf both Brecht and o Casey. Brecht begins hic?ﬁret play, M" : 's s

6

hero egainet the conbenpora:ry mthleee businesemen. HechL Both

~men are sensua.l and a.nime.'l.istic, but. while Baa:l is a direct product
of prlmitive ne.ture, "float[lng] through nfe m a na:ncieeistic oo
stupor,. e subeervient uways to the conmand of hie lateet impulse."5

1. T

. Hech is a modern perversion of the eane lii'e force. He- 1e~ae dyne.mic, s

as Beal, bnt has become groee and eadq-mesochietic as 8 result of

.....

\ N

¢ o Sie hb.ben einen Schadel wie e&n Mann 1n den

.. maldiischen Archipels, der die-Gewohnheit hatte,
: s sich gur Arbeit pettschen zu las o Er arbeit- - L
ete mr ot gebleckten Zahnen. ' \(GH 1, 5) I
. . Q ..‘ . " A N M i .. ‘

of society, Baal is as a.cthre 1n his repudietidn of these forme, .

not because he. b 1evee in a new 1dea1 but L A
because he is borkd and revolted, Inhis =~ .\
boredom, which is \his revolt, only one thing R '

" can inspire him=-physical experience. His is :
a directr?ess and 1 edia.cy whj;ch ma.ke civil- T
lzation 1mpossib]:e 6 P C .\

jexploi.'l:i.ng o’bhers for proﬁt. He views other individua.le o\nly AR [‘-‘Vr _
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- [ ‘ o giving foroes. Von Hiene cqnsidem Baal'a exiatanco rep:msenta.tive Ay
- - of a freedom simlta.neously oonsistixg of utopian and a.narchs.c X ‘v s : 0
L elementﬁ. both in opposition to. the closed, neohanica.l oooial fomu ',.. R

[ \3
e cht]projiziert da.s neﬁsc 1ohe Dasein. in ‘-,I, , e,
o .+~ ! . ' den Raum elner utopischen und anarchischen. = . T
o B {Freiheit. Es ist'die Freiheit des Dschungels, = - ..
Ty ' - der ¥ildnis schloohthin. Aber das ist nur . o Do
- ' die eine Selte. . DSnn diese der Zivilisation T
feindliche, diese orgiastische und henmungalbse. - .. - ©
: Hingabe an eine utoplsche Urnatur entsteht an= L e
gesichts der unitbersehbar gewordenen Welt der. - L [T i
modernen mechanisiertem Gesellschaft, die den”. R TR o
mnzelmensohen ohnniichtig gem.p.cht hat. .Von. der _ o
1nneren Dynamik her wollte Brecht diese: gesell- . . Lo N
: schaftlich einB¥ende -Welt. aufspren% Jnd An .oy e
, - der Exstase des Einsamen mit. seinem Wunschbild oy
e . ~von der Urnatur verschmelzen, ~Daher grengt. hie( el ey f
L . .die grossstddtische Kanalisation an den Urwald,’ ﬁ, ST
w7 .die Kloake ‘an die ‘blaue Nacht, das verrottete . '
" 1. . -Boh®mecafé an die sterne und ‘an die weissen L IR
o ' Holken.? _ e T
o . . ‘Breoht's concep-(:ion 1n this play, of a prmitive, utopian na.tura:[ -
T S Jungle that opposes restrietive spcia.l 1nstituﬁ.ons, a Jungle 1n '~_‘l _.

which tthe: u]:tinate 1dea1 13 f!‘éedoni ﬁ'om a1l social restrictlons, R "

o 'has strong affinities ld.th both Romnticlsn and\ Expressionlsm, al- o

though its la.qk of translcemence 40" a sphere l:‘eyond the solely

natural at the . sa,p@ time Z{fekun antithesis to both of these '
v lq,tera.ry movements. As Walter Sokel has Ptated, _@_ is an example

" of Expressionism turned upon itself. "shorn of a.ll sentimen‘ta.lity
) i - i ’ ‘o . A tou . ‘l \

and 1dealten,"d |
In O'Ca.sey s drama an 1ncreasingly urgent ancl vibra.nt fom of
" mcomte a.na.rchy" unites Wfth a utopia.n afﬁmtion of 1o, 'both B

LY

o . . oy
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.
under the attack of hlef "ngockabout conetfv

sonal freedpn'to reassert themselves, a.t least Eome degree, even; AT
';?t‘_this f&eedOm ua’illusory.‘ I} the early plays he afﬁrmative o

SN R element in the disintegration of order often ;cee;te in the speech

and 1mag1nation of the nost 1mpotentf characters, 1% e Capta.in Boer
of ugo and. the Pg,zcock._ A‘fi‘lmation of another kind 1s experienced
1n the herolchractical attitudes towand life exhi‘bited hy na.xw of

O’Casey's women. : In the rhen, however, thls utopian-lmaginative 1m-

et Irish talk, "10 “what st 1ssue, ‘ says Raymond. mniame, s the
17 S 1 : rela.\tion between the lagguage of men :ln 1ntenee experience and the
._; [ S 1nﬂated, engaging la.nguage of nen a.voiding experience. 11 Thie 1e :
- S espeeiaalytmelnmtll of '_ ' "" ' ‘ _
s stylised, patrliotic speeche,s of the men of actidn, Brennen, Langon,

L -e-*um“

T cutheroe--em on another leve,‘,,the exzmessionistié Speaker—

.

’the Covey. 'l‘he end of th:ls scene,

as a :r:ehurgence of life. | Perlnps

experience seen to ﬁreathe life, for .

dissolvea the existing stzuctuma. a.llowfng ind vidualitytandper. e

pulse 1s expmssed through heightened die.logue, the "endless fantasy

o

i
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Olitheroe gives ata.ccato. m:-orient;d comands associated with

.
-

. o

rigid military orga.nisation. 'l‘heee a.re tho Lomande of war, and

ultimately lead tp death. 'j' - 'f 3 a |

. ] ’ '
F.l,uthe\r's p:ole in -T-‘!.-M ib-2 mch etronger one. ho

b

.

';‘ |
wever, :

ttnn that ‘of the other talkers, PeteI/ and the Covey. or Captain

Boyle *and Joxer in Juno. ,
anarchv their utopian vieion is illusory, hothing xore ‘than. an imag-

'mough these chmcters engender comic | -

ina.tive substitute for vita.lity. Boyle s abdication of rGBponsi-

”ftf bility at the cnd of Ju uno,’ his complete inadequacy, s orly high*

lighted by his rhetor'ic wben this is set aga.inst the ccmtrolled

peesion exhibited by Mrs. Ta.ncred and . Juno Boyie, for here it

seens the women ca.m the utopia;n promise in their courage to face ”

I

1ife rather than turning away from it. o

Put. a utopian society will never Ve instituted by those who

accept the actuality of ex.istence and cope with it as best they

promise of the te.}kers and the new world they. create through

langua.ge It is pa.radoxically, as Jack Linlsay 82YyS8,

. are. perpe

' through ‘the ba'bblers and fantasists o o that
 wé feel the possibilities of great positive 1ib-
'erations.. «. « The people are crushqd, the people’
ly rising above the limits of their -

narrowly oppressed existences in tangential bursts

‘of poetictznergy, which reveal an undaunted re-

fusal to limited and crushed, It is a sort of
drunkénness, expressed by a: garrulous high—spirite
response to events, which both serves as a vent

A

\

for their frustrated povers,and yet prefigures the.

. ' day when fantasy will be at .the service of reality

in action that changes the world. There 'is thus

: throughout the plays a dialectical conflict be-

§en the crushing actua.lities and the gay, even

-+ delirious resistances of the spirit, . The conflict
.'15 pervaded with irony, because in it we see “the :
: 'point whexe. wea.kness and streng‘th, j)assivity a.nd
!

|

. can, The courage to endurq must be combined with the i.naginative :

e
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- . . structible energy, - acceptance of thipgs as -
‘ S P hey lare and ceaseless impulse to change -then,
: . L ] are brought together and merge in & deeply real-
e v . ised image of reality. The irony is balanced on
‘ I a fine point of tension where humour 1s liable to
, : - fall awdy %nto tragedy and tragedy to yield to
l laughter. , y

' : Even though Boyle's comic anarchy is destructive to his family in

its immediate context. it is perhaps more in his imaginative flights
of fancy uith Joxer than in Juno's heroic attitude that the germ of

utopianism lies, houever divorced from the possibilities of immed=~

iate actualisation. The later plays. with less emphasis on charact- |

!
erisation and more on episodic structure and presentational acting,

picture the flowering ‘of this seed into an effective force as’ comic
’ anarchy gradually becomes an ever nore effective disintegrating force
through its dialectical relationship to. strong, purposeful vision-

)
, aries. Powerful visionaries like the Dreamer, Ayamonn Breydon and
: ®

"the pervasive spirit of Father Ned are merely prefigured in the earif |

plays hy characters whose visions are either superficial and self~

conscious 1ike Davbren and Mary Boyle, or others, like Minnie Powcll ‘

- and Nora Glitheroe, whose spontaneous courage is neutralised through
the fear and conventionality ‘of their partners and their social en-
A L vironments. o o .

. Defining as utopian ‘the - primitive jungle in' Baal and the imag-
inative flights of fancm in O'Casey, posits a basic contradiction
in the concept of utopia. Utopias, since the tine of Plato‘s Rep-
ublic,. have heen considered as superior, imaginary societies whoee .

Ny - i cornerstone is their dependence on and trust in man's rational

L faculty, his ability to plan fexr the general good and to carry out

. -h
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his plens with. hume.ne, if nachine-like, precieion. 3 In the preeent .
century, however, the giga.ntic advanccments in technology heve -

- too often resulted n{n reducing humen beings to feeling that they

'_ of utopia, Lewis M‘umfoni demonetrates bow the same elements mse : w c

'-l

are automated parts of a vast jne. 14 ‘l'hie fragmentation of per-

eonality has;?icthe view t a well-ondered. rational, scient—
.ifi'c soclety thay act&a/ﬂly be the very opposite of utopia. \that is, '

an anti-utopia. or dystopia.. The Prologue to Brecht's Der ka.nkasiscne

' Kreidekreis has at tinmes been viewed from this perspective. 'I'he

distinctions between the utopia and the anti-utopia are often not |
80 much differences in actual living conditions ae they are in the
perepective brought to the work by the. e.utnor a.nd by . the reader. ,

In his eleI/oration of the elements that define the Greek concept \f

o

into the modern a.nti-utopia.n

| ’ .
Ieolation, stra.tification, fixation, regimentat- -

‘ -ion, standardization, militarization-—cne or more ,

of these attributes enteriinto the conception of -
the utopian: city. as expounded by the Greeks,’ o :
And these same features re in open or dis-
" . ... guiged form, even in the supgosedly more dem= - -
° ocratic utopias of the ‘nineteenth- century, such .
- as Bellamy's Looking Backward., In the end,
utopia merges Anto the dystopia of the twentieth
centurys—and one suddenly realizes that the ’
-"distance between the positive idea.l and the neg=-
ative one was never so great as.the ggvocates ,

~  or admirers of utopia had profeesed
- ~ . _ o _ - '\
“In geneml, utopie.n writers*elieve in the basic goodness of
man, : given the right, environment, educa.tion. and moral training.

Or, if man 1s net basically.ggd he is na.lleable enough to be
ne.de good through conditioning and eugenic breeding.16 The

)

L
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' .v-'pmrchological, it is a procese%esulting in something that is leee

utopdan na.kee no distinction between »the Inppineee of the indiv-
- 1dual and that of soctety. _-‘7 As & rational being, man destres
 what 15 best for all, it being evident that this will alsobe g
‘best for him, Utopia. and f‘reedon a.re‘ qﬁomoue concepte, thet '
:’ie, the ideals of "true freedom" are alwaye ihe sane as those of ey
- society. . i ' o

The anti-utopian, on the o‘t.her ‘hand,. insiste’ that rather than
being "basically g00d," man embodies a mixture of different in- . :
';tincts,18 a Premise inﬁuenced strongly by Freud's studigs 4n. o

- psychoanalysis. The anti-utopian agrees that man is malleable, N

".but only at -the’ price of a lobotomy: whether this be eurgical or g

than human, since anv a.ctual freedon of choice between acceptable

Ae.nd non-acceptable a.ctions has been reno\red. Identiﬁing one s

own happiness entirely with ‘that of eociety meafm to "give up the’

“nuances Wividua.l nature, as man ie only partially _

-rational Personal freedom, rather ?.l:en being a "flowering of the \

| indiaridua.l as part of the socia.l whole." oo, often becomee a

N nentel pra.invashing that leaves him incapable of individual thought

- or desire. Munford considers even the k!)nd of freedom established '

'by the amnetypal utopia, mato's Republie, an example of "arTested

" Human development. n20 rather ﬂnn & releasing of human po'oentia.l. | | .
The anti-utopla arises out. of, the shortcomings evidenced |

in the utopian idea.l and. the actualities of society. Utopians )

ve.nd anti-u‘bbpia.ns are, nevertheless, eimilar in /their yi;ws of a ’

socie.l structure established on, the lrinciple of muW




/  and businessmen 1n Brecht's Drei @schenom are revealed as belng -

a mm.i.n‘ soctety, howsver, the most 1n£em‘g'.'nt. and the most "
croative mwmm: bocone tho lelnera: 1113 an antf-utopia thoy
r3 . .

4

beoone rebalsﬁ-on societyu L e

In a utopia the creative ninority 1: the van=--

guaxd of soclety, its point of heightoned cona=
T ., clousness., In the inverted utopia, ‘the creative.
minority or "saving remnant” is the rebels
against a nightmaye, who are trying to change .
it from within to something better--or if tmt
is upossiblo they are ready to leave and creat.e
. a saner world elsewhere. In either case, the O
. regl hopes of humanity rest with this minority -
v rather than wlth the 1u-ger mieﬁy and M’,s R
'~ horrors.21 o .

o

t X'

| , _'l" o ‘I'he stmcwred. hierarchically oontrolled societies 1h (ol Ca.oey'l’
13%1‘ m—w&m Msmm_m and BE._QE*_!& ,
of F‘a,ther Nﬁ-night be vieved ‘as forms of anti-utopia.s. | l"rqn -
| O'Ca.sey 8 perayective-. lan is a nixt‘ure of golod a.nd bad .'mpulaea\

' vThe rigid 1ndoctr1nation by cku:reh, ata.te and conventional morality,

however, suggeste the ex%ont &o which man s malleable, and O‘Casey'

.4

' presentatioml, car!.cah:red portrayal of the nsniptuators of society

, .leaves us vd.th a- sorld in whieh a.ll persoml, ﬂwm mses a.t'e
. to be rigidly controlled)aﬂce, an 1nverted ut?pia. The represent~
- atives of the church/crmsiste.y enphaslze that the lnp?ineus and
/
: the, fremm “of thekindivmual is co-existent with ‘the ha.ppiness of,
: 'sey undemnes th:.s teaching

/fhe ctmrch as ? gious body.
_111 a serles of situa s in which church ind htate a.re negatively

‘/

[ with each other in much t‘he same fay as the ga.ngsters

!
a.like; the\ spiritual a.nd psychological clima.te of these 1ns{itutiona

.’:'-Q_.
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: uy ha.vo an oppormb to dovolop, u J.s ﬁdicatod through tbooo

e LR . . ) ' T o
e Lo Mg

m mool;calf;fportnyod as mplo dust”® and mruity nthor

‘than mtual hlppﬁgiuﬂ The -tronwt ‘ot e young poople, thc

They m fonrs "aaving ronm.nt.' a corp u'ound whiéh a new woxld .

firity,” rebel aea.im t.his aﬁmm mu-hm

%,

who leave Ireland in w_m and ih the fantasised

‘ vioiory of tha ore&ﬁve ninority 1n W 22 ’
";‘hgy nay, howaver, ﬁﬁlso be *feated entirely as 1n The ﬂabo;g'g
- Bonfije, iﬁ which b'Cany seenﬁo wggolt thst nlvation is no -

»“-fonger pnsible.-'f- ' o L o o I | v

w '

"In O'Cudy s ba.non, ‘the "saving rennant" u’&odi s tha lunglng

for a utopia.n socieﬁy of its own, but tbe idgi. 1n\thoae .'uw!:a.nc:e:;,1 o
: .1%!)0'(: the traditional’ 1deal of utopias, that 13, the abdishing

of ‘pan through‘ rationally’ exerciaed contxhs on the inatincwal

. ideal les in tha exploring and the l:\u-ther:mg of the‘ “urge of

ufe" which ;nbodies thu mdivid\m.listic-or anu'chie-tqndencies.

A e s ey

finds its ﬁrst najor realisation in O'ca.sey s schelatic portnyal

- of the Dmﬁer 1n~u&hin the Gateg, who, ln o' Caeey 8 ovn words.

. b e

18& “V D B ~{" T N 4

oo

- Lo .>_. . 2 R ] R -
.o _«"« BYyRDOl Of a noble réstlessness and fiscontent;-

A of the stir in 1ife that brings to:birth new things

ta]r things than those that were. before; of
th? power. irealizing that the urge of life is
above the 1evel of conventional nora.uty

\ .
: .

.,‘_.life of the 1ndividuals conpz‘.lslng the aocm aysm Rather, the -

> f'thus encouraging naad.mp.n 1nst1mmalwmﬁ:/ﬂeation. This urge fbr -
‘a nw and’ mater 1ife of "ﬁemeneu. ;)ojy, graca. uﬂ emution"”'

.

AR

-
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~ aquate 1t with un conhnu]nnu utonlu. W

It mla be a8 anuung. honm-.”‘to nn:rmdy uoumy o' y'-,

o‘fm«pt of l. grutar mx m pomm urge thui oonmuo’,n - }‘_’l‘_{. .‘ .

no:.-mty ldth mn mmuhm muﬁuuon a8 1t would Ve to '

The gxtophnl.n of- O'Onuy'u hte plwl may havo 1ts o].ount
. .
affinities \d.th what wortn‘ Frye oalls 'Mt&on of the -

"po.atorul" or Amdia.n' uto:d.a. ’l‘hﬁ.s utoamm tradiuorr; standing

© An oppﬂition to the plannod, rmuoml n'bopia.n uun or ea.ty-* "»-'ai

e

ntntu, ldemnds a mgiﬁeauon of organiud -ocm ctmchﬂ%s
md ‘goclal rolationstﬂpl to the:lr very osunﬁnm It advoot.teu *
‘a pristino mnode of o:dstonce which oubanh prhg. 1nnoecnoo and

oncnocs with natu.re eu?huislm feeling over reuon, 1t 1; W

, opposed to the eoncept of tha plaa.nnud city, amd offerc a nnewed

enp!* on nan's phwd.cal and maua.l lninga t'he Mhn utopi,u
te rfo'b;l not in the p»ho,.opmr's dialectic, Dut "tn the wdy ss
weu as 1n theaind, in. tho "inoonscims as ml as ﬂn conacious.
in forests a.n'l deserts as \.11 as in highways Wa. in
- e as wm &5 in the' syn
IraJ.ul!’. ‘Golden Agc of wthological heroh and supemn.
ﬁguring proninently in O'ca.aey's late gl
Mses for Me and Father Eg, ‘15 a major
vidon of tbe pastora.l u‘bopia 'lhe signirt
conventioa for the later O'Gcsey and the early precht-—u 1n Beal—
! is that "1t puts the enphasls on tbe '1nte§ra.t.1.on of -,n lith MS

Phystcal dnviroment. w20 e tradw,onal uiopla tends to either

‘ nega.te the pﬁysicnl enviromment as far’ us-possible-—and with this

.

o gmeire " 25‘" - ,\ % : & - -';j—-.—.‘..' ) -

-G



o to negate, as well, man's phyleZi bed ngm=or else to demonstrate

his domiration over/the\environment. In the Arcadian utopia, man's

© harmony with. nature is 1ndicat1ve of his harmony with himself and«

31

his fellow man.- Ds H. Lawrence, with whom O'Casey also has affinities
"'. i this'respect, remarks that "it would be a melody if I walked down
the road; if I stood with ny neighbour, it would be a pure harmony."27

The .Pastoral does not, however, stand in full opposition to con-

- . ventionai society, but only to those superfluous sociai structures
" which prevent the natural 1nteraction of man and nature, The Past~
oral, in-tact, underlies the véry basis of soclety,{constantly em=

phasising the necessity of oneness with the environment, and.by

implication exposes man's alienation from nature and from'his nat-

ural, essential self 1n the contemporary technological world,’ Man s
alienation from nature through industrialism, technolog&\and_false

'. 1deolog1es, forms a persistently recurring theme throughout the
wrifing of O'Casey and Brecht, - - -
— The Farxian conception of utopla, in 1ts 1nsistence that the

o . . 1nd1vidua1 must have a living, sensuous relationship with his

‘ : surroundings, his social contacts, and espécially hs mode of em~

N | ployment, permeates Brecht's late plays, especially Kreidekreis,
and plays a significant role'in O'Casey's Father Ned as’well, Thts
is a further outgrowth of the pastoral converrtion, and an extension
of the more direct unity of man and nature evident in Baal in
vhich, in tHe.Eords of Lee Baxandall, Brecht "hymned the natural
forces, urging complicity with/their_obscene‘fecundity and with

one's own inevitable attrition and death.”28 Robert Brustefh notes
| S T 4



~ 811 of Brecht's, as well as O'Casey s plays,

20

[ . . B / ) !

thatrinfkreidehreis as well, “nature has returned to his [ﬁrecht s]
work--no longer hostile and ugly, tut calm, serene and beautiful "29
This suggests that after a long perlod of presenting the alienation
of man from nature, Brecht near the end of his 1ife again discovers

the possibiliqty of unity, .not the asocial unity. of man ‘and nature

"seen in Paal, but a unifying of social man, with his natural inher‘

itance, Kreide?reis thprefore stands as Brecht's most successfhl

-
attempt to re-integrate the individual into both his social and his
|

-natural environmeht. Han was again to be simultaneously a social

and a natural being, a conplete personality, Although Brecht
attempted this utopian ideal inl;;eidekreis, however, he also showed,
through the Juxtaposition of the Prologue with ‘the rest of the play,
how distant the goal still remained The play is therefore a dial-

ectical working out of utopianism and anarchism against the perverse,

anti-utopian values that characterise the secial structures in‘almost ‘

-

Brecht's Azdak is characterised by Von Wiese as a‘”utopischer

Anarchist," representative of "das rein henschliche in seinem vollen

Glanz,, . . in seiner ursprﬂnglichen, nochenaturhaften Wif%lichkeit,.

die in Grunde durch jede geschichtete Gesellschaftsordnung immer

wieder niveliert oder ganz ausgelbscht wWArd, "30 Azdak, though

comprisinv utopian as well as anarchic characteristics, actually‘
stands in opposition to both the personality-negating world. of ‘
capitalism and the dream of a»classless ,society, ‘Although the
classless society as viewed ‘by Marx and Engels was to allow %or a
maximum .of individuality, effecting a "regaining of personality,

e
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the re-integration and the return of man to himself. the trans-

'cendence of human self-alienation or self-estrangement w31 it

nevertheless negates the flerce, vitalistic anarchism of a Baal or
an Azdek. 1In Brecht's dialectical view of history, however, AZdak
is a positive figure representative of a specific stage of hist-

orical development, as well as of

die Augenblicke des menschlichen Durchbruches‘

inmitten einer automatisch gevordenen Gesell=~ - . -
schaft , ., ., die ins Vagantische, Anarchist-

ische, zugleich dabei oft ins urspriinglich -
Lyrische Mneinftthrenden Ausnahmezustiinde, in . -
denen ., ., , Gestalten die Freiheit des Mensch= 4

seins’ wenigstens punkthaft gegbnnt ist.32 o

The anarchism of an Azdak irrepressibly disturbs the surface of
society at intervals. but 4n a strictly lHarxst,: utopia-oriented

society, there would no longer be room for its full expression,

- with its accompanying non-predictability. VR o

The natural environment viewed as an extension of the natural,

pre-social, nonmoral, element in man, is portrayed more powerfully '

.and uncompro singly in Baal than it is in O'Casey s plays. In the

character o1\ " the most extreme implications of the identification
of man and nat re are observed, for Baal embodies the destructive
and disintbgrative as well as the creative elements inherent in the
natural environment. If primal nature is utopian. and the "jungle ;
of the cities" a modern anti-utopia, Erecht attempts to bring these

opposites together through the anarchic actions of his hero. While

the primal environment of Baal however, emphasises the coalition of
utopianism and gnarchy, the sliphtly Tater Im Dickicht der_ stadte

“\‘J\f\ i ! . ' -




o gives vital expression to 1ts opposite, the futile struggle for

'identity and himan contact in the anti-utopia. the modern city,

which nevertheless remains a Jungle. Instead of embodying the
primal, pre-social element of mankind. however, this jungle destroys
humanity, makling the attempt to establish human relationships, .even
~at the price of one's own existence, impossible. The themes embodled
in these two plays are. carried into Brecht's late plays, but in

i
vastly difﬂerent form. The utopian jungleads at times internalised

o
'in the characters. as in Azdak and Grusche, who together symbolise .,
vthe unreetraint and the natural beauty of the jungle. This is. then
,reinforéed through nature symbolism as well, The antieutopiawie the

exploitive society, determined by the historical period and its dom-‘\

!
inating economic forces, -

The utopianism of O'éasey s later P ‘and especially of

Father hed, also stresses the conce g
must let the Anstinctual life withjh “then well up and aoninate their'f
thoughts ani actions. For 0'Ca Yy too, natural man has a life

force that unites him with t environment. but,that hasxfor too long .
'vbeen stifled by the repressi_
',uithin which he exists.L Rep, ssive morality for o'C afey exists in 4

the forms of the organised c rch—-especially the  Roman Catholic

Church, but also the Protéstint, as is "the case in uﬂthin the Gates-~ |
the political structures,/and the narrowness and rigidity of ‘social |

: conventionsjpnd orgafilsations. . Among the latter he, would include

the natlonalisa of Both the Gaelic League and the Irish Citlizen
Army when it became narroy.and restrictive, as well as the-struggles

o

N

fofces of the artificial socral system"T'
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"of orgbnised labour when it. too, became too confining, though iﬁ

their original ideals these organisations exist for him as vital

‘components of his utopian vision. ‘Nor did. O'Casey, even as‘a !~b
Communist, wholly repudiate religion.. On the contrary, he believea,
1ike D. H. Lawrence, that religion "must be redeemed’and trans-
formed, It mst be recognizéd as a simple mode. of- being, as the
i1ving orgamisn’s palpable relation: to Ae; living universe."33

| . Brecht has approached the union of man and nature in its most
‘primitive, amoral form in Baaly in Kreidekreis he constructed a

. !
' moral framework in which social relationships were to have the.

same purity as those existing in nature, The purity of this union : \.
!

16 symbolised»most effedtively in Grusche's baptising of the child,
) Hichol, in\the cold, clear water of the glacier. O'Casey s attempt

to unite man and man, and man am nature, is presented most convinc-
1o

'ingly. prior to The Drums of Father Hed through Ayamonn Breydon in
. { .

" Red Roses for Me. . ,f |

: Aya.qonn. ‘though psychologicallj[' pne-dimensional, illustrates the a

whole" man whose interests include a love fbr literature, acting,

[ .

’and art as uell as for beauty 4in any form, natural or human; whether
this be in the shape of his mother, his girlfriend, his companions, |
‘the poverty—stricken low. classes. or in the vision of . a justice that -
can only be part of a whole new world. It isinot unnatural then.

. " that the o#erridinp concern of this riythic herd in the person of a "
young laborer should be .to help free hls fellow man from the sub=

,jugation forced -on him by big business. _O'Casey never allows’

,'Ayamonn to_become narrouly.political as 1s the.case.in The. Staxr Turns -

- T L. T A\ o y
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,ng, but stresses continually that the focud of life, once man

L]

" has completed the necessarily brutal anﬂ secrificial task of free- \

: A

: [
ing himfef¥‘from oppression, is tOrcenter on beauty and a full-bodied
{

Joy. in-living, To this end he continually juxtaposes Ayamonn s

‘laborer status with mythic allusions that point to a. state of oneness,'

/ S

as well as serving to‘universalise'nyamonn n's utopignwrﬁnctionl TR

. o : : : : !' _ ' |
L] \ S‘
In Red Roses for ne, 0 Casey showegthrough the
1ife and death of Ayamon /sic/'Breydon- that msn
. assumes new basic traits Iin fhe measure i1 ‘which
'he. becomes -aware of capitalist alienation and
' struggles to overcome it, Breydon's story=-:
- his yearning for t ;beauty without which he -
cannot live, 'his death in the strike--this is-
a page in the history of man in the sense = R
. e o+ 1n which we are concerned with the movement g
and development of manhind. . .

<.

Foreshadowing his saerificial role in the piay, "Ayamonn's head,
A

: dnring the articulation of his utopian vision in Act III,”is "set

in a streak bf sunlight, locking like the. severed head of Dunn-Bo
. / )
speaking out of the darkness"

Y

, : ,Q.A
, Friend, w0 uould that’ you. should live. a.greatdr
\1ife; we will that all of us shall live a greater
life, .Our' sthrike is yours, A’ step ahead for
us today; another one tor you tomorrow, Ve |
who have known, and know, the emptiness of 1ife .
- shall know its fullness. ‘All men and women | .
“quick with 1ife are. fain to. venture forward,.
?&o Eeads The apple grows for you to eat.,.
The violet grows for you to. wear,
o Finnoolé? Young maiden, another world is
: in your womb. - , (CP 3, 198) -

gea Roses for Ye might, in féct, be viewed as one of the. finést .
examples of that fbrm of Socialist Realism known as’ "Revolutionary |

Romanticism," for Ayamonn Breydon never wavers in his revolutionsryvf

f
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etanoe or his forward looking perspective of a new world of Juetioe

and beauty.‘
» to the ideaf of change through action, to the\point of sacrificinb

He is fearless, ajvisionary. and entirely committed

|

1

I
' hie own life for the vision -of a new uorld.

X

Ayamonn is the eymbolic

representation«of the new man who combines vision and action: a

love fo:d.lif&and beauty witheﬁ understand.’cng“an& tolerance of

ot bigotry and hatred,[ Ih short, ﬁe is the man who is essqntial not
B only for changing the uorld, but also for living in it once it has
heen changed. le. is Donal DaLoren made. whole(, "' 'vji' o
O'Casey s theater technique in this scene from Act III of the.7
play is expressionistic, for he fuses lighting, etage eetting, rhyth-
mic movement, diﬁhbgue\and!action to present a vision as an unfbr- o f]
gettable experience. ' Unltke. the ma,jority of o' Casey 8 plays, little o
' or no effort is made to defamiliarise,action or personality in Red
| Roses for Me, for here O'Casey was dbncerned with depicﬁing a
utopian vision as straightforwardly and effectively as possiblek
L TML 1s not to say, however, that O'Casey s view of the 1913 |
'_'- strike and lockout,-pn nhich the play is based, uas either simplistic ;l
or one-sided. iy
. same uay that Brecht's Qer ggte Mensch von Sezuan and Dex kaukasische * |
| 1reidekreis are parables. L
of the fituationo his.innate goodness, in fact. like Grusche s

Ayamonn Breydon represents only one. side

goodness, serves. largely to’ emphasise for us the” injustice of the
exploiters who are unconcerned with poverty or: hardship.' O'Casey
: effectively contrasts Ayamonn s herolsm to the suffering of those !

who are. exploited, thp poverty-stricken with thelir exprerionless,-.

Y . R ) ‘ - .‘~> / .

The play can ‘be approached as a parable" much in'the R
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sk-like faces, as well as to the close-minded bigotry Tf adher- ’,

ents to strict codes and ‘Teliglons, 1ike Rpory, Muiicanny

Brennan b' the Moor.v As in Brecht!s, last"plays, the focus is ;

.3\ twofold; it anticipates the 1deal uithopt white~uashing the actual.

y

‘\Qhe parable is not as clearly pointed as are Breoht’s, nor are the

_vision in The Drums of Father Ned. In juxtapoping mythic past

elements of property, exploitation, human relationships and the

counterpointino attitudes of the rich and poor always distinctly

‘isolated and individaally considered in the manner of Brecht, for

I

"O'Casey s intent ‘was to heighten the whole of the experience..‘

Névertheless, the outrage at the animal-like existence of the lower
classes and the contrasting-!ichness of life thai should and could

~ be possible are expressed in the strongest of terms. in a play '

that was, after all, intended t6 have: a stromg enotional, as ‘well

as intellectual, appeal, ‘! S o "f-- |

1

.' Allusions to Ireland' "Golden Age” ‘of mythology and folklore,
and to the fight\for independence conducted by nationalists like.

. wolfe Tone.and Parnell, are used to burld the basis of the utopian o

oo

with present-day reality, O'Casey demonstrates his be;ief that a;
';vital life spark still exists in present-day Ireland, and that its

spirit is’ unquenchable, for as he says in his last volume ofﬂthe

' Autobiqgraphiesl "Brennan s still on the: moox, - There are hrave e .

" men and women in Ireland still; and. will be, will be, always, H'

I
for ever."?? In Father Ned. the allusions to Irish nythology 4 .

. reinforce the: pastoral elements of simplicity, heroic strength,

and oneness with the natural_nniverse which pervade 'O'Casey's .

o ' e . . .
* . AY . \-
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utopia. The Tostal festival, though represents a vitality that,
though it celebrates the renewa% of Irish mythology, also exists in
its own right, end actually sexves as the link between mythic past and
a_revitalised present. As Jack Lindsay suggests, O'Casey here '
"viv?f[ie§7 the mythic images by linking tnem eriectively with modern
1ife and its issues. w3 Bernadette Shillayley, lost in reveries of |
t'Columcille and Deeusk, and then brought back into the present by
f'Skerighan, remarksl "Oh, th’ Tosthal? That's different. Then there'll

*‘be games, music, shoals of songs, plays, an' gay girls dancin' uith
:boys who are gayer stib}l“37 “The. past ‘is an integral part of the A

present in O'Casey s pastoral utopia, bdt never threatens to over- ‘

whelm 1t. e o

.
‘The dialectics of anarchy and utopianism in Der kaukasische e

Kreidekreis and in The Drums of Father Ied Hill be worked out in,

greater detail in a* subsequent chapter on each of these plays. As

.this dialectio is, however, inseparable from the technical e;periments |
» and developments of both Brecht and O'Casey, it seemed essential |
: that these should be considered first. The next chapter will there-
fore focus on the experimental theaters of Brecht ‘and O'Casey, sug- R
gesting similarities and differences, as well as considering ‘them

"in terms of;a ¢ fparison wiﬂh the German expressionistic theater.*
¥ 4 :

3
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. BRIDGE OF VISIONy EXPRESSIONISM, EPIC THEATER AND o AR
O'CASEY'S DRAMATIC E-)G’ERIMENTS . _ p- '

| | o '“O'Gasey [Enq] Brecht .eb essentiafiy
- S : - founded modern drama together, widening
v P < its scope and method incomparably more -
' “than did the earlier .experimental .
: and expreesionists.f © Jack g LY

Brecht's .and Piscator'q formulation of the Epic Theater concJBt was
both ‘an outgrowth and a rejection of Expressionism in Iiterature and the
arts, as well: as being yet another of the many reactions against Natural-
ism. It is worthwhile to consider that though Brecht despised the ex—
pressionistic movement for its\intensity, its evocation of apocalyptic

and messianic visions, end its d'ten selfbconscious exploitation of “naked

human emotions.1 this movement nevertheless has aspects compa;aole to
Epic Thealer and to O'Casey s;drama, ‘both in'its philosophical goals and
in its formal, technical achievements, If Expressioniem, Epic Theqter
and. O'Casey's experiments are considered primarily on the basis of their‘
” theoretical aims, we may conclude that tnese aims are, in all three cases, -
utopian in outlook.«.The technical innovations accompanying the movements _'
have too often been given rrimary significance by criticsn they were sec~ |
ondary in the sense that they were the means of implementing the utopian
theoretioal goals. In experimental theater of this nature, however, :_
content and form are inseparable, as the form both expresses and inten-».
slfies the philosophical content in innumerable ways. . _" . ?‘
Thé goal of Expressionism, Epic Theater and O'Casey 8 theater was
the establishment of a utopian society. Brecht and O'Casey, as well as"
v.the Expressionists, felt that contemporery socliety uas anti-utopian and

o :
| i
b i
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- demuninng; mxng‘tﬁe “Faman belng’ of a1l 1ndlvldue11t\y and in many

caées even of the poee&billty of 1nd1v1d9al thougbt or enotion. 'rhe
Expressloniste felt that thie 1ncreulng nechanleation of, me.n wa.e |

caused by technology. with its coneequent denla.l of eplrltuel velueea
"Allee, was wir erleben. ist nur dieser ungebeuere Kupf um den R :
Kenachen, Kampf der Seele mit der Maschlne. Brecht. on the other | |

hand, blamed’ the philoeophv of oapitelim. whlch baeed hun.n relatlon-

‘\ ships 80 conpletely on a lyetem of 'exploiter vereue exploited. o’ Casey’
" »o'bjection& to exploltation, ibough couched in less theoretical tems '
' tha.n Brecht' s. are no less vehenent) with the a.lllence of orge.nleed Te-
'liglon a.nd wealthy lendownere eingled out for especi&lly soathix@ demun~
'_ciatione in virtnally every play. O'Casey s poaition, however, 1s somewhat )
_different from Brecht's and f‘rom the Expreasloniste. aa Ireland was. of
 course, not noarly as 1nvolved in scientlfic prc-gre.se or technological

e.dva.nces a8 wa.s the COntinent, nor had the ];rish adopted the oynice.l, .

- decadent attitude that- seemed 80 much a part of Gerna.ny between the Harsog

The Expresslonists. elnilarly to Brecht and 0'Casey; envleioned a
utopian world ﬂmt would doninate after the world revolution or un‘lvexv N
ea.l cataclysn had destroyed the existlng explpitive etmcture It 1;

.nltimately in their differlng attd.tudee toua.rde the preecribed utopia

that the contrasts between Expmssionisn. Epic 'rheater and' ' Ca.sey g o

experiments are most apparent. o | ' : .

\

_‘\- Tbe dual elenents of anti-utoplan peseimisa concerning the present, :

and revolutlona.ry optlnim for the mture are articulated for the Ex-
pmeelonists .‘ln_a. typically ecstatic 'sxtatenent.by Ludwig Rubixiero

S
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&ch kenne dds Aufplatzon*ﬂer Erdkruste. Stasb serfliegt,
_alte Dreckschalen werden durchsohlagen, heraus efedet -
- &as Feuerzischen des Geistes.. , . Tch weiss, dasg.es = -
- ‘nur - noch Katag rop hen gibt, Feuerbriinste, Explosionen,
Absprtinge von 'ho en Turmen, Licht, Umsichschlagen, Amok- . .
schreien,. . . Elnen schpellen Augenblick die Intqnsitat o ,
- ins Menachenleben zu bringen: Unter Erschiitterungen, N
- Schrecknisserfy Bedrohungen das. Verantwortlichkeits- o
gefuhl des Einzelnen in der Gemeinschaft bewnsst .machen! '
+ + o wir /sind/ bis ans Ende /nie/ enttduscht.. , ,. ‘
Unsere Hoffnung ist unermesslich, dass sle tbermissige = ‘ LR
Pressunz der’ Seligkeit das tdgliche Leben in Trimmer | S
‘ sprenge,. . . Destruktion. Uns .macht pur-die (einzig!)
-~ 8ittliche Kraft der Destruktion’ glUcklich, Beveiss -
- - Der politische Dichter hat jedesmal seine Sprache be=-
| " reichert. Er hat Schm#hworte gelehrt, . Schmahworte aus
K Liebe.., . . Wir leben erst aus unsern Katastrophen., . . - . o
‘ ‘ . Stbrer ist ein privater Ehrentitel, Zerstbrer ein relig- ‘ T
P ibser Begriff, untrennbar heute von SchSpfer, Und Lt
: darum ist es gut, dass die Literatur‘in die Politik “

sprengt o o )

i ..Rubiner'e comprehensive statement reflecth many of the facets-central
to German Expressionisma that society as it exists i 1ntolerab1e and%”
must be destroyed; that the rega.ining of emotlional intensity is vital | - |
-e‘>to a world in which human Fesponses n:ee become automatic and meaning~ ;‘:é'
"nless, even if this 1ntensity results from negative 1mpulsesg that 1nten~ T
sity of feeling is in 1tse1f a life-gfving force that\demands an une~ -
quivocal commitment. both Epiritual’ and politioa.ls a.nd That political
i activism is at least one 1ntegra1 element of the expressionistio p1at~ o ..“f
'vform. The world hadlto be destroyed before it .could be re-created as g. '
a. utopia, and both the; disintegrating and the re-oreating processes had
thelr motivation in the new vftality that befdre all denied the natural- o
.1stic determinism and spiritual drabness of the preoedlng eenerations,
'whose spirit is characterised in the following statement by Hermann

,Bahrl

\

Sy



© century man had become a-"
N [ .

Wir leben Ja nicht' mehr. vix werden nur noch .geledvt, N
Wir haben keine Freiheit mehr, wir dtrfen.uns fiicht ' N
mehr entscheiden, wir sind dahin, der‘Mensch ist - e
‘entgeelt, die Natur entmenscht.. o 3 Niemals war
‘ eine Zeit von solchem Todesgrauen., ‘Niemals waridie
.. NWelt so grabesstumm,, Niemals war der Mensch so.. .
*  klein., Niemals war ihm so bang. Niemals war Freude . SR
. Bo fern.und Frelhelt so tot, Da schreit die-Mot o
jetzt aufi der Mensch schreit nach seiner Seele,
! die ganze Zelt wird ein einziger Notschrei. Auch
" die Kunst schreit mit, in die tiefe Finstern s hin- : .
. ein, sie schreit um "ilfe, sle. schnpit nach: o ,
 Geists das 1st der Expressionismus,. . . Der Ex- - o
" pressionist . .4, schligt kein Pfauenrad, ihm handelt -
. .es sich gar nicht um das einzelne Werk, sondern er : ‘
"~ »  will den Henschen wieder Zurechtstelleq.5 { - C

The Laturalists. reihforced]by Darwin s theory of Jkatural Sel- - ;;}

ection" and. COmte s Positivism, had shattered the comTortable myths
»'that until the middle of the nineteenth century had allowed man to

. believe in his own’ existence as being‘gf primary significance in what

was still a coherent and unified world. Expressionism both deplored .

: the lack of absolute values and tried to re-introduce them; it there~
ffore constituted a violent and’ desperate reaction against the Natural=
v' ists' assertion that man\was a social animal. conditioned anlbdeter-
tmined through race, "epoch and milieu, and degraded still more through
- the rfagmeéiation of the body and ‘thé personality caused by increasing o

industrialism, objective analysis of the psyche, and: the advances of o ;

' modern science. '"Die Myﬁhe log,"'states Gottfried Benn as an acknow- 5A

!

ledgnent that past values'were_no'longer accessible, that'twentieth

. N
"'Verlorenes Ich. zersprengt von Stratosphiren L ..
Opfer des Ion-=3 @amma-strahlen-Lamm-- - : N

Teilchen uniFeld~-| Unendlichkeitsschimiren, . .
’ ("Verlofénes Ich")

.
N Nl
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G'ueht betueen infinite ‘space and the linuteness or 'the ion. ike urgee !

of the 11bido and the euffocating restrictions of a puppet-like social -

udstence.\ man coLd be viewed,, eccordin@ to the Exp‘reeeionists. only

as a eacriﬁice to science and to nediocrity. ,'rhe goal of the Exprrer

eionists wa tc free the humgbeing from thie enti-utopi.n. trepped

existencel ihie could be attempted ina ma.ll meesu.rc by pe!nin( sven

14

. enough individual freedom 'bc make .one, or two persphal decisiont of

universal sipnificance; to ‘be able ‘to offer oneself as a sacrifice fbr

greate\ freedom, for T.xa.mple. as illuetra.ted An Georg Kaliser' e Yon '
&

)'orpens bis !'i.1:1:erna.cl’:ts6 a.nd Die Rireer von éalais," by envieionimz '

f‘reedcm through the birth’ of a new, &lnoet Niet‘sschean superthiman as

in Gas 1.8

’ fal and spiritua.l man as in Toller'e agse= ensch.

l"'

In a.11 cases. bowever. the Expressionists goﬂ is %o achieve a

sb%ial and spiritual reJuvenation which in its utopianisn is universal

ratfer than merely subjective or solipsistica

o) e

' Wir wollen das Reich des Geistes errichten, Das Re¥ch

des Geistes hat die Welt ergriffen. Wir sind nicht .
WiT.s oo Wir wollen .’.. . das.Reich des Geietcs ‘unsg. -

b" fnen

’Der Kunqtler . « o sucht nicht setne persbnliche

Elgenart inm Kunstwerk auszudrticken. Im Gegentell:

er sucht diese persBnliche Eigenart zu unterdrticken,
. zu Uberwinden, um so klar wie mbrlich das Innere = e
der Erscheinuns, ihre GCesetzmiissiwkeit ausdrlicken

gu kWnnen. . Auf diesen Heff komnt er auch zur Gesetz-
n!ssigkeit 'seines Wesens. |

J

. c » Tt ' » ’ ’ R
. The major concern of tl_'xe Expreesionists is, then, to express the

wessential of the exterml appearance,” the core of reality inherent

in nature and in man’ s Telationship to the rfural wdrld., To do this

Ve . t f__
. ” . ! .
©

or througla the attempted integration of the individua.l. soc-
9 o .

(=] ‘
’

ve-
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they were forced to use methods of expression vastly different from

those of the Naturallsts or even the Symbolists. Stylistically they

were faced with the'parade of .expressing abstractions, the "universal

reality," in non-naturalistic yet comprehensible terms. This led to

A ‘ Y ‘ :
extreme gestu?‘s in language and stagecraft, as uell as in theme, an

"Abstraktionsdranp" whose urge was to combine the abstraqt with the

concrete, soul with body, and spirit with substance.12 The form of

expregsionist writing was therefore to be concentrated to the utmost
degree: “Elne Vision will sich in Yetzter Knappheit im Bezirk ver-

stiegener Vereinfachung kundgebent -das istiExpressionismus in jedem

»

Stil, w13 _ ' i '
The neigssity for succinctness and the desire to reach the highest
(ievels of intensity of feelinw, to reach the core of reality within .
objects ard ths universe led, as Walter Sokel remarks, to "elements of
distortion,lu exargeration, groteequeness, and implausibility that

clearly anticipate the alienating effects encountered in the avant-

garde theater of our own time.” w15 Characters,in Plays might be either

‘lyrical and poetioally verbose, as the‘poet in Sorge's Der Bettlerlé--

“. and the Dreamer in 0'Casey's Within the Gates--or else s0 succinct .

©

that pantomime Virtually took ‘the place of verbal expresslon, as 1s -

-the case in kalt%r Hasencleyer s Die Nenschen.17 okel defines the'*
, o < _—

: £
.relatiOnship of language to thene in expressionist drama in the follow~

JAners g 8 S o
’ m« -
The prOJectipn o‘ abstracb ideas and psychic sit-
uattons 1 gymbolic images and happenings is one
of the mo:% asic features of Zxpressionist drama,
Consequentl&, language loses the pre-eminent rank

it held In traditional drama, Dynamic utilization
of settins and stage ., . . expresses many things

¢.
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This use of symbolism, exaggergtion. stylisation qﬁd abbréviated,

4
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formerly expressed by lanfuage, or not expressed

at all. | Broad pestures, uninhibited overacting

»s o o the return to mask, buskin, and chanting~-
these are the demandsgmade by Expressionist theory
and ‘frequently exhibi by Expriesslorist practice.
An immediate appeal 1s made to the audience's vis-..
ual sense rather than to its conceptual‘thougbt. o
« + o Repetltion, variation, modulatins echo, and . -
contrapuntal clash of vinrle words are essential
parts of &Lxpressionist dialogue.. The Expressionists
utilize to their fullest extent the expressive pos-
"sibilities of punctuation, 18 .

contradictory lanvuage patterns déé all part of the attempt to extern-
aliselé subjective realis#t;on of objective, universal trﬁth." Thbugh
‘BrechtLused é;pressibnistic teéhniqges,,and C’Casey wrofe'a number‘qf
Plays that are almost entirely expressionistic in form, both.bf these

.o : i .
dramatists nevertheless held on to the impaortance of languare as a

. i . '
" primary means of expression, -both in song and in dialogue. Despite

the crucial-inportance of vfsual effects in Eggyr’work; nei ther ever

.allowed lansuage to be subsumed into the other theater arts; in fact,

language takes on an added dimension in plays like .The Silver Tassie..

¥ithin the Gateh, Red Roses for Me and all the later.0Casey plays,

as well as all the Brecht plays, but especially ‘so’ in Baal and Die

hellige Johanna der Schlachthbfe.,

. The search for a universal reality as the core of human:exist-'l
ence lost.crede;qé during thé disillusiqning post World War I}yeérs in.
Germany, ‘and was soon countered by‘the more overtly politiéal'commif-
nent of "die neué Sachlichkeit"'and Piscator's political theater.

Since 1ts decline, Zxpressionism hag remained significaht, not so

much for what it regliy stood for, ;ts@eXpréssion of an essential

reality, as for the tec%niqal innovations which it introduced into

i . I
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‘the theater, It should be noted, however--and this is true of 0'Casey
las well as of the German Expressionists--that fér them technique was

secondary to content, as is clearly stated by Kasimir Edschmid,

Kicht Kampf reren schon.StUrzendes verbindet, wo

! wir doch tolerafter, duldsamer als Voranrezansene, .
auf Formales gerinesten Wert lezen, wo klinstlerische !
: Fragen, im fusseren nur ruhend, uns fleich- ultig ,
abgewendet sehen, vielmehr bedacht auf die ,esinIg
nung., Dile Pindung ist &8s Zliel geistiser Kunst.,

The distinction between the visionary, spiritual elements of Expres-
S .

sipnism and‘its technical-innovations is important in*a‘comparison of
Precht and O'Casey, for while Brecht regected the former and adopted

: many elements of the latter. C'Casey, in plays like The Silver Tassie‘

(1928) and Red Roses for Fe (1942) maintains the erressionistic vision

3

as well as experimenting with many parallel techhiques.

The similarities in technique of expressionist drama to the plays

of both precht and O'Casey are especially eviden&rin the radical exper-=
< \

imentation of these two playwriphts with language, masks, settino and

{
‘I.Sv | nusical accompaniment, as well as in_their radical distortion of char- |
| acter-and'plot.for comic and didactic effect, A further character-
% istic of express@Pnist drama shared by Brecht and 0'Casey is the sub-
‘ _duino of dramatic conflict in favor of narrative or- "epic action.
t- Given the schematic configuration of alhost all expressionistic char-

- \

acters, dramatic conflict, when 1t. does occur, is a conflict of ideas\
rather than of personalities. Brecht utilized the episodic form

beginninc with his first major play, Baal (1918). and O'Casey s plays,

though retaining the traditioral divisions iﬂto acts, nevertheless :

consist largely of a serles of separate episodes that ultimately defy’ the

7’
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conventional,'plot-oriented drama, as is pointed out. by Robert Hogan.zo ,

Sokel correctly identifies the episodic. narrative structure of expression-
ist drama with the Christian Passion play, adding that further influences
| were Goethe s Eg_gt, Shakespeare. the Sturm gnd Qragg playurights (espec~
ially Lenz). Buchner, and the cabaret, "with 1ts brief skits and numbexs, "

!!
Theee influencee then became significant to the development of the'Epic

w21

Theater by Piscator, Fenchtwanger and Brecht. O'Casey s drama, too, has
affinities with the nedieval morality and with Shakeapeare; eimilaritiee
‘exist with regard to episodic form, richnees of language, and the subordin- I
ation of character conflict to theme in plays like The Sllver Tassie, ‘

Gatee The Star Turns Red, and Oak Ieaves and Lavender.

Brecht'e utopia differed from that. envisioned by the Expressioniets

in that it was not to be a new, universal world of heightened reality,

!
but  ¢onsisted, rather, of an attitude. Like the expreesionistic utopia,

‘Thowever, it toovhad a philoeophic.basis; as Manfred wekuerth_eayet

£y
'

Defamiliari tiqg{Ve ndugg) was not originally : SRR
a theatri concept, but a- philosophic one, It L
signifies a ‘definite way of loqgking at the world, ' '
derived from the materialist dialectic.?z

\ ’ P R :

\ ‘
The world must be revolutioniped and changed, certainly, but 1t was the

!
attitude of people toward society and social relationships. both

before and after the revolution, that would deternine whether
) actions were. bounded by a utopian or an anti-utopian franework. . f T
The-utopian attitude was characterised; for Brecht, by three major ‘
attribntes. Firstly, it must be a scientific attitude, and in opposi-b

tion to Schiller's dichotomy of the naive and the eentinental poet,

/

. \' I
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Brecht belieued that. the immediacy of the naive viewpoint could be

regained through science. Secondly, the utopiah attitude musthbe aes- cud P
.thetié, and ginally, it must be motivated by pleasu:e, or ev&élé)ain | o l ;E

"fun," ““ L . - ) " | . !' : | , !
. If expressionism, then, constituted a reaction against the scient- |

ific a(e, Brec;t, on the othe%épigz, exalted the scientific attitude»,3,.

It is neceSsar& to distinruish ever, between science. used aé a tool

-in an exploitive world, and the scientific attitude as enabling one to-
view objects and human relationships in a novel light and from a vaﬁ-
iety of perspectives. As lons as society was oppressive, -science ,

would ‘be used as a tool of oppression; once the world was freed, or

the proper ethical relationship of the scientist and of individua&s ' i A

\ touard societ) was established, science could be used constructiveﬁy,
M k

and could actually function as a primary abent in the reconstituting
of the entire human personality and of a unﬂfied, organic society.
rather than addins to the process of fragmentation; The issueconcerns not‘*-_i o

| science as such, but, the scientific, critical attitude that encourages g R i
l ‘ ' .
man to view social responsibilities and privileges clearly and with S
A
integrity, and at the same time sees novelty where the conventional

\

imagination sees only routine. Galileo, in Leben des Calilei, *ormul- '

o~

o .
ates Erecht view that- the obligation of ‘the scientist to his society"

is primarily tq relieve. human sufferingn _ S .o ' .

. . | . | .
| . . ) S , S
A . "Ich halte RN dass das einzize Ziel der Wissen- : ' s
schaft darin besteht, die Mtthseligkeit der mensch-~ - N -
lichen Existenz zu erleichiern, Wenn Wissenschaft-
ler, einreschlichtert durch selbststichtize Macht-
haber, sich amit bexnlizen, Wissen um des Wissens.

willen au‘zuhaufen. kann die Wissenschaft zum Kriip= f

pel gemacht werden, und eure neuen Maschinen mbren o ;

-nur neue Drangsale bedeuten. Ihr mbst mit der Zelt - ‘

alles entdecxen,!was es zZu entdecken givt, und ~ '

N oo . \ ) \
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euer Fortschritt wird doch nur ein FortschreiteA
- von der Nenschhelt wer sein, | Die Kluft’ zwischqp
¥ euch und ihr kann eines Tares SO gross werden,
' dass euer Jubelschrei tiber irgendeine neue Errung=- .- :
: enschaft von einem universalen Entsetzensschrel , I
| ) beantwortet werﬂen kvnnte. (”H 3, 3&0-41) :

I

Brecht again echois a similar concern uith the ethical relatioFship

of.the scientist to his ociety and to the world, when he refleots,

in the "Kleines Organon,"!that L o , . " N

b d SN .t
| Mit meinen Vater sprach ich schon uber einen Kont- '
* inpent weg, aber erst mit meinem Sobn zusammen sah ' L
ich die bewezten ‘ilde* von der Explosion in Firo- o
shima, . (CW 16, 669) . L R &

The scientifie attitude clearly . hAs both utopian and anki-utopian
. potential, but where the Expressionists feated science and emphasised
its destructive pOSSibilities. Brecht stresses the éthical respons--

\ibility of the scientist--ayd of everyone adopting the scientific ) ORI R

*

attitude--to free rather ‘than- to enslave the worlds . 1

.

Vie die Umvestaltunc der. Natur, so ist die Umge-
staltune, der Zesellschkaft ein‘Befreiunﬂsakt, und . : o 1 ,
es sind- dié Freuden der Eefrelung, welche das B S S
- ‘Theater eines wissenscHaftlichen Zei lters vermit- R
teln sollte.‘ (5w 16, 68?) _ o
W - L Co

s T}}e positive scientiﬁc attftude that Breéht encouraged, and which

- was to result in the establishing of a truly scientificltheater, may
_be called utopian both for: its positive action in freeing human relat-
ionships from eyploitation and mechanisation, and because of the rfch—

- ness of 1ife it could illustrate for the rational. detacred observer.

[
The naivete accompanying the scienti’ic attitude was. noﬂ that of ig-

norance, but the ability and‘willingness~to view commonplaces_from'
B [ . L s ) o '

<
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A new perspectives. thereby alienating or distancing that whgﬁh seemed

“to be familiarc ‘ L ‘ b

* "\ Damit all dies viele Gerebene ihm als ebensoviel'
" Zweifelhaftes erscheinen kbpnte, miisste er fthe .
observeg} jenen fremden Blick entwickeln; mit dem .
‘der grosse Galilei einen ins Péndeln gekommenen ..
, ‘ . Kronleuchter betrachtete.. Den verwunderten diese - .
e ' : Schwinzunsen, als hiitie er sie so nicht erwartet] .
L L und verstinde es niclit von ihnen, wodurnch er ‘dann
' ' * auf die Cesetzmasai"keiten kam, Diesen Blick, so.
" \- schwieris wie produktiv, muss das Theater mit seinen
Abbildun{cn des menschlichen 2 ammenleben provo-
gleren, Er muss sein Publikum ndern macken, und
- dies geschieht vermittels einer Tech \lk der Ver- o
fremdungen ‘des Vertrauten. (Gw 16, 81-82) ‘ L y

P

In aiienatinﬂ the familiar hOwevor, Brecht's position'ﬁasfnot‘
|
. as opposed to that of the prressionists as is at times thoumht.

' | ,
'"Defamiliarization," says Yanfred Wekwerth, speaking of Brecht‘ R

>

LEpic Theater,

L e : .
I isa méthod which . searches for ways of. Festroyinr e
the .habitual way of lookinz at a thing,, in oxder :
to reveal the contradictiors within' it, so that. its
‘reality may be perceived. ,This method lets the
. .7 essence df a thing shime through its a2 puearance at _
o~ ' every moment. This transparency. makes soclal ap=.
o ©* " pearances comprehénsible, within the active grasp
_ of mankinds inqthe theatre, the pre?entinu af Buman S
AS ~ affairs in historical pers ective. my ital, .
| . _._r___t _P_‘ ¥ )

N This method of ascertaining reality throuéh cohtradictions is similar|;
| \»:' to the exprcssionistic1technique of distogting thq external ngarance ‘
| . .' of obJects in order to rfalise\their core or internal truth: "Jede
strenFefpnd wirklich abgolute Ubeﬂzeuﬂunp aussert sich in Jidersprﬂchen."zs'“
Thexgifference. however, is that in emphasisinﬁ the. contradictory aspects\

of & situation to discern its real nature, Brecht strefses th& separ- .

. ation rather than integration. df the elements of theatrical production

+




\

e rather than to understand 1t.

(uozds,'music,-aesagn.fchoreogfaphy.‘etc )s Separating the thedter

‘ arte allowed each to be considered 1nd1vidually as &ell, for greater

understandinp of the. attitnde it demonstrated. as yell as of its

' | S 7_ o .
. . . N s I

relationship to, and posslble commentary-on, its §ghwesterkunste.

_ The'Expressionists combined the elements of theater production, to

help the audience expgrience the truth attained by the total effect.v
: f

i
Pxh

"Brecht’s conception of reality is! not the fixed, universal new - -

- world of the éxpressionists, but a world that.1s ia constant flux,'
 'and 1s, in fact, pefinep by this state of continual unrest, For this
' reasoh, Breé!k's theater 1s historical; 1t emphasises what 1s signif- .
g icant for a particular place ahd time 1n opposition to the universal
| truths sought by the Expressionists. In- Breeht's view, the woxrld - can

be understood '
1

"movement. Movement, in turn, can be under
"Af one conceives it not as the product of -
external impulse (God, Idea, etc.) but as self— :
 movement, that is, as the incessant reciprocal [
-interpenetration of - intrinslc contradictions,

't This way of looking at the world holds that the
causes of human relationships are to be found
in the relationships themselves, The division

. of spoclety into’ ogposing groupe is the cause of
B eocial novement.

«' o only as long as one recognizes it in its!

!

" The sociél-scientific method of Epic Theater 1s thgt of dialecticai

aaterialism, says Brechtl o

ﬂiese Hethode behandelt. um auf die Beweglich- , Vo
keit der Gesellschaft zulcomnen, dle gesellschaft- -
. lichen Zustinde als Prozesse und verfolgt diese in |
R p 1hrer‘Hldersprﬂchlichkeit. Ihr existiert ‘alles nur,
: inden es sich wandelt, also in Uneinigkeit mit 'sich ;
"selbst ist. Dies gilt auch,ftir 'die Geftihle, Meimingen - '~
-und Haltungen der Menichen, ‘in denen die 4eweilige Art
1hree geeellschaftlichen Zusannenlebena sich ausdrtickt.
o (GW 16, 682)
* \-.‘-\ ..:

[N
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The came dichotomy that haunts the philosophical relationship
Epie mheater 1o Fxpressionism existy also with respect to its -
.smical innovations. AlthOUf’h Brecht utilised many of the dram— '
atic conventionv of the arplessionists, he did so for his own pur- |
poses, Expressionist drama used masks. music, chanting, abbreviated
'largua(ze, di*to*iion of external appearances and‘frrotesquerie/
well aS\exaggcrated stage settinps, in order to heirhten the cumul*
'ative intensity\of the missionarv zeal whilch theqe pdays often evoked
Q»Brecht used the- same conventions--either sinbly or in varyine combin-
! ations--to force commonplace, familiar events or c6ncepts into a dif- - \~ i
‘ferent, unfanilitr focue, thereby bringine them before the<audience N

i

| from a unique perspectiVe. Rather than heighteniny emotion, he uved . o
' these techniques to lessen the emotiona1 impact and increase the crit-"" . \
| ical faculty. Since a stawe character's nepresentative manifestations

.of gzief,lfor example, automatically evoke an audience identifithion

with him that has become a conditioned response in our society-r

»
i,.cxternal actions like crying, wringing of hands and other "trappings"
v of grief evoke this conditioned respOnse--Erecht shows Hutter Courage
'”to be so concerned about matters of money and personal welfare, that

her prief over her dead son, genuine ‘as it is, i% not expressed in Lo
any of the familiar waysf By producf%g a reaction other than the exr ,é;
pected one, Brecht puts the entire situation‘into an estranged or novel :
.perspectiVe, thereby preventing aggnnditioned or cathartic response.

and demanding, in tead, a new or naive reaction from the audience.‘ '

Though the scene is not without emotional appeal, the distortion of ! | o
'the usual expression of grief by introdudiné a contradictory element j

forces the observer to consider thoughtfully the implications=o£ the . .
. . I ‘

BEY . . . . .
- : . S . v
) .
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situation as well as reacting to it emotionally, thereby stimulating

-
3

a response that is both emdtional and inteliectual. The contradictory
, elements necessary to elicit the ﬂundamental Gestus of a scene are

~ not aluays written into the text of the play. and must consequently

e worked out i the production itself Brecht espepially emphasises

¢ t‘sively concqgtrated scene of Mutteg;Courene must

be' played for: its intellectual rather than 1ts tragie potential.

Althouah he does not deny its enotional appeal, he views this as sec-
!

ondary, and dispensable if.its absence will help the' audie%ceeto adopt ‘

| a criticai,’objective stance; |

Die awsseren Vorg&nre dieser Szene o v e geben den‘
Darstellerinnen der Courzge soviel Spielreum 50
‘viel direkt zu zeiaen. dass es fUr sie kein-Verlust
ist, wenn da kein Platz Uibrigbleibt flir rrosse imnere
\ Geftlhle, welche die: Darstellerin aufrcspart haben mag

und nun loslassen. w111.22

‘A PO

B

I
Tt T |

Where Brecht breaks through conditioned social responses’by

separatinp and Jjuxtaposing contradictory elements, the Pxpressionists

o tended to break through the‘sare conditioned patterns by exaggerat~

1
ing the external characteristicS-and thus producing a heightened

emotional response which more nearly approached what they considered

5

.tP be the true nature of grief. They wanted the audience to feel the -

14

intensity of the emotion, while Brecht wanted" it to speculate about

the nature of the emotion, to considcr its validity and its relation-

. ship to the surrounding circumstances.

\ . | |
¢ The second atiribute of the scientific attitude is that it must

S | ] L «
-be aesthetic as well as scientific, amd to Justify this claim Brecht

again relies on science for his support: = B

POV RV
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Galilei schon aprgcht von der Eleganz bestimmter
Formeln und dem Witz der Fxperlmente, Einstein
. schreibt dem SchBnheltssinn elne entdeckerische.
- Funktion zu, und der Atomphysiker R. Oppenbeimer
preist die wissenschaftliche Haltung, die 'ihre .
"~ Sch¥nhelt hat und der Stellurc des ben schen auf T
~Erden wohl anfemessen scxeint. (Gw 16, 662) - o

- o .
- B o ’ b

'4.Tnis quotation,,tﬁfen-from'the "Kleines Organdn," indicates that 1n !

his 1dter period Ereeht oontriVed to do what he had earlier thoaght

1mpos81ble, that is, to comdine the sclentiiic theater of commitment.

—»dealinc witht 1) “die grosse Gewenstande" like the stock market and

? the wheat exchanrc; 2) the new. soeial relationahipq; and 3) the new

dramatic onng arising out of these new,’ massive "UbJOCtS‘*Wlth the

' dfe Rsthetik liquidieren?" Brccht had stateds

theatér of aegthqtic" In an early(19?7) article. "Sollten wir: nipht

4 ‘.

-

Die neue frodnﬁtidn, die mehr und mehr das prosse_
epische Theater herauffihrt, das der sozlologischen e
- Situation lenispricht, karn.zurnfchst ihrem Inhalt

1 .wie ihrer Form nach nur von denjenisen verstanden

werden, die diepse Situation verstehen, Sie wird
die alte Bsthetik nicht befriedigen, sondern sie
wird sle vernichten. (G¥- 15, 129)

By the time he completed the "Kleinec Organon" in 19“8 however, he

) had discovered a new aesthetic that complemented the scientific are

and the scientific attitude. In di,CUssinF the ﬁmportance of his

i

notion of the Cruri: °stuq-~essentially ncanlng the underlying atti-

28

|
tude, or “both giat and ges ture," .and in fact representing much that

df?ﬁies been said ab%ve about- the scientiflc attitude--“recht statess

i

Bei der Gruppierunrr der Fipuren auf der Buhne und
. der Bewerunc der Cruppen muss die erforderliche -
" SchBnhelt hauptsichlich durch die Elesanz gewonnen

werden, mit der das gestische raterial vorgefuhrt

umd dem Einblick des:Publikxms ausresetzt wird,

. v

L. . N

(w16, 698)
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And ip élueidating'the'function of beauty and elegance in the estranz~
ine process essential to the concept.of the scientific theater. Brecht

‘Aagain reiterates that "die Eleganz einer oewegunq und die Anmut einer

Aufstellunp verfremdetl und- die pantomimische Erfindung hilft sehr der .

: Fabel"(cw 16, - 698). ,ahereas'in his early years of collaboration with

"Piscator “recht stressed the immediacy of’ ‘the situations presented‘

'ipnd tried to illustrate this immediacy of experience throuph theatrical
perf01manc~s pive wiith littlo or no rehearsal time, the later Brecht

emphasised the necessity of polished, aesthetic performancesn
o : S ‘ : i

-
P

Zu s rechen ist roch von der Ablieferuny des in ' S
~ den Xgoben.Aufreébauten an das PUblikgglﬁ—SEfl§¢”da :
" nbtie) davs dem eipentlic}er S restus des
Aushindigens von etk rem unterliegt, Vor =~ R
den Zusch ommt Jetzt das Oftoehabte von dem
" “Kfchtverworfenen, urd so mitssen die ’ertiggestell-‘
ten Abbildunren in vBllirer Wachhelt abreliefert

werden, damit sie in Wachheit cmpfanpen werden-.
ktnnen., (c¥ 16, 699) S

Brecht'° fine aesthetic sense stands out in scenes where he

S

' uses various technical devices at the same time, each aspect of the

_scene hiphlighting its own basic. attitude or Gestus, and at the same

-

‘time subtly conmentinﬂ on the various other perspectives.' ”hus the

1

"music, the ‘starce design. the actore' attitud"'and their costumes

will all present different facets of the situation or the issue to. be

considered rather tran functioning together to reinforce and heiphten

one- speci’ic emotion, as is the case in‘expressionist drama.

Brecht used collaborators extensively in his productions, invitine
rall die SChwesterkﬂnste der Schauspi~1kunst « + nicht um ein 'Ge-
samtkunstwerk' herzustellen, but to. present, “zusammen mit der Schau—

spielkunst, die gemeinsame‘Aufgabe in ibhrer verschiedenen Weisel. \:,

‘. . . . . ’ Y
. . : \

N
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und 1hr Verkehr miteinander besteht darin, dags sle sich gegenseitig

verfremden"(Pd 16, 698-99), Brechtﬁs Vpic Theater, in-’act, gave

musiciansn chOreopraphers and stage deslpners, as well as actors. back.'

o

their independence. The traditional method of intearatinp these elem-
.ents wholly at tho director's will could express only the director s.
oqh personality, whereas Brecht wanted and demanded the dissonances
providcd by varied perqonalities, cor this reason he also often had

two or three co-directors for a sinnle play.

e Music had an Antegral function in addiné(/; the unified,aeétus

of a scene, or ofl the play in its entirety, but also contained a.

Gestu Gestus, or individual attitude towazd the specific scene in its own

- right: "Praktisch gesprochen ist gestische Musik eine Pusik, dif dem

Schaudéibler ermbglicht, gewisse Grundgesten vorszﬂhren"(”w 1s, uyex, ’
/ .

Brecht preferred for many of his productions, thé "sogenannte billigey--

_ Nusik," particularly that of the cabaret and thé 0peretta which was,

he stated "schon seit gerauner Zeit eine Art :estischer Kusik, Die

‘ernste’ busik hingeg*en h!ilt immer noch am Lyrismus, Iest undiflegt T
o
}

den’ individue]len Ausdruck“(”d 1%, 476), What Brecht wanted, then,
was a JaZZy dissonant music, anti-sentimental and suited to the ver-

nacular languaﬁe of his plgys. At times, though. he used lyrical and

o

.other emotionally charged music¢ in order to assert oontradictory elem=- -

W

ents, as in the Iyricism of the song "Die Seerauber~Jenny," in which s
the lyricism etands in direct opposition to the uords, or in the v
love‘onrr of }'acheath and Polly, in uhich the lyricism .again contrad-

icts the entire mood of the scene that has just been played.

/ Erecht owed the Qestu of "showi 2" or mimed speech largely to

4

. v
the influénce of the Chinese theater, which stressed both mime and sym=-

Y

p3
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bolic Festures. “He was especinlly impressed by the abilitxgof the ' 4

Chinese actor, ¥ei Lan Fanp, to separate mime from gesture. ‘the natural (\

effects of emotion on the body innp expressed 1n the face, leaving‘tbe
- 1 ‘

body. free to make symbolic gestuzes‘of an entirely different‘natureo
e - ’ Is) S . .
o DéﬁfArgiot sieht sich selber -zu., Etwa eine zolke ' ' T
. o darstellend, ihr unvermutetes Auftauchen, ihre [ :
‘ weiche und starke Zntwicklunr, schnelle und doch = |
allmithliche Ver#nderuns vorflihrend, sieht e mit-
unter nach dem 1uscﬁauez, als wolle er sarem Ist
es nicht renau so? Aben er sieht huch auf seine
o eigenen Arme und Befne, sie anflihrend, Uberpriifend, |
e am Erde vielleicht lobend. FEin deutlicher Pligk
: auf den Boden, ‘ein Abmessen des ihm $ur seire <
e " . Produktion zur Verftrun; stehenden Raumes scheint
S ihm nichts, was die Illusion stbreff kénnte. Der
A rtist trennt so die Mimik (Darstellunq des Betrach-
N : " tens) von der Gestik (Darstelluns der %olke), aber
P . : dle letztere verliert nichts dadurch, denn die
- Haltung des Kbrpers wirkt auf das Antlitz.zurtick, . -
. verleilht ihm ganz seinen Ausdruck. Jetzt hat es
v " den Ausliruck -gelungener! Zurﬂckhaltuny. Jjetzt ‘den &
vollen Triumphes!s Der Artist hat sein Gesicht als °
. jenes leere Elatt verwentiet, das durch den Cestus N
des Kbrpers beschrieben uerden kann. (CW 16 620—2f§)

~ 1. v
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- " . While 1nf1uenced by the Oriental Etage, however, Breeht was careful? ) - ,

Ito Point out that the techmique which he-wanted ta achieve was not ?he
( ' . same, in that he strove for neither extreme stylisation noxr symbolic SR :
 gesQures; rather, the Cestus of shbwing was a means of addressing tBQ\j::k -
audience directly, thereby eitber)supplementing, nega&ing, or setti ‘
: 1nto contradiction the uord s, songs or music. Brecht's record of hgb . f,

work ¥ith Charles Laughton for the Galileo performance demonstratesjthe ' ]

meticgloﬁsness-as wbil as the range of his theory:of gestus,\for

Selbst die Jrundgesten. wie Galileis Art, zu beo~- k:
bachten, seine showmanship (Schaustellertum) oder ¢
seine Genusssucht, wurden plastisch etabliert durch . f'
die Vorfuhrung, In al¥em handelte es sich uns zu- O
nichst lediglich um die kleinsten Bruchstlicke, die

. ) . Fa . . f . " B
. 3 X . . . . .
. L . : . . > .
. B : ) A T
" ! ) v
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Sitge, ja die Ausrufe--jeder fur sich fFenommen, Jeder

~ die leichteste, eben ansebrachte Yorm erhelschend, .
,°oundso viel verratend, soundso viel verbergend oder*~., !
o : offenlarsend ("% 17, 1120) — -

. ' S -

his may be contrdstcd to Brecht's comment, a page later, in whiéh
. e
¢ he states: "Sprachen wir Uber Gartenbﬁbkunst. so schwelften wir 1-

6entlich nuf;ab von irrendeiner SZene des 'Galilei' "
&s

Brecht's 1dea of how a particular aetor should approach the role,

he 1 about to play 1s afain 1ndicat1ve of the response he wisheslto

A . . B
1

engender:

- < v

Solgh. ‘Festisches Natcrial duslenend benachtint )

: 1 sich der Jch'u:pleler dnr Fi~uw, indem er sich ' « -
ﬁh”. der Fa®el bemMchtirt, rst-von ihr, dem abpegrenz- B

e ten Gesantzeschehnis auq, vernag er, glelchsam in
* elnen Sprune, fu seiner pndrultif'cn Fimur zu kommen,
‘welche alle “inzelilire in. sich aufhebt., Hat er alles
getan, sich zu-wundern Uter dié Wicers sprifche in den
verschiedenen’ “altunfgn. wicsend, dass er auch’ sein-
g #SPublikum dardter zu wundern haben wird, so ribt iim
; o+ die Fabel in ihkrer SHnze q}e F8-lickkelt elner Su-
. sammenftgur- des diderspifichlichent denn die Fabel
erribt, als berrenzies Geschelinls, einen bestimmten .
Sinn, das heisst, sie tefriedint von vielen miyo-

y ‘lichen Interessen nur bestimmte., (2W 16, _693) : Coa

'
~

A Brecht pagy nust be' seen rather tban merely read in ‘order to gairn

the full and simultaneous impact of the alienation toqpniques. Since

v

1nstructions ’or implementinn many of these effects are not 1nc1uded

/ i)

in the sture directions, an unde*stgnding of the theory on which tbe
concept of noic Theatez is based becodmes as 1mpoxtant as the plays

thems elves, for withOJt the~spec1a1 alienatioﬁ techniques the plays

are incomplete. ’ * :

~

The third impo*tant ’acet of’ urecht's Epic Theater, though by

no neans the least important, 1s that it must be entertaining,~:

-

¢

L )\,'f
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and.thie in the special sense, apaln, ofeinvolving the audience intel-
lecfually as well ;s proeiding "Spass." Thie.,too, is a'stronv point

of compirison with O Casey s theater, in which entertainment, fun anﬁ

come , so play a major role, for O'Casey, like Erecht, believed that

a fumﬁed- sense of l}fe had to incorporate both high and low plea- .
sures, ' Both dfameti;ts aohoreo the lack of this 3ind of 1ife in the

i
"\

‘traditional drama of their respective countriesi

t

In den ranzen rput helzbaren, hitbs ch beleuchteten,
-eine Kensce Geld verschlinrenden, .imposant aussehen-
den }ausern und in dem ranzen Zeur, das drinnen an-
: pestellt wird, ist nicht mehr fiir funf Pfennire

Spasse (GW 15, €3)

To me what!/is called naturalism, or even realism

isn't enouih They usually show 1life at its mean=-

est and commonest, as 1f 1ife hever had tinme for a

dance, a laursh or a son~, I always thourht that

1ife had a lot of time for these thinns, f6r each

Was a part of life itself; and so I broke away from ; C

— ,‘realism.

Brecht's enthosiasm foi fﬁe‘theatef as |entertainment ore-dated
his conversion.to Communism. and at that tine (192‘-96). had as its |

basis two (SOnehhdt contradictpry) concernsn the first was that the .

. theater, like.a circus or a sports arena, should be a place of relax—

S
ation, where ore’could lounge~about. smoke,a cigar, discuss the con—

testants end their chances (1n the case of ‘the theater this would

refer to the various decislons ‘made and actions taken on stage),'and‘-

- Fenerally be at ease and emotionally detached from the 1mmediate ac~-

|

tion' the second concern was that thre audience should 1nvolve itselr

enthusiastically in the theater as sport. ‘People should choose sides,
+ 4 ‘ .

and apglaud or condemn specific actions on stage the way they would

as spectators at @ boxinzg match.. Aullence involvement was to.be-
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primarily 1nte11ectual, however, rather than emotional, for Brecht i

felt that the spozt-loving public was the shreudest and t‘airest aud=-
‘ A
ience possibles :

i

Unsere Poffnung griindet sich auf das Sportpubli-
kum, (GW 15, 81! ‘

Ihr ladet die Leute in den Zirkus eih! Und da
‘dUrfen sie in Hemifirmeln dasitzen und Wetten ab-.

_\\ schliessen, Und sie rUssen nicht auf seelische

Erschfitterungen lauern und mit den Zeituncen tber-
elnstimmen, sondern cie schauen zu, wie es mit
elnem Mann sut geht oder abulirts, wie er unter-
driickt wird oder wie er Triumphe felert, und sie.
erinnern sich an ihre humpfe vom' Vormittag,

’ Coon o (GwW 15, L9)

The dramatic working 6ut of this attitude is displayed most emphatic--

{

+ally in the early play, Im Dickicht der Stidte (1921-23), 1in which

the sports ethic is ralsed to an extstential 1eve1.3° Thi's gratuitOus_

battle to the death is, 'howéver, relatively humorless rather than fun-
filled, aptly delineating the gulf that can exist between theater as

sport and theater as "fun," : o R .
Although a great deal of humor does exist in Brecht's early

' plays, it is generally of a belligerent, even: savage nature. and is

almost inevitably in the form ‘of satire and parody.31 Brecht's pos-=
. J

ition, at this early stage. seemed to be the paradoxical one of cynic- N

~ ally asserting that man is too debased, too Vil to ‘be able to pull

himself out of the mire, while simultaneously urging him, by means of

,‘aggressive satire, to do just that, Parody is at its most effective

in Die heilige Johonma der Schlachthtfe (1929), 1n which Brecht uses

SChillerian cadences throughout and has the cattle king, Pierpont
Mauler, speak in eleVated, heightened prose alout his sensitivity

to seeing cattle butchered. Parody, in this and other cases, always

v,
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‘ ar&stotelische Dramatik," in 1936:\
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functions-as a Verf;gmdung§§ffekty-because;itjboth'isolates.’orfplaces‘._

into an-estran@ed,iunfamiliar perspecti?e. the object or sentiment ‘\

being parodied. and then comments on it through the contradictions it

! s

poses. :Frederic Grab notes that Brecht expects

|
!

the audience to realize that the purpose of the |
' "parody" is both in its statement of a relation-
ship and’in its creation of a “distaneing (or

alienation) effect” by which that relationship
.~ can be judged.. . . The basis of the stylistic +

#: _dialectic lies in the relationship between the

actions of the meat kings and their owg verbal=-

‘ 1zed representations of those actlons,

]

v

Cortain kinds of laughter may theneelves cohstitute yer remdungseffekte,

for an absence of feelinp .‘. . usually accompanins laughter., . .

: The-conic demands something like a momentary'anesthesia of the heart,

: Its appeal is to ‘the intelligence, _pure and simpllédi.laughter can

therefore momentarily suspend emotional identificatien, and this is

no doubt why it is perhaps the most effective VerfremduAggeffekt for

‘ Brecht and O'Casey.

Ir Brecht's carly plays seem to indicate that he felt human nature

its elf to be hopelessly corrupt and unsalvageable, his later plays,

under the influence of Varxism. indicate that he believed man could be
basically good, but that the gorrupt societysof which he "a?)é part i

would not allow him to be so. The Plays immediately'fbllouing his

\

commitment to Marxism were the austere,\relatively humorless lehr-

stucke; then ‘he again broached the issue of entertainment, this time

in congunction with a didactic treater. asking in "Uber eine nicht-
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o ‘Ur\KI ‘o blieb das Amlsemsnt? i Wirde man wieder auf die R
Schulbank gesetzt, als Aralphabet behandelt?. . .
. Nach allgemeiner Ansicht besteht ein sehr starker
- . Untersohied zwischen lLernen und sich Amiisieren,
Das erstere mag nuitzlich sein, aber nur das letztere
ist angehehm, Wir haben also dasjepische Theater gegen .
" den Verdacht, es miisse eine htchst unangenehme, freud-
- lose, Ja anstreng,ende Angelegenheit sein, gu iverteid- !
= igen.. . . Das Theater bleibt Theater, auch wenn es
- lehrtheater is... und sowelt es gutes Theater ist, st =
o es amunnt. ‘ (cw 15, 266-67) _ -

Along 'witl?‘the ch,ange of f'cccus from indivitiual \i.o inst_itut‘ions, and |
from an attitude of cynica.l negation to one of -comnitinent,‘ came aisd a
corresponding change in the humqr displayed in the playe. Parody now
often took “the form of a provérb. a bit of folksy wisdom‘#.hat appears
"in an unexpected context or is used izonically, _34" and this inevitablyu
directed aga.inat a socia.l, political or religious institution. &8s when the
Chaplain tells Muttur Courage that "Hir sind eben Jetzt in Gottes Hand,
‘and ehe re*pliesn “Ieh glaudb nicht, da.se wir eohon so verloren sind™

- (GW 4, 1’3‘78). 'rhe satire here again isolates 8 specific form’ oi‘ exploi'b-
. ation and comments on it, and if laughter constitutes Verﬁ:emdu_qg, it is' j’
a.lso true that Verfremdugg engenders laughter, for comedy a.riees pne-
4 cis%y out of the sudden re[velation of contradictions and inconsist-
encies, which the observer lmst then reccncile for hiﬁeelf. . v
. such of the himor in Brecht's later plays, as in all df O'Ca;aey,
is aleo in the forg. of clo‘ming and i'e.rce. In Brecht's case thigs is
‘largely a legacy from Charlie Cha.plin. Karl Va.lentin. and fron nis
| early interest in the cabaret, while 0'Casey has alvays asserted

his love for nineteenth—century nelodra.na. and especlally the

‘Irish plays of Boucicault. Language, hcwever. as nentioned \_ |
earlier, is never negated, for many of thc .effects gained by bo{h

o drama.tists derive from verba.l as well as pk\ysical antics. or ,

b b

v
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' .1fromrdiscrepanoies betneen the verbal and the physical. Hoffmann“z'“i'”
- notes that further ways in which Brecht elicits humor arey ki) com= -
| bining frivolous content with serious manner; 2) treating serious
_matters frivoiously; jj presenting th;)unexpécted or unusual as per:
fectly obvious; #) presenting the obvious as\if it had earth-shaking
,iMplications; 5) putting words gnto a character‘s mouth which, though
carrying prosaic associations b spoken by someone else, are incon-!
gruous and startling coming from this personj and 6) debeloping ébsurd
pOints ina logical manner--this 18 a special favorite of O'Casey 8
as well, as witness the argumeﬂt in The Bishop's Bonfire about using

\'
jeeps to prevent the Russians from taking over Ireland. As alnays,

~.though, comedy seldom, Pxoduces laughter solely for its own: sake for !

either of these dramatists, but is inevitably accompanied by elements

P A
'of Verfremdugg'and satiric observations. | R ’ S L

“The immense effectiveness of humor and laughter as a tool for
'defamiliarising and for reform in the theaters of Brecht and O'Casey
1s well worth further analysis, for gt seems virtually to form the "
‘ core of both of these non-naturalistic theaters,35 together uith its
u-opposite, the expressionistic principle of abstraction. It seems.

' feasible to suggest that what David Yrause calls "the principIe of
comic disintegration"36 in O'Casey's work fUnctions in a dialectical
‘_relationship with the principle of abstraction, and that these two

modes of expression largely determine the direction that O'Casey s,

.

experiments, and to seme extent Brecht's were to take.
Krause notes that “comié disintegration" in O'Casey s drama

represents a principle of anarchic revolt specifically directed against

3

the most risid. repressive strictures of social life, and that this

\
oA

»
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‘anarchic comedy is at its most’ explosive psecisely where "the instru- :

inments of order are moat rigorously imposed."37 This is also in line

{
with Henri Bergson 's theory of - laughter which asSerts that e ¢ o
l I
rigidity is the comic, and laughter 1s Ats oorrective."38 The cause

for the devastatingleffect of-the knockabput comodﬁ.of writers like

| Joyce, 0'Casey amd Backett can therefore be found precisely in the _

» rigidity of the religious dnd social hierarthies that existed in
i R

|

Ireland. .” S . o

Krause 1s-.also eware, however, that the "cdmic insurrection"'

K \
built intp the very structure of O'Casey s drama does not necessarily

ltransform bharacters into revolutionaries. but that it represents, ."

‘1rather, vy psychic victory of the imagination ¢ o [that ailows them7'

\

the courage to endure yet another:dsy of repressive oxder."39 This

is. only paf?ially_tfue, hovaer, and that only for O'Casey”s first two",

plays performed. The §gadow of a ngﬂé (1923) apd Juno and the Paycock
(1924) In Ihe Drums of Father Ned (1960) the oppOBite is the case, for

here comic insurrection results in actual rather than imaginary revolt.

If comic anarchy, even in the first two'plays, has the ultimately neg-
.ative effect of simply instilling enough exuberauce to endure fhrthd!s
’“it does lhave the -added effect on the audience of discredﬁting thew

ordered structures. In being laughed at, these structures are de="

familiarised and, seen from a different perspective, their most lud-

‘ icrous aspects are emphssised Brecht's comedy functions in a sim-

N ilarly disintegrative manner in a play like Qie Dreigroschenopg;g
an

but his charatters are more illustrative and presentational than

those of O'Casey 8 early plays; con:equently, while discrediting by

xmeans of laughter various institutions 1ike big business, the police ’

1

’ ) . ' . R ‘ . .t . -~
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force and chsritable organisations-us well as organised gangsterisn |
“and prostitution-they simultaneously ‘Pinpoint more precisely the &

S exact natuzs of their diseasqu society.. By doing s0, houever, they B
[

of course loe¢'the exuberance of personality inherent in O'Casei'

character portrayaLs. .
o
.6'casey's characters, as Krfiuse explains,
_ ‘ N
. > \‘4\
may be in a state of 'chassls' or paralysis, but they
resist or undermine t:e repetition=-compulsion systen
of order; they hide behind the: comlcally transparent
"screens of neglipgence, irregularity, and. untrustworths
inkss; and they ignore or prof ﬁse the example of theirn

3

- \,,,uoml and celestia.l Bodels. . | L

fihough’O?Casey's hunhlers are impotent, they elidit hunor because'r
- their chaotic, disordered imaginations are Juxtaposed to the apparent -

oxder of society, thus undernining this order. Brecht's characters,

on the other hand, sre more often nhnipulators and exploiters--in a’
‘ schematic wsy-of this apparent order than thoy are” victims of it,

The\humor in Brecht's drana is not as nuch that of an anarchic insgin- .

ation undermining the ordered structures as of the structure itself

l

' dissolving before our eyes and reassembling as another variant. The

Vo
disintegrating or undermining procqss is here scconplished through the

' ‘dislocation of stock associstions,“ the recognition that the seemingly |

innutable socisl structures actusIly adapt entirely to tbe dictates of
high finance. “Though they give the appesrance of being directed by

, nstionsl, patriotic or reiigious concerns, ﬁeir interml structures

sctually adapt to tbe vagaries of finanoial dictators. ‘Much of the .

conedy of Die Dreicroschenopg results fron a serles of illuminstions
of this nature. Hacheath and his gang decide to become bankers insteseﬁ?

3
- v T 3

\ ' _ SR ﬂ, .
: ' . S
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_ B i
of thieves because legal thievery is more profita.ble than gangsterism.
Juonathan Jeremiah Peaohun's begéing establishment is shown as a.nother
mia.tion of both legslised theft and of free. enterprise. 'riger Brmm'
sldes uith Macheath' for a share of the préfits. until he is forced by

. Peachum to change sldes in order to preserve appea.rances-an instance
of law enfo:\mement bowing to the stronger of two a.r‘bitmry commercia.l o
pressures. F\u{ﬂaer atta,cks on the. collusion of finance and sentinént’

. are offered through Polly Peaohun's marriage to Macheath in the first
act, and/ her later betrayal of hin bece.use the image of a widoir as
banld president might Prove more lucrative than would that of Mach’gath,
who was, ‘after e.ll, to resemble a very ordinsry, Well-fed business\man.ui :
These varietions on the disintegration of institutions provide Brecht
with many opportunities to eXpose the co{mercia.l basis of qooia.l R
strmctures., 'I'he isolation o.f\the elements of exploitation. and their
consideration by the audlence is made more palatable throngh the humor

I
y engendered by the unexpe’ted discovories. SI.milar contradictions axe

o
also at the \heart of Ba.licke s o:mical observation, in 1‘_13meln in
. . , , . 3
der Nachta o v

Also, das ist die Fabriki, « « Der Sau Ende 1st

- der Wurst Anfang! Richtig betraohtet, war der

l . Krieg. ekn Gitick fir uns! Wir haben das, Unsere
. .+ - An moherheit, rund, voll, behaglich, wir kBnnen
W in sller Ruhe Kinderwagen naohen. - (cw 1, 78) _
|

The context 1s typically B?reohtian, for the ‘comment is aocompanied by .
the grs.mophone ] pla.ying of "Deutsohla.nd. Deutschland iber a.lles, of -

\
whioh .Balicke ha.s Just remarkeds *Das erpeift nich imner uieder.

'I'he characteristic one—acter. ;‘g ;d Tenebris, .again enphssises that
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S \ ' - . e o . - ,'.A‘ - , - -i‘ ‘ ‘ .
' ~ money is the all-pbwerful motivator, ‘Paduk first sets up an anti-

b proetitution‘ meducational” ine%tilt'ute in the middle of & brothel a.ree., .
ch&rging outrageous prices for httendance, then packs up his school |
. amd buye a share in the brothel when he becones convinced that that
) ‘ might be more profitable.  In. nahn ist Mann the individual rather than :
the socia& machine is taken apart and reaseembled-though here Brecht
\“ qualiﬁes hie statement by a demonetration of the oppoaite extreme, | | 1,
the self-emaseulation of Sergeant Blaody Five in ozder to rid himself
of his overpouering libidinal urges. . . |
O'Caieey'e comle figtmee are actually not, contra.ry o Krause's | i‘\
intlmation, often in a "state S‘f chassie or paralysis,” Even though
they are and usua.lly rema.in victins of their society, thoy resenble
© victins leas and less in The Plough and the Sta__g (1926) and in the

.
|
later pla.ys. Rather, they take on the pe.radoxical mnction of them- 7’
ra

selves vict!.mising the very people who explei.t them, through their
comic incompetence, their serlee of self-importa.nce, and their virtua.lly
totaJ. lack of respect, other. than token, for a.uthorl.ty ﬁ.gnree. 'I'he

, reversa.l of v:lctim am victimiser reaches its height 1n éonedies like _.
Pug_gle Dust (1940) and The Drums of F‘a.ther Ned (1960), uhere' the
exploiters, the repreeentatives of rigid gsoclal etmcturee, are ﬁn-
ally rendered completeiy helpless. The cwnterpa.rt to thie function

N in Brecht'a drama is the partial victory, as well. of the "11ttle"

nan over his ex;ﬂ.oiters, not through the oblivioue 1ncompetence that
\

. O' Casey s characters nanifest, though buffooneryl is anply evident, but

rather through their superior cunning, their List, which again results
4h the anarchic disrupt:tcn of ordored systems. Azdak slyly extricates

o



R succeseml that he is not only freod. hut ie a.otuaily me.de the Judge,

hineelf ﬁ‘om an extronely preoa.r.loue situation by Pittihg his ounning
against that o{‘ the th Prinoe's nephew at the mock tria.‘l.. and is 80

in which position he is then strongly inﬂuentia.l during the two yeare
of civil war that follow. o (

The. dialecticm‘l. opposite to dieintegrative comedy in 0O* Casey's
‘work is his tendency toward abstraction, or the expreasion of univern&
tmthe which identi\fies A nunb‘er of his plays clocely uith those of

the .Ge:\ma_.n l-‘_:xpreesim ’" " exposee the perticularieeq/

" eldnents con&ibﬁt!né;tt.\.‘a . % £ soclal Sstructures, abetraction
. R _(": ,..-_ 4 >

-éaeﬂh.rtuuuwaannum

for univereality, 'whem ‘or nes‘ivb. In thie reepect ab~
|

straction ie aeociated with efhpente of utopianiem. or the recon-
etructing of eociety. whereas oomedy illustra.tee disintegration in the
tforn of individual or group a.narchy. In striving for the universal, .

[

 the- ExPrcssioniste vanted to express truths that extend far beyond the

pe.rtioular to becone genereiieed etatemente on human existence, Al- !
though Brecht caphacised the marrative and historical, e nevertheless .
incorporated ebetraction intb his Epic 'rhea.ter concept as well. but
stressed tha.t the particula.r and the generel nmetﬁ alme xweu.j.n sep-

emte e.nd. ,like other erfremduggsegjfekte. should comnent on each -
=

other. An abstract truth, Brecht streseed. ehould‘ not be experienced o
by the audience, but rather "shown" to it by an actor who meanvhile

‘ ‘remained outside of hie role, The intér-acting of the particula.r and

the abstmct is eepecially e\rident in Kreid ig, and will be dis~

. cussed in. greater deta.il\ in the following che.pter.

Breeht notes that thare are th:r:ee levele of la.nguege-ple.in epeech.
heightened speech and einsing-md theee mst alwaye renain distinct
ﬁ'on each ot&era o ‘ o V . )

- . IR TR
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Keinesfalls bedeutet das gehobefic Reden.eine Steig=
erung des nlichternen Redens und das Singen eine
solche des gehobenen Redens. Keinesfalls also

- stellt sigh, wo Worte: infolge des Ubermasses der
Gefthle fehlen, der Gesang eln, ler Schauspieler
nuss nicht nur singen, sondern auch einen Singenden
zelgen.. . . Was die Melodie betrifft, so folpt er
ihr nicht blindlinns: es gibt ein Cegen-die~Musik=-
Sprechen, welches grosse w1rkungen haben kann, dle
von einer hartnfickigen, von Musik. und Rhythmus

“unabhiingigen und unbestechlithen’ Nichternheit aus=

. gehen, Nindet er in die Melodie ein, so0 muss dies .

’ eih Ereignis sein; 2u dessen Bétonung kann der Schau=- _
J - spleler seinen: eigenen Genuss an der Melodie deutlich | -
verraten.. . . Besonders beim Lied ist es wichtig, .
dass 'der Zeigende gezelgt wird'." (GW 17, 996-97)

K
Y

O'Casey s use of song and heigntenedjaialogua is often closely in

line with these 1njunctions. and tends to function 1n much the same
i .

way as does Brecht's. While heightened speech, hOWever, usually

expresses a generalisation. song ls -moxre often--but not always--used

to, 1solate particulars.. S --_ ; ’ I ‘

-

Although the Abbey plgys are largely contained within the realistic lr.
~mode. they do show some abstraction and a great deal of disintegrative
'comed§$ The dialectic of ‘the particular and the general 1s most fully

and e ensively realised in Ihe Plough and the §t rs, but ae alienation
42

techniques in this play have beenypreviously examined, . I have chosen,

instead. to focus on two short scenes out of Quno and the Paxcog&

Abstraction here takes the form of heightened epeech. and is con~

tained primarily 1n the stylised, poetic scenes following the news of

the deaths of both Mrs. Tancred's son, and of Johnny Boyle. As 1n ;,~7'

Brecht's plays--especially 1n Kreidekreis--heightened speech is’ itself

a Vegggemdungseffekt. for though 1t calls forth emotion, it simultan-

eously subdues it through the stylised, non-naturalistic effects
which place a /distance between stage character and audience (eimilar

i
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to the distance attained in Greek tragedy through the high blrth of’
the hero and the use of elevated language; ‘this partial dietancing
. and partial 1dent1f1cation allows the spectator to experience the
"cathamsio through pity and fear!'), ' '
Both thase- scenes using stylised speech--near tho end of Act IL en?
) at- the very ‘end oﬂ the play--are encloaed before and after by scenes
of low comedy.v In Act'lI Mrs. Tancred's entry, on her Wy to attend
'the funeral of her son, - actually 1nterrupts the party at the Boyle
household, which then oontinues after her departure, cnly to be inter—
‘ 'ruptod once more by the funeral procession 1tse1f In the last part
" of the final aéf the comedy is greatly overshadowed by the overtones '
of tragedy; Distancing_of emotion at the news .of Johnny's death 1s

";igan s shouted obscenities at the police,

'attempted through Mrs.
) : and later by the. drunken entrance of Captain Eoyle and Joxer. but tho

_— -'-comedy is no. longer laubhable here, serving. rather, to emphasise the

g . * ) . .
" ’ tragedy, ' C . o ‘ : h .

S
o

Tancred's: entry, 13 the cﬁaracter of Captain Poyie, whom O'Casey
g

Essential to the comedy of the scene preceding and following Mrs.u

ldeseribes. in Aot I, es

o . stout, &rey haired and stocky.. His neck is short ,
- and .his head looks like a stone ball that one some- *
: e%lmes sees.on top of a gate~post,” His Cheeks, . '
reddish—purple. are puffed out, as if he were always
repressing an aimost irrepressible ejaculation.. . , -
His walk is a slow, consequential -strut, (cp 1, 9—10)

The 1nconslstency between his ludic:ous appearance and his pompous
, abtions from the beginning prevents his ever being taken. seriously by
_ 3 |
T + the audience, 50 that when ho occaclonally does makes comnents of

“ T e ;
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S 1T T ‘these are 1ned1,ate1y dﬁtmoed through our 1n1t1a.1 etock per=

1

ception of him., He 1g further e.‘l.ienated througlﬁ the oontrast ﬂet his ’
appea.re.nce and a.etione preeent to hie obv.louely eleVeted self-conception
of..a deehing. adventuresone eailo:-hero. 0'Casey hore debunke conventione '
and idealised notions by confronting them with oppbsing. contradiotory
lfracte, Brecht did the same in portming Hacheath as a bourgeois buaneee-
nan. thus debunking the em.re.cterietic coneptlon of the adventurer-
crininal st -the same time tlhet tie levelled tiie- distinction between crine
aad business. In Juno, only Boyle sees hinself as a dashing héros the
other che.raotere ridicule the disparity between his 1nf1ated eelf-opdnion .
and hie actue.l position as the wea.keet and nost, 1mpotent ‘member of the .
fantly, . | _ " . |
Boyle's ﬁdiculoue appee.rance and self-inporta.nce. ,however, do not .'

prevent O‘Casey from using hin. at timee. as a. nouthpiece for the author
The "Captain s" epeech. thougb true to his nature. may itranseend«:the role.
‘thus adding a.uthorial cementary at the same tine that it strengthene
characterisation. Hhen Boyle ﬂrﬂisna.ntly uecla.res » I
T fhates wha.t the q.erg we.nt, Joxer—-work, york, work .

~N - for me g yun; “havin® us mlin® fron mornin’®, t111 ‘

% _night, ¥ thht they may be in betther fottle When they
) . ! come hopm mnﬂ for their dues! ° (,cp 1. 25)
o Sk
‘he is- excusiné hinself in ch&noteristic Cepta.ln Boyle faehion, but ‘

lq and through e.nthona.l coment.

\.- "'"'1‘ 3

.In the scene that- “precedes Mrs, 'I‘ancged'e entty. low conedy 1ei
: generateg through the songs, .the dialogue and other aliena.ting devices.

1 : . . : R |
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\ @he sQntimehtality in Mrs. Madigan s song is distanced through the
dontrdat and comment on the words affordcd by her crackeglvoice and .

\

hefwappearance. Joxer. always ready wvith a proverb or pet phrase,
is here ridiculed for not re@embering the wonis, and again voice
-and -appearance mitiﬁaoe against nentimentagzéy in the ballad about

Emmett's revolution. The scene as a _whole breaks up ‘the. action of ' ~j" S
. ’ .Y

ti 1

the play and ‘allows seeminply arbﬂtraryvcommenxary‘on politics an? $

nationalimn, giving an indioation of how much thqse dre an everyday
. b W ’ .
. w: fact of 1ife for the Irioh 4n 0 Cdf;:ey ?; work. T . o ‘ Y

-
. -

‘ 4 With the ontrqnce of Vrs. Tancred, s.ylisation and heinhtened

, speech rep]aces comedy. A closébexamination of her speeches in this
( -extremplv brief but crucial qcengﬂioows more actual distancing than "- A

\

is inrediatnlv evident. the tragedy p*actiCdlly

breabo into Lhe on-going rovdiness. the singing, drinking and arguing.
t . takinp place at the Boyle household “The sharp contrast between Iow “f d - | K
}, L o comedy and high tragedy defamiliarises both, a% it does ggain at,;he T

end of the short oCé“O when, ju§$ after Frs, Tancred's agonised cx{! . .\ : o
| . . <

-
', "Take awav this murdherin® hate « « o an' give us Thine own etprnal . ‘ 0

e g love," Mrs. Boyle, in‘total‘cohtfast,icbattily explains" the situation *é:tffg:
Lo " to Benthami <. X o TeE _ , P
-, ; N ’ = ‘ v . | » L }?

. That was Mrs. Tancred of the two—pai- back: ﬂér son | : L '{
M . Was foxnd, e'er yestnerdav, lyin' out Eeyant Finglas IR o

O B ~ riddled with bullets, A Die-hard he was, be all” ‘ B S

' Lo accounts, ke wzs a nice quiet bdy, but latthe*I& : HK-'
*. " bhe went to hell, Wigh ris Republie first, an' Republic

& -~ <last an', Pepublic over all. (cp 1, 55) , ‘ };

LR -: ] o ] S ) . \

)

‘?‘ ﬁhs _he violent clash of moods,'this contrast, instigatqg by
‘,;,
e




" helps distance her somewhat from the audience, A

| There are a number of alienation effects within the scena itself,

7" which. become evident when 'we\réad the eplsode in 1ts ont:itetys
' ' S S

- [

P LA Y Nedshbour, It's a sad Journey we're goln' an, . \
’ - but God's good, an' the Republicans won't be always

YRR - down, . v : , o
ﬂ f"'f .. Mrs, Tancred. Ah, what good is ‘that ta me now? Whether e
f o they're up. or down-=it ‘won'+ tring me darlim' boy ‘ '

o Sea o from the grave.,. L w y ) N
o e 3 Mrs, Foyle. Come M}'n' ha¥e a.h%t’NP‘O'.taY'. Mrs., .

’ § : R~ L.
- . . Tancred, before y@i-go, | :«*h. ,
: fj;ﬁ‘, ok Mrs. Tancred, Ah, ¥ gn"%ﬁtﬁln now, Mrs, 3., e=- I

.
¥ T won't be 1 thor Mn. -~ . - e
First Neizhb "ll:F‘. all, ‘he died a noble death, o ] t
‘1ike a king, S ' ‘
11 go-on' Mvint like a pauper, -

#-4llg ¥a¥nss 1 sulfered brimgin' him into » ‘

37 the ol o sa'hy’ Hi# to Ms -cradle, to the, pains .. _ : .
| . N so »é;fﬁ;ﬁ'?dqé;cérryin' him out o' the world to ‘ N _'
o oL
) ¥ra. Boxlge.-'_ *You'd want a shawl, Krse TeEntredi.iis a ‘ ‘" .
. e, cowld, night, an' tHe win's blow;r;’~’:j§§1arp; ' I . v
v e':'b/' " Mrs. Madicad (rushin- out), I've o “8hawl above, . . . ' .
s ¥rs. Tancved. le &ore is gone now; he was me only

! e : child, an''to think that he was lyin' for a whole -
. ‘night stretched out on the side of a lonely counthry - T Ty,
e e - lane, with his head, his darlin' head, that I ofen = ‘ }
T  klésed an® ‘fondled, half bidden in the #atherof a. = , . |

: : * -runnin' brook. An'.I'm told ‘he was the leadher of o S S
L S ’ the ambush where me mex? door nelghbour,  Mrs, Mannin*, . s -
Lo , ‘lost her F‘r.eeulstﬁ%e‘.?soldier son. An' now here's the : . o
' : two-of us oul': women, astamdin' one on each side of U
a scales o' sorra, balapced be.the bodies of our two ,
‘.. dead darlin' sons.. , . Mother o God, Nother o' God, ‘
‘ . have plty on the pair of us! . . , O Blessed Virgin, - . 7
where.were you when me darlin® son was riddled with ‘

T ‘bullets, ‘when me darlin' son was riddled with bulletst ° o '
) ‘ * s «%, Sacred Heart of the Crucified Jesusy - take away 40 . -
‘ our hHearts o' stone', , , an' -glve i‘ls.hﬁgts o' fleshi®
T + o o Take away thig murdherinf hate . , .¥an’ give S v .
us Thine q‘,wn“eterna; lov/,él (CP 1, 53-55) oo . ' 6

, ) N - N
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. A number of contrasts extst wtgin the scene, which 1s almost entirely

v ' * . in stylised proge. The "First «Neighbour‘lﬁimméﬂlately' 4solates the
, ® ) T ' _ .

] o . .

e
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political factor as being res§0dsibleuforeﬁobbie Tencred's death,. . .
Whereupon Mrs., Tancred reasserts the immutahility-of 1ife and death.
and the ineffectudllity of-politics to mediate in matters of such o .

: consequence. Mr& Boyle anc; Mrs, P’adigan introduce the prosaic, a ‘ :
"hot cup]o' tay"- and a shawl. factors which, despite their seeming .

»inconsequentiality, are seen.to, be essential even in moments of tragedy,

°* \and these‘like the issue of Republicans versus Free staters, are the
elenents that deternine life or-death. Wnen told her borr will be burted -’ 4o
\ : A. v

E

" 1like a king, Hrs. Tancred in Mutter Courage fashion is more concerned
nbout how .,he must go on living like a pauper. Like the somewhat par- -

allel scene in Mutter Coprase, t}*e emphasis on the practica.lities of

-  life ,de_famil‘iarises "the convcntiona.l representation of grief and forces
- the spectator to consider the economic aspects of -the si\:uation. as well. :
as identifying with thre g‘rief—stricnen woman, \ v ]

The passage begins uitqutsolemn, elevated phrase spoken by the L -7
First Neighbour, who, however, immediately shatters its 1mpact with .o I
‘g . ‘ . . vague. entirely i-nconsequential references to God's goodness and the c

Republicans, the irreeoncilability of' which is thoupht provoking

,,,,,

i

_ v}br next specch is: again a genera.lised, meaningless ab?ction, a - -
l"glittering generalit_/" countered this time by hrs. 'I‘anc

s pra.ctic- . ‘ﬁ
ality and her concern for the vasics of life. The actress plameng Ny
' 'Ianred then assumes a stylised. controlled manner of. speech :‘she

0‘

. lahents the sufﬁerings of (universal),motherhood. Her next speech ' *

oA again begins in plain prose wut is highly emotiona.l in its vi‘sualising '_’ | : \

oof h&!f dead son lying in a lonely country lane with his head half .under A ;
“water; she hecomes more prosaic in remembering that her _son led the ‘

. E a.mbush that killed anot er mother s son next door, and this leads to

. . N
» - \ . . .
N N k] .

{
1 !'?
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their roles, and to comment on the role, especially in @ scene as po'b-

- ; o : e .
“a primarily intellectual consideration of it, Nevertheless, O'Casey o

‘ o | ' o
\ 64 . -

a. gradua,l universalising effect as she makes the transition® from -
her private grief to a consideration-a-noﬁ‘ again in stylised speech--
of the two mothcra "standin' ofe on each. side of a. sca.leq; o' xsorra;,"‘.\
which then points the wa.y to the final cry for univeml love. ' /
This very short scene is immensely ef¥ective in its use of both

\
Brechtian errem(iun”sfeffekte and expressionistic abstraction, the ‘

latter \ﬂein(r used both i‘or debunking purposes--the a.bstractions that
the First Neighbour constantly indulges inw--and to carxry content tha.t ' o

extends beyond the domuin of na.turalistic dia.log'ue. 4A1though, ak J'nent.- T

- e e ey o
ioned, the scene has parallels with Nutter Courage a-receiving thp news . '_ 7?'31."

Lo .’. ~‘~' 2 L N .
of her son's death. it isfa.ieo Wy unlike Erecht's play in the ~ ’A?“"‘ ﬂ&w '

stron.g sense of ideni’ification which it dbes induce despite the multipla‘?"' e
N .

digtancing ;!ffects, and in the representationa.l quality of the cha,r-
|

acters,- where Brecht's actors would be careful to remaln outsidyof
\

A

entia.lly emotion-cha.rged as this ore is.. C'Casey i's concerned . to avold
A
excess emqti’onal identification whicn could destroy\th_e' aestp_etik!uthen- :

ticity of the scene, but had no ~in\1‘:!enticn of tipping the scales tggmgl

here uses a technique that ‘Brecht also used extensively;, :in Der kaukag-

ische. Krcidckrpis, ma.mely the alternation of a particulaxised scene

that separates various elements, with one Ethat has 1abstract, ~univer§al
. . . C! L (_’ R .

_ implications. The latter similarly distances emotion, ,buithiough .
heightening it to a controlled, supra-realistic.level rather than C

_t'hrough refraction, . | o v k o . \_

". N . ‘ ‘:
With Mrs. Tancred's exit' the pa.rty atmosphere‘ resunes. now en-

~A

, T
' riched through anima.ted, discussicm of ,the preceding_ incident. Bentha.m' -t

N. , M)
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. ! .
o _opinion that “the only way to deal with awad dog is to > destroy him" S
' again defamilia:d.ses through the forced eepamtion of| elem{ente, as his o |
o cold-blooded approach is placed in opposition to Robbie Ta.ncred' "die- '
. ! hard" stand and Johnny 8 nationdlism, all of which are again aignif--
C - icantly commented bn by Johnny 8 very evident fe‘ar fer his life, end
the spectator 8 realisaﬂion that hie betra.yal \61‘«& ”rmer friend m
'prebably motivated by jea.l.ousy. The oppoeition of' comic a.narcny ‘toﬁb- ) . *»*-.?fl‘g
| stracted tragedy culminates with the passing of the funeral proee;sion. | S
‘ which the people inside treat as a circus, rush*ng from uindov to u:tndow
| \to set the best view. while Johnny is bel old that ."no man can do
enough for Ireland" and the crowd outaide%:nt‘:?’ﬂ&u. Mary, mn of . L,

4

grace, the Loxd 15’ with Thee." R
Juno Boxle'le repetition. in the last act, of Hre. Ta.ncred'e pre.yer
for "hearts o' flesh" again brings the previous seene‘vividly to mind, |

enphasising the tm.gedy through its‘as‘se\qiation--end _c'entrastp-to the \ , B ):_.A

 Boyle's situation. In the first scene, ‘the Boyle household vas cele= .-
brating its good fortune. eui viewed Robbie ‘l}nqred ) death but lightly.

In this last scene;”v the home has been completely torn\ esunder, amd = Lo
| their, tragedy is nore all-enconpeeeing than was ‘Mrs. 'l‘anqred's. Tbe o . ;‘.ﬁ; '
- ‘1asb\ line of the pla,y, Captain Boyie's drunken reiteration tlnt "th' . L ‘ N
p whole worl's,..in a terr...ible state o' +vochasslal® has all the

g:neater inpe.ct for Boyle & ignorance of the extent of the tragedy. | . V]
The. repetsuon of this brigina.lly conte phrass throughout the play

'gredually Waeds its \Q&ght as a statement of truth until, at ite :v. | ‘ '

"]

. .
L L last ntthﬁe, y. s attained the etatx9 of a univereal statement. 5_

\

Conic ana.rcm} & p.betracw;re insepereble here, foz\ the princ&ple
Lraokkagihe potually ‘&?:impo% on that of conle disinte-

! 1\‘ i
.ﬁ,,‘. , l

.- o L *ﬂ?‘ : © L 14
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_ Abbey pla.ys. Two outstanding md opposing elmﬁ that cha.uenge the “ | L |

.'...I'..',‘f'"f,-.

- 9n. " This ﬁnﬂ repetition by Boyle the:mfogs sorves to Ioola.to
for roconsideration the tragic elements that hsyl?bﬁroyed the Boyle
family, and simultanoously mnct:lons as.a una.versu, abstraot sta.temant
of truth that by t)p.s time far: transoehds the sensitivities of the - | ey
speakar. ‘Like Hrs. "l‘sncnd's ;nd Juno's ritua.lised sppoa.l\. 1t attains |
1its final iuﬂaot through ro!otition. | o ‘

' It becoues \evideqt from the preceding amlysis of Expressionism.
Ej)ic Theaber a.ndk some of O'Casey s expexinontation, ﬁhat there srs both\._
strong points of comparlson, and equally- strong contrasts to: be d'i'a\m\ ‘ B
fronm thess varlous a.pproa.ches to drama All three have s utop:lan sense | g
of purqose, but where this utopian goal expresses litself as an urgent.
1mnediate experience for the Dtpressionists, Bre#ht ‘inaists on e,stab-

\

b
lishing a basis of rationa:lity and a renewed interest in science'-but
uncon‘gected Mth comnercisusn-a.s the first step toward a utopian

" ideal thai fulfils iteelf as & continuing historicsl process. o'Case§

-exhibits \la.ttle conviction of a utopian promise in his. semi-rea.listic : i

a.re. housver, the iﬁf‘:;_:f:' .
« % TR ¥

] 'm ,;v.\'x =
ma.gina.ry. sepa.rate world of la.nguage cma.ted by Boyle, and the univ; ‘
‘.'.)5 .
ssl lnplicstions of Hrs. Tsne::‘d s ples fox huna.nity. the la.trber 'being

R ————

lster echoed by Mrs. ',Boyle. » The. nrest orggostion df a utbpian promise,
\

then. does exist in O'Cssoy 8 enphssig on the 1life of ths inaglnation. . -

howevsr upotent the chsra.cter hinself is iq this case, a.nd on Juno s
 prayer for love, "j b V

'rhh hint at & utoplan pcronise 1n O'Gssey 8 ea.rly pla.y 1s extended o U
\ . H

1n Red Roses for HO,' Pu;gle Dust, sud uook-o.- Doodle Dandz, and culninatos 4

v o » . . -
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1n the utopian vision of The Drums of Father Ned ¢ O'Caééy. like ° .
.

. Brecht, vieys the utopian pronise as a historica.l process that will - »

\ ,
soé the exploited lower clasaes gra.dually 1ncreaaing :ln class conacioua— o

noss, a sense of ael?ﬁmapect. and in improved workin& a.nd living con-
ditioxp. I.ike the Expreasionists, though, and unlike B:l'aoht, O'Casoy

'eorgsiders the spiritual dimension the most vital element of both life

and the theater (LIffa pla.y 13 wha.t it ought to be it nmst be-a raligh

ious mnction" )s and the utopia he envisions 'is in some respects oloaer L&

to the abatract spi{itual world of the Expressionipts than it 18 to q‘ ,
d I o Regn
> Lo c . \ ' . _ L

Brecht's theater.
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UTQPIAN DIALECTICS: DER KAUKASISCI KREIDEKE

| . ‘ "Dns ABbLLd der Wirkliohkeit o o
‘ ’ . {1st] die Darstellung der historisch
- - "~ -+ Dbedeutsamen Tendenzen."'
. | - o Kathe nuncke-wener
T S
"

S ".v Qer kg&asﬂ.sche )\midekmgg at first glunce seens to be radic-

:.a.ly different i‘ron the ngjority of Brecht's pla,ys, a.nd even starpde

i s signiﬁcanﬂy apart, from the late pla,ys. - Perhaps 1t ie tni’fiep
' en'te which has led to the cri?’cai contreversy over the Play, the
, | varic\!ue viewpointe expressed being 80 para.dmdcal as te exomplity
i 3 1n a prectica.l w? Brecht'e own love for contra.diction as a m\aane

.of eeeing the fam‘niar ma & new perspective. The contro\'ergy
oexﬁere prinanlynarouﬂ ‘tho issues. ‘I'he6 first is that, together

N o
: } 3 with pg gute l’onsch von Sezuan, Qer Ecgukggsche Kreide'kggig seens

A ‘-:j ' to.»be a d:lrect regation of the Marxists'--and_of Bmcht's own--‘
e o e . enpha.sis on the necesaity of a rea.lietic "hi.,torical perspective’;

Y : , because 1t utilises the‘ parable form rather than 1ntegrat1ng
| : actqa.‘l soqi@.l and historical materio.l into the play. The second
- objection to the play Jfg that, a.gain in contravention to Brecht's
_ own theoretica.l position. it is not in eecord witp his strict re-
' quinemente for a distanced o unemotional Eplc Theater. These
T ,‘ accusations must lbe considered, not for purposes of remtation, but
|7+ because they strike Bt the'very center of the understanding of what
Brecht wanted to acconplieh through his legend “of the chalk circle.
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o X . . -
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" The first objection is exacerbated by the'apparently optimigtic

‘conclusion that the play reaches. This is very different from the

ending of Mensch, where Shen ‘le 1s left helpless at the end. knowing
that if she ie to cope with acruthless and pcraeitical eooiety angd

protect her coming child from its ravages. it must be at the expense‘

. of calling in her “ccusin." Shui Ta. more and hore often. In doing

*
eo. ‘Shen Te is gradually becoming as ruthless as her environment; a

part and partaker of its evil.\ In Kreidekreis a similar opposition
between "good” and "evil“ is set up, - In this play, however, instend

~of bringing his sharp critical focus to bcar specifically on the -

. nature of the villainous society,lBrecht aecminqu chooaes to dimin-3

ieh its significance in favor of emphaaising\a freakish set of cire

cu@stances; he then)comﬁinee these with a peaeant girl who 1s a ~ b
'sucker“ for~punishnent; and an cccentricljudge kho should”nevér'havc»

been a Judge-~and is so only through coinci?ence and a further com=

bination of untowarﬁ eircumstances that could never be scen to exen~
plify a social~hiatoxical procebs. Civen all theee coincidences.
ht then yosita “einer kurzen / Goldenen Zeit beinah der
Gcrechtigkeit" (GW 5o 2105) in which the sucker wins.' He uses this
unlikely pamble r’nly t,o show "Dass da gohbren eoll, was da iet.
denen, die fﬂr eg gut sind” (2105), bhut Ppparently'also as some
justification for the equaliy unreal?utopian form of Communiam por-.

\
treyed in the Prologue. and ‘set in the Russia of 1&“5, immediately

after World Hhr II.1 ‘
P

It is this cumnlation of cpperantly fortuitoue coincidencee and

the positive conclueion which it justifiee that leads Julian Wulbern
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" %7 to-conclude that "the contradiction between the 1nd1v1dua.1 and the

collective §7 resolvod only in Der kaukasische Lreigekggg, and |

\ o
'there by default."’ Walter Sokel, too, feels that in this play
Bpecht | ' |

P

!

e

1ifted Communism fron reality to a utopian plane,
an idyllic reuim in which a rosy glow of human:
: wisdon and kindness dissolves all contradictions, °
bioo . WAth-réezard to Comnunism. Brecht in his late peried
adopted the attitude of the gods whom ha satirized
. in The Good Yoman of Soirunn, He removed Communism
. ' i from the rcal world with its gxim schivophreaic
' . split to the rosy clouds ot fantasy and falry tale,
) in which a%one s+ Wish and fact, ends and means,
S harmoni ze, \ o o . .

Martin Esslin and Robert Brustein attritute Brecht's "nellowing

3

oo “ attitude an the late playa. and especially in Dor kankasischa
' Kreidekrelq, to what Brustein ca.lls Brecht's "dou‘ble revolt. This,

comprises, on the one hand[ tho author'e own need to resolve his
- interml psychological conflict between reason and 1nst1nct. hope
and despair.l optimism and pessimisn, and on the othdélr hand, tbe de-
sire to discontinue the struggle towards a resolution. and simply  ,
drift, 'I‘his desire is mlfilled, accqrding to Bruste!.n. 1n the. 1n-‘ B

P

ﬂuence exert.ed on h:ln by ‘the Oriental "dra.ma of submission" with '
its teachlng throu.gh Cor‘\mciua@\ddha and Lao-Tse, of "obedience
through the a.nnihila.tion of the ph,ysical self"a ' §

M |
" Brecht's desire for revolt ie st'ill satisfied by his.
identification with Communism, but: his desirxe for
peace is now expressed through images of Oriental ,
calm. Brecht, therefore, comes to terms with life '
only by continu?.ng to reject it=-by drifting with a
political tide, he overcomes his spiritual horror ‘ .
and nausea, Amd this is the Aly mtheais of |
Brecht's double revolt, Only by merging with evil \ .
did he feel he could still function for good; only B :




ety

by embracing the destr 8
he 8till join the ranks Bf the creators.,.. L
modern playwnght batter pliﬁea the dwindling =~ |
Possibilities of revolt in 811 gy of totali;ta.riaT' s
1sm. War, and the mass statas, o ‘

t

L If erMtics 11k Esslin, Brustoln, Wulbern ard Sokel err in
sfressing too strongly .the passivity, optimism and . mellowness~=in
esgence the ?'copping out".--of the Brecht who wrote K regdekregg, the
East German critics have a tendency to acceapt too readiﬁy ‘his utopian

. depiction of tpe Gedmglan Kolkhos of the Proloe;ue. 'I'hey View it as

.

a straightfonmm portrwal of contempora.ry Communixst aopiotx in
Russia. a.nd as ﬁ blueprint of the aociety that could e:dst in the
Hest‘ as well under certain cond*uons. Hans-Joachim Bunge aees the

. } . .
?rologue\n these temsl S _ 4
5 B - A ﬁ a -
' Es wini gezoigt, mit vmlcher Selbstverstindlichkeit -
in L¥ndern *}t sozinlistischer Gesollschaftsordnung.
. KonfIikte vernlinftige Welse gelBst werden und wie,
~ im Gegens@tz dazu in der Klassengesellschaft viele
glickliche Zuiflle zusammentreffen missen, damit der
Vermnft au%nahmsweiee eimal um Siege verholxon
werden kann, : %
% b e : - ° . .

Brecht's utopianlsm as developed 1% the %-evioua’ ehgpter. however,

\

vas not that Qi‘ a xationally drawn ﬁp ulueprint fér a mweiety
1n the manqer nr St. Thomas More arﬂ‘mther utomans. but rather of a

‘/ .

~ sclentifie attitude which views 1ife in tems of chango and of S
" seelng the unique containod in the fam.iliar through the® ess of =
Verfremduns (defamidarisation). - Bunge* s statement, ‘then, elther con-
stitutes a- contradiction, .or shows £Mt Brechi's utopi‘l;n’coneept had

" changed, and that it could now 1ncorporate a fully utopia.n-v«-that is,

a ratig;m_g;x ﬂamed-concept of soeiety. - e

x L

9, . S
Ty - T il

e -
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.Prologue ui?h the parable, or the legend. that follows. The Juxta-

fUr es gt sind,” 1s'a flexible one; adaptable to chamging soctal-

ig,qe%slﬁpsture. Whether the | play ends with justice being carried out

72 o,

K

Bunge s observntion is acute 1nsofhr as he reqognises the -

basic coutradiction set up in the plsy by means of Juxtt&gsing the

',position is that of Justice carried out in an idealiscd. rationsl

‘society to that‘of Justice occurring aoc}dentally, through freskish,
: . . | U o
fortuitous_circumstanoeﬁ. In the soclety of ‘the Prologue arguments . e

-arige oniyfout of "niohtdnﬁagonistische Widerspruchs."7 and are then

Justly resolvcd, neithcr by violent means8 nor through fixed ”etcr—

nal" awsq but. rather through a spirited discussion tnat. while

'being enjoyed' by everyone, oomnunally finds the solution. that. ic L

/
proper and in the best interests of all for that particular time,.pd

place. The notion thnf-"Dass da gehBren solI.'nas da ist, deneh, die

historical circunstances; The society initially dobicied through R o
the tale or bruscae and Azdak, however. is in nsny rehﬁects Tecog- . ‘
nisable as our own. Brecht's 1ocus.on specific contemporary injus- | v

tices and his illustratiom of the soclal laws of cause.and effect -

ar& only high-lightsd and more particularised through the remo:ral of
the play in time and its narration as legend.? This society is one’

in which circumstances are not orderyd but aocidental. and though Jus—

t180 15 achleved as i¥ is in the Prologue, it is here brought about = =~ . .

™

‘solely throuph the fortuitous coincidence of nany circumstances. and " B

:15 therefore a justice that can happen only once. because of its aopi-'

:.or not %eing cs:ried out is therefore not as important as the con= T o

tradiction posited betueen a society in~which Justice through partioi-i
pation is. the rule. and one in which Justice, 1t and when 1t does , ~ ‘

\

occur. is an: exception, and not to be reliéd on.

SN




*\
:_' s .
3

Though -Bunge recognises this contradiction in Qe_;_k‘aukq.‘gg_s‘ghe.r
K_reidekmig, he aasurhég that the Prologue is‘menht to be a utopian
* standard which Ruasia. has already attained. 'rhat this is not so ia
.evident, both in the dia.lectical structure of the plw. and i}n |
Brecht®s® rg’ﬁgnition, along with Marx and Engels. that, though soci-
oty c:m be change¢ through increased class conscioueness and 'mrmxgh
activism, a utopia can never be blueprinted. Sinoe the futuro is
dependent on the pa.st. it must evolve in accoxdance with social and
historical conditicma., Brecht'a emphasis. as he explicitly statea
_ again and again. is on gocial change and evolution. n&t on rational
: v L planningn ’ "Um die Ver&nderba.rkei't der welt in Siw 2u’ bekbmnen.
| | muasen wir ihre Entwicklungsgesetze notieren"(SzT 7, 317) .
Harxis,n and traditional utopianism are, at a.ny ra.te. at odds

o segch other. Engels, in &gig smy . §cientific a.nd Utogian, a.lf.;o
R O

the distinction. as does Brecht. between utopianism as an ar'ti- :

ficially imposed social: afrueture--ann therefore unworkable--and the

organic,.hiatorical development of societyc

I The solution of the social problems, vhich as yet lay

‘hidden in the undeveloped economic conditions, the .
. Utopians attempted to evolve out of the human brain, .
e * 'Soclety presehted nothing tut wrongss to remove thegse !
' was the task of reason, _]t was pecessary, then, to =
discover a new and nore*perfect ‘system of &ocial order
and to inpose this upon Bociety from without by prop-
aganda, and wherever it was possible, by the example
. ~* of modern experiments., These new social systems were -
. " foredooned as utopian; the more completely ‘they were
- worked out in detail the more they could not avoid
aritting oxy inﬁo“mre fantasies,...the kingdon of
" reason [1s/ nothing nore th?n the idealized kingdom of

. " the bourgeoisio.l ,
o : 'rhough Marxim is otten conceiveu of as utopian-at tines, ind@ed.
Mand.ats tbenselvor-beca.use of ‘Ats idealiatic beliof that directod
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. "human efforts cap change the world tor the ovetter, th.iaI is a miscon-

e

A e a2y

. RN
P s
L

a ‘ Jceptlon, and ig born out by ‘the fact .that Marx and Engels th‘emsrlvea o | 4 _':
,':ever pictured. 1n any detail, the 1dg1a1. pmleta.ria.n—dirocted soclety '
x?t was to come 1nto being aitor the workers' revolu{ion. \ 'rhe new l
mieky, t@ough 1t wa.; to be radically different tr&m the ol4q, could

, -not break away from its historical fourdations. And elnce the revols .

ution Atself would be & climsotic, extremely influential nistorical
event, jhe post-revolutﬂqonary world could at best be envisioned, but

. Q - . :
PR never aocurately prodicted, except in the sense:that it would be an' SRR
1mprovement over the past, 11 L . , - \“‘; ' ' :

Eu@ene Goodheart, distinsuiahing between :\.dqplogy and utopla.nisa.

reiniorces Exx_,e.'l.s' negative view of utopian ‘Ehaught as actua.lly being ' b I

a pbtential threa.t fo-aocal eQ _. oy |

Unlike 1deology. wnich rat.ionalizes an-existing state - '#"

of arfairs or a power motive, utopia is, 80 to spedq,
disinte:nested. Utoplanism begins witlan idea and

tries to extolliate it accordins to the standards of\
ng and intransigent /

' moral reason in-an yncomp
P " wayt. Politicdl re ; 15 understood in the: W
o - .practical political Worl€ @k alien to the utqpia.n v
: . s is no problem so lonz as utopla

Jou d'esprlt o an obliquie torm of satire or ve

L )

. & _8Source ior ctical ldeas jor reform, Inde ' "f’ i
4nsofax as utoniapnish expresses the view that the A ~
’ gent 1linitations of: gocial and porsonal life jk o *’ . . T
» not pltimate and are sidject to rational changdp, 3¢ D ¢

: :E-, a liberating view--utopid'a permanent

) tp 8 political and social life.... oy

ttop nni.,m becomes problena indeed pernif¥oiiss
t eptets the hictorica a.lmwtha.mb o‘ v

0 tm siorm the Dolitical and sotial order MeEere v

ding to an idea, My ital, ) AN -.f‘“ LA

. . )

’ . . -
B v ! ‘. - ’ ' e
' . M

®  Goodheart here graeps the esoential relauonshxp of utoplan. thought s~

3

to socia.l-historical existence, and 111nn1nates. as well; Bufght's ;o T

| uaage of utophniaa in Der ka.u!msischo Kreidedre;g Of course it .

j

e

Py

@ S .




SR ‘ . ‘ e
Tabede "“ ‘ "f LT \ '75 ",'-,?»;,“* . S ) t .
| « ) ."- mﬂ be argued. and: ~right1y B0, the.t all utopinn Iiteraturewe long v
7‘ : —~ as no attempt 1s made to- i;nplenent 1he plens in a practical way-- '
’ prevides eméfly athat liberq.ting ﬂmction -described ’by (‘oodheart.
Sthat 1t e a forn of satire,\ showing the lixuitations of soctety, and
t ‘wf,. J ;providinc 1deaa and 1mpetus ‘for refom. Brho'ht’e -Pmlomxe certa.inly

v does tmg‘. depictinr a society 1n which oppositions need not bo.anta~

ur’ .

e OE boniatié' and in’ whiQh they are resolv«ad not only in a mbion&'l. pure’ e

PLd

& St
N T

e T P Wseml waor.but with f.he mn consent, and. even appro\'ﬂl °f

~

£
k)
s

"] . . ' pa.rties. Both sldes :;ecognise that the course chosen is for the
C '°' becomes a pleasure 1n i'hs own right; the alightest lj.mitation of -

% o which. however necessary, is to be. deploredn "A.lle V‘ergnﬂgum;en ~
mussen rationiert werden, der l'aba.,c ist‘ rationiert und det ﬂel‘! nﬁr
"

die Diskussion auch"(g;_ 5, .2002)., The‘resolution of- the mnict 1e
v. . ; RV RS

80 ’Ehe cause for the ﬁ.xrther en%ertaiment & both parties, an g

o al
A - ‘m ?
R entertainment that botg celebmtes aﬂd ﬁlrther explorqs ‘H'?e "righ

<& - :

of the desision’ arriqu at. ; "f‘-‘ “,‘ W - PRI

..(“.’
R e
‘ d But b’ presenting the parab- : 1‘ *the chalk circle,both as cd"h- _

e T ﬁmauen of and &5 opposition to the '!‘ogue. Brecht did ‘more than

oo . \ ‘

R & KA Lo
R R throu.gh 1ta very perfectlon. Contmry to the ﬁ.ews of Uil‘n

c T other eritics, Brecht 4n thie play. and in er

2 - Semuan, developed the concept of the scientific am{uae to what vas
; perhaps 1ta most eonplex mnction. He made this "naive" attitude a

, tool for mediating. in the ‘manner of Mu; and Emgels, between "idea.' /
‘ and the historica.l procese, an approach to history that ma.kea the

fo e Do » \

IS - o e .~ L. N . . . . B
- L . St >

pbetterment of the entire society; the(procesb of resolution therefore, ‘

Q Cew o gel .-',\

e uqe an abstmct utdﬁn 1deal uhia srtirised the acﬂl world l.:- T
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) )‘ (e realisad&\rough .the 1nterplay of 1dea ‘and historical proc.éat 131 the
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generaé.iétd and thezefore. }oqua.ug unréal (fé., J,eéé‘

~

3

‘ - ' - . N . u
“ . a W - . . J ‘_. . oad t ..-,.- .,‘_
"lt

' historica.l prooess the natura.l expresslon of the 1dea. 13 'rhe scien-
}

s
1c att‘itude vlews 1dea and hiﬁory in terms of di 'ziectics. In Der
t

aukasische Kreidekreis the Prologue prpsents the s

ic idea or 1dea1.

: 8. and the’ parabl.o. presents hiswry not 1n actua.l. but 1n generaiisqd

terms. : ﬁth th%sia and.gntithesis aro a.bstraéted from a.ctua.lity, fis

AT T §
- 1s° tho\qysthesis’. m 'therefore*not prosented as*an actuaI event ..
~or ciamuniaing, I he higtorically qigniﬁoant ruith that 1s - ‘[ 5

work. This'ﬁ y of idea énd process copstg.tutes a dialeotic 1r L
uhich the 1dea.lised but unrea.l (1e., u i.an) Pro!ogue, stresyng the N ) G -

adv‘antages of a raﬁbn%x, cqﬁrolled society-, iw\%{aposed }o* o ‘ o y' Y
, t gh‘t . 8

| , i A8
| attatns 1tp’ posttive aspgets onﬂ'\through the a.rbitrary cgnvi_ 2y

accidenﬂal ‘oiroumstancee with ma“erritic. unm@lctabla ‘pérsjm.],}ty 1n
th% éharacte‘r of Azdo.k, ang thia during a um% t;f unstable | nm 2
}ol*tions. ‘Both Prologue and pa.rable do@mpariﬁe eagh o{herﬂ" .

oaI gtgnificance. ,a.n&, oomge'quently tbe aocié,
a: . ‘

therefoﬁ*’a’aidas 1m nelthor"‘thex thesis ~f

nor in zhe anti- .

bla), but rso:l:hezJ 1n the synthesis, fthe conorete"’rking 'l x

out of the ultima.te recognition that,politicalchang% in 1teelf s . - . e

" pOsitive“‘by virtue of the, fact tha his cha.nge ;z. at’ least. lead

S ‘to some lasting uprovement in t cia.l ozﬂer.1_5 During f.he pa.l&ee -’. ,

‘ _'«revolution t.ne Singer acts »as oommonta‘bor 'nnd 1nterpmte; as he watches
. .',the uprisiit, ann 11(1 thia role&e docuunta the hopo which the revofl.— :
" ution nay bring for tho "little peoplb, those who suffer the noot; A ”\

LN

' either in wa.r or 1n peace. After aaa.\lysig& t




, . those !.n POWO » ho Wduces the biatorical pei'apective as acon= -.
)'.: ;  trast to thia' sgoia.rm» ¢ber 'lang is nich- ewlg. /0 Hechsel der ‘ /
‘ { Zeiten' Diey Hof@n;?# Volk%'" (2615) . The gre@t.est hbpelessness X g
.‘\H_ '.‘. 'Qf °l s};es l.ua B .tic society Hhiich does not a.llow fo;rehange, and the . -
p | : grea.&eet ho 1n one that d&a. even 1f the cha.nge, a.s 1n thé revol- .

_. ;'6:"7 . \.‘ _— utf%n of. the prlnces. ia tnaly ad. quq)mlge of one exploitive Tuler { :
,x "‘* . for a'.no'l'.hé’rl equa.lly dqminat.‘-ng.. T _— z o .".,""‘;{%;?6 ,v’l,
’{ — SR A That thq Play endg positigly, Juth Cmsdha being ghven mn B .‘%

*"‘ = .. - T rights OVGI' the Child. rather mﬂ%gativo - ag in the.case of pg_g-_
| " ) ggte ﬁensch, 1s inl'port:””;. y becausenit detno'qat\rates the- potenti&l : :
e . J that a changing societf &gérporates.‘no : v e§ the’

. n‘ L tmguned it, we would sti#j: realig;t_h& shes_a_hg;g,ha. . had t, *

S - Just ;tay.‘séheu Te; -'ould ‘be alfoued o \.gog “but 14 aemed thils ‘,«i“‘;

mon . G s prime' :aus tbe ungust socieﬁ! in which 5 ves static.h-: :

T z.wn}n* R 1v e = 2 2F hw ‘9, @’ N

oY Y He rbbogntsa that Grum:he%s glven the child only becausg,ﬂer Bociety '
o, \

xbdr“noé‘d enqugh}iof gi upset to allov for the accidental combl- |

u . o :' na.tion of events thdt 1ntrod\g§>es a "b::lef goiden age” into 1t.., ‘I'heat-

s -

5 J ﬁo&ny. &lao, the encnng (s 1& stmia ‘il tg the iia‘tectical auue.

."}

ture of tho *play,a 'cauﬁ 1t¢,pppoaea a single

\‘ PO C N\

_' tive qacision that -

o nﬁxcepuom X .,a_:;bitra*fy. -to om.that 13 the‘mle and amved at -
R ‘ . _"»‘i‘ reaaonably. ' ST G SR S Y Q ’ LT i
- ¥ | - ) - Haltor SOkel rightly discloees an excmtiating norb.l conflict/ \\

‘ ,x i 1'~.~'~ betkeen good and evila with a corouary rconﬁict between "ands" -and ' - '
R ¥ "nea.ns" ovident in m;ch of Brecht's work 'l‘his conﬂ.:lot stands 1n | ‘- .
- . opposition to the didectlca.l med;a.tion o\f utopian 1dea and histori- ' b

o c,aJ. p:roces' 1n @uhkreis, for 11; ulti.matcly lea.ds to a "sense of RS -

i . . S L. . - .



?} N
S _evil with the %pnessbon of 1nst1nd% ln a Ia.rge measum also cari-

J“%z‘" Q@ the t;mgic" ﬁhat is ev,ident 1n muoh of Brechﬁ 8 woa:k. h.l§ is laokint

-

, . = the pam@#cal.neassity-ﬁnd ums;stj?uty-of using%vil means to
: a.ohieve gosa ends. dated back .o th';\wr#tlru of Dié MMM 18 In ,' .

) .' ' ) ) 78 . X ’--‘ ) « ,l . } y .\
* [ ! o : i o oA

&

| ’in the tale b} Gmsche and.Azdak Goodness, in’ Qie Mgssg_ghmg and 1n
ﬂw :
Brecht'a ldate pla,.)'s, sa.ys Sokel, &,

‘
R R e

. n . ' -
?3' ‘48 ... 1 1cal wlth the pleasure yr,lnoip o.,.. ‘
: g ‘ Brecht gns morality with pleaspusidyo ity is 9o o .
L alt and penerositys; .and, ih Pt result . - % P
fro:t‘i conque‘st of selﬁshncsso "“the contra.ry. S
. “‘they the spontaneous outflow of higgan instinct,
v n.beings 1t is an eady thing ‘to be. foed, S
Convz ’ evd.l, meanness, mthlesanﬂ;s ifvolve. |
_ effort se f-qonquest; they axe difficult to

Tl ‘achieve ,—because they 1y in'the- fa.ce of human na~
» ture.1§,

) ‘ B o: : — ‘

‘e
\

-

. U ) . Tho 1dent1ﬁ.ca.£ion af: qao.dness with the natural a.nd ins‘tinctive, am;

. \\ 3

fles the see)ningly pa.radoxica,‘l, identt"ication of !’utbpianatnd\anaroh.tc
.. actlons’in mado'g: characters like Baal, the Ybuﬁ, %nde of. p_i_e_
) Hagsnam-alt}?ough in a str‘.lotly sc%amatic l;annet' 1rr this plao"'-Shen

r ' Te, and Azdak. ;‘he tragic element 1nhqrent 1n t’r\us diet'iotomgr.,of goodi' - _'
*\'

and- evﬂ is t’.hafrsooiety 1!; exceedingl?‘pez‘verse, and 1n order for -

] . &

q‘-
.

. ’ - .
S gghdness ; comuer ovar society. o:: even to survive thin 1t a.nd ol

pmtectﬂiggp!ﬁ 1t . nust nocesaa;d.ly omploy tho onlbtacﬁcs bhat are

Am'

"both recagxumed and effecuve u that éoca.ety. “*The neas dqfeat rtﬁe ot

v -
L]

P \; an& t'bey a.re to sox:ve. "17 presenting a conﬂict \that is. in Sokel'
view, unro&lva’nle and therefore trae,'ic.

1

P
-

;. Brecht's éonbe:m with ‘the tmgic conﬂiot of good a.nd cv:.l, a.nd

—

this playtho Yonng Comrade Mllingly consents to h::.s own doath, beca.uao -

é‘ ’Qeath 18 the only solution to hi@ 1nnata ina.bility to repa:esg his

1nd1Vidualised uwunets towui'd goodness.. Seaing people auffef. Lb e

14




T . ;sf B

U is campelled to enpaihise and help in an hnmediate way, \even though he

\
realiaes that by doing 80 he is Jeopardislng fzho \succeas of - the ulti-
mte goal of goodneas.19 ‘I‘hg‘\moral 1ssue in this play 1s oomplex,

' S because Brecht implies--technica.lly through the use of masks, and ther
? : |

, matically by a.llowlng 1nd1vidua.1 .good to be destro}ed in faver of an
ultlma* e., cqmmunal 5ood-tha.t the natural 1nst1nct toward goodness

» S 5
must be repressed’ (sublimjad?). a.nd the ta.ctica and person&lity of
1

:. "“.

univei'sal 1.20_ But in denying the nptura.b 1nst1ncts. the end w

J |~
‘ becoue swai up in the meaﬁs. a.a‘lokel has suggested. for in

S |
' 3 J ‘knling the Young Comrade, eveq with h:ls acquiest\.ence, tvhe other three
menufy themselves With - the evil world despite the wor‘qhy end they

e yds);\ t,o achieva‘ Martin Eselln also focusses on this problem 1n B

.\, ,Q' ] “_

[}

hen he atatean

PR %
IR

R U P 1 the ‘boncrpte, three-dimensional forgeqf the artis{'s  * |
ISR S ., i recreation ofyreality, the result ies e facile -°

' ..y -optimis of cht's proféssed, and monotanouslg
. Tt asdarted.‘ eschatological hope of a Marxist ea::mq \

oo paradise, For he constantly shows the weakrieg

7 man, M4$'inability to deal with 'his probléxs gtﬁm-

.. i\« 7 ally, his subjection to iniddnct and Blind pasaion., . - .

S - . . Poverty, -he never tired of demo ting, ﬂreads S )

' b meanness and selfishness. But thé: rich toowaré S

mean’and selfish, Why? Because they thrive on a L

L s,k _1 incked system to mch they, tbo, have to.conform. - e

: _ . Therefore. the sys 'mustbeehemf;edY But, #m . . .o«
S \  Brecht's view, it camnot be changed slowly and gra~ "~ -

R L dually; only violence‘'cap bring abput a rea.l.‘g; fun=-

: SR - damental- change, But-vi.o.t\ s wicked, aAng” -
, $ ) wickedsmethoqs o & make wicked Pesple. ‘Brecht's
T o + creative power puts the proof- of each o‘l-‘hhnsp\yrop-
SR ' ositions bgfore ue concmtely and: convincingly. A
' : y he was dnable £o suggasti way of breaking this _
: vzcious circle.zl ‘ , ‘ N

[y
f

~

the evil woz%a conacibusly »a.dopted.g if good is ew.'er to prevail onai.

' AT extl;act the Jneﬁ oeﬂantﬁ in Bls playa*'in




Ly .

e e

Even in the last play Brecht wrote, Qie Me der COmnmne, this paxa- '\ -& ,
AR

dox \h appears. sht into|a Historical perapect.;ve. but left unre-

. ‘ » :'

IR R (1 A A N

7. ‘: (2008), ﬁ the Prologue 1n t;he present;

_ . emple\. Thin g:adual prqxgess of chame while in he nain démonstra‘-\

74 » P .
solvedl . o ' S oy

Varm'{. wenn thr e mihes.t uollt, mtisst uu die Unter=
er unterdriicken. Undvon eurer Freihei$.'so viel «
Rufreben, als dazu nitigaigt. - Ihr kbnnt nur eine: h‘ei-

_heit haben, le, die Undfkdrticker su bekimpfwni - ® . 1 i

BN
St e ¥ ult. | Terrox Fegen )I‘efror. untérdriickt oder werdet |
- ndruckt. zerschmettert oder werth zerschmettertl -
: : | I ] o - ’
Rufe. Nein, neln! , . Wer zum Schwert greif’t wn\'l durch
aas Schwert umkommen.... Holg.en Sie leugnen, dags diei%s Q

. - ' Anwendung von Cewalt auch den,’ der sie aﬁwendet, or- Y

. - nledrigt?: .
..~ - 'Kigault, - Nein, ich leugne es nicht. (Qg 5, 921?9-80) R

O

In ‘kauka sl Sc fm’dckfe' \ howevﬁ‘. tho dﬁem& of be.!.n};

Y)' . ‘o

3: "?uan evﬁ World-and nf unﬂingg ihe noxion af goodnees tos’
revolutipnm-historical cbncePt-aﬁs &Pp:‘oa.ehed 1n a diﬁ‘erent m

N N - ‘\'

\ :

nhaik circle 1: set, "
) _ f . 2 ﬁho ﬁignﬁ.ﬁ.ca.nce of
this is tha ‘huge til:e spa.n ‘khat 18 allom for\
to taks' place sin. By spamnng this luge tract of‘timé Viihin thq
play. Brecht was perhaps' eonscioueh/ t:mng to resol\'QAe noral con-
fnct, 8o pvident «1n the othe:; plays, through l nore senuine appre-
hensfon of higtorical dfslectics as -  Process that Indgoduces chan‘ N
ua.li g.p. thrpngh the sxnfhesis&r\, of 1nnunamble theses ;,'

- and antitheses. oi‘ vhi.ch the . pa.rablo so&uon of the" pla.y is om-one

I

.‘. o

: the uqhtiming‘ mppresa:lon “of' nan'a nat};rq;l goodneas. also 1nd1.- '

an; exkstua; ah!.f‘t' in pom that : ﬁlg.atq}y allow ”&ood" to
e s :

, mnchon without tping deatroyed. beca.uoe 1% vdll na” longe:; e:d.at* 1n

\

‘o‘!}«‘n ’ig IEE ;; "
nﬁuhter Zoitv: ’\

social-histoﬂ?al cme‘ ;»'.'



L T aworld that 1s eategorically evil, Thie wouid refute Esalin's ear=

SV

I
lier quoted statement about’ Brocht's conviction that "o:rly vj.olence

cfm bri\ng about a really mnaambntal ohangai“&; o

o 4\ . o Brecht ma.kea 1t very plain W%;.k’s acceas;oq to the Judse'l

:."_{5 : -. '-”‘ n'.,_."_.A sea.t 18 mg.de possibla iny\ becauae W tivil’ war nake both the Grand

| - ‘ '7) | J}ukp emd f}:e Pd.pces depqhdbnt on’ the a\ct\;«k support’ of the nilita.ry
S 'I‘ha be.lance ot powgr 'th&rofore falls tq, tb’ I&onshirta. During times

: (\ e of pou ‘ogl 1nstab111ty the mm.iy poweri‘il‘os‘bTMa becbme a
: ."‘ - ' * m Y
S deciaive factorg amd ‘4n this asé too, the’ F‘a.t Prin mu-t at leq,s*

% E 4
o ‘olchonsul\ the nxronsm\z\ts, to pmw@}t. hen ﬁ*oné ¢ .
'm’, . '\.-'PV' '

Thls 9‘““""*811'*' of wtual Pom‘. cow.ﬂed nth tﬁsu

of bolitical wgr&u}mm;, 1bads thenr t enﬁma thetf“» .
\ t 1n o.w eobi;mt"a &J.c\ﬂ@hod nfnnor, but ainpfy Ak a‘ T
Henoe. U'gcluﬁ Mﬁak a.n,udea Wn—mnd berlngs‘a%w ?bjmng‘h thoir

.. ‘, ) ¢ 4
"htgnt 1deht1ﬁca.’€iqq.w1t t;xq opprh.d. -oi] vihj.c\h 1n t‘ﬂes of poﬂ-
i _way declm m, nther than the

R \,g - \
e "‘.:' .‘ S e

ST e etaptity thky g6 o2
R Vo Y Fat Prineo'a nephew, the* prus:l.d:mg Jua"qq» Agdak h!nself 1, \hll PR S

Ty . .
T *mm of $he. tamous m.t\m o§: hia posit.‘l.on. ol . % to_aw -

T I N
s
3

T gog,t 1t ‘{Mthe full. w'me the c1v11 war lasta, i mudently maisnav o
w‘i {@ \1t when the Gﬁn@ D“k' regains. pover, dJapito the D"'k"‘ ‘”ci"l ats-

'
pensation touu.rd hiny i‘or he res.ises that hia anmhie—utopian fqm

i L.
of Justice uAuld not. and oould not. conuuue to exiaf: under stgble
\

T counuona. LR S I B v
.‘.\. ". ..A - \ / ‘ " : . ‘ a s \
(- . o ‘I'he qynthesia offerod 1n the po,rable of tize cha.lk oirele 1a,

A thn. the ?asult of a histonoag. @eqs of only .h‘t‘b y.m' odmtion
: \proceas thut. d&spne the paradoxically " Juat® d«idons whith Asdak
r DR ha.s ho.ndod down. le&ds. ﬁ.mny. io a aoehl-political atmctnro tha.t

b : - : Lo ‘. . 3 P \ i 0

: l



X

‘. ’ ‘,1 thof’crand mko As again in ufd control However. the : v
luory of tho tio years oﬁinaubllity. conbined with the nenor.y’ of '
o Azdgk‘a g&ldcn relgn loave%bo pooplo--md the audionco-—with a re-.
1{” }‘owed OOnsciousness that ohange and rofo:l ‘u‘a POastbld. and thig o ﬂ
o donaeaouamas then leads’ to the nexé set, of qu‘ca.l oppo&lten. \
Der kaukag_scm KE& l_cx_gg,g shou,s both tho nature of social chango
and tgre 1mmome dist&nce- thnt sepumtes 1dea.‘a.nd process. In pre-
- sentingmtnnge as a gradual deve&opnent:o{i this nature, 1t mﬁ.nee
| _p&e dlalaeucal px\oe.sa and t.ra.n»m's the traglo dilémnd Tegarding | o
the ﬁm?tion of goodness in thevd voloment of a proposod utopian form ;

‘ \ . T Con
. l ) - ; \ ) LY . oo, :‘:" i
. Y . w . . . . "‘.‘\~ . B
1. v A . ’ . .
‘ ,“ moawenuea.l to tmt uwhfah aoanas‘two agd ﬁgo of the : ’w”

’ ””

‘\\ - ofo:d.atenca. N o ‘\\' ; ;';” o ‘o i
\pter I stated that the steond major. 1.

Doy kauhnseche Kretdekrel waav**_f"
wm—-———-é i

or aid- not adhere to Bmcht's own R

Atthebeginninso!‘this'
’; e | hsue ‘4n the critica.l con
S *‘:'. "the eoncern that - “the play efthy
’ S s statTd prlnciplea qf Epic 'l'hoata:: “ﬁemmjoa of the diversity éf ‘ " -
' . oMons. oﬁ uight !noto rmnex s i‘o’ﬁim thnt "An stlrksten ist ‘
. . die mumm des Theaters u xr_e_a__ggg_ag enmexelt.-iz‘m con- t
.o o ’_"tnqt th.is to. Hu Spal!hr'd oqn&.v ﬁn conviction thﬁt "In The <Cau~

s \ . 4 -
¥z e - Saslan Chalk Circle Brechi comes close to %ng the kind of escapist
' -

Co theater asainst which he m once 1 ghod, thoa‘tor that serves to,
R e ”audleaeo that n in
| S sive refomhﬁbna of a.ttitude."” L
RIS A poasiblo reason’ m- tMa radical «nmmne. of opnioh -.} bo
e o the téndency. on the put of many muea. to aulyqe the late plqya
BT sccordance uﬁ.ix the sohou.tio dootrine tat B Bxecht sot down fn 1928\ <
oo e e .

. CPnpelled to




—— e JE - 8 .

_‘ , L iﬁn the notes to Mahagonny, 2 g Eminod ﬁ‘oq the perapectivo of 'this
| ' early fomulation of the apio thoater coneopt. Kreidekreis, with 1ta

. "1 positive ending and its mbﬂe interplay of m and euotional
L uidontiﬁcation. "would of all Brooht's plays bo the first to be viewed.

\ ‘ negatS.Vely. B:pecht had, howevef, at the time of fomlating the
' v ' Epic Theater eoncept indioated that thln ot‘ his theoretioal '

) stantiated this claim with the, nador 1nnovauons conta.ined in th@ K
3 o &eih@g Qrmgg and ‘the appondix to it, 1n which he rioted that the.

A

A Eple Thbator concep‘t oy "too 'slight and too vague !‘or the kind or’ .
Q\oatm 1ntqndod.... Bes:ldep it Waa too inﬂa:d.bly opposed to the
/ q concgpt of the dramtic. 26 -’I last, unconplet,od\, colleetion of
’“‘ ‘q - Ngs writinga on thoater. titled '}:1
R . i A &&n noted the tnsufﬁei\ency of the Epic Theater de tiom {l, o
SRR DI . \ 31% '

S N i Sg :. 4 Leve die Beuichrmng 'episcbes Thea.tor' ist M
R B S S, -&emelnte (undeum Teil prektizierte) Theatar zu ﬁma.l
, Yoo T +y BEpisches Theater ist ftir dlese D&rbietnngen wohl dle
o e -7 7..Yoreussetzung,” jedoch erschliesst es allein hoch nicht
A T dde Produktivitdt-und Anderbarkeit der. Cesellschaft,
N T aus welcheg_gxellen sie daa Ha.uptvergnagen schbpfen
o ) o m“.@en (m’. '0. )o

LA e T R
‘I‘hough he did noﬂ speciﬁe&lly propoao ‘t.hp name to Dialec-.

S o _1ical Theater, uanma Hekwerth np&ﬂs %ha{ Bz\veoht was aocuamd tn

»
Y a

S | using this designatiqm at' u»aus of tho Berliner Ensenble during: -

~ -

the last yur of his lifb\ S Loy

)

development was neither conp]ete no# 1rre aﬁle, and he later sub= -
C

¥

3P '

ectica 1n the 'I‘hea.tre. Brecht »

. .J.{‘,,“ “ :

E '\\

| | .
A ntmghmofmepummm{maent m&_gk_g_e&s
‘ v soneunu in'a modified forn-they are not ds u&n.tﬁcaat to this ﬁlay |



S T and the whole tdea-~were \ngs. 58 "'

e ¢ 'ation__.3

T e

o properly appreoiatud‘-m

S —

q'-éf:‘ tm plw' are

. effoota achieved
o " or oonteﬂpora.ry wrl.-ﬁ!s. perhaps most nbtably Thomas Mann, -
'I‘hat& gghm ang 1row m at times 1ntercham;eable Boea not, hou\-

. e

Vo sa.tion that conpriae a oomprohensive theory of tho theatorT
’ Whuo Brecht's. latest-fomed theorotical conception of tho theater
stxtsaed the import.ance of pa:ognraa \through the aynthouaing of, dialec~
l*tical oppoaites. tho notion of Yerfre g_ggm mvortholesa ro}uinod !.h
. primry i‘eature. He onpha.siooa the organic dovolopnont of the- "dia- |
lectioql" out of t&xe “apic® theater mon he stateaa { |

‘Aneffortdsnowbed.nsmadetomoveon*ﬁ‘pnunopic' - 9.

-theatre to the dialectical theatre.. -

Ct Nor would a dlalestical 4
N --elo:nontb ALl the 'same we.

"‘Q. S e et
The transfoma.tion envisagod 1s la.rgoly in the mw.on cl.rrlod by t‘ho
Varﬁ:emdumsoffek%, whleh. Tather than serving primarily to antanee
"the obnrvo:; and -‘t;ue actcr from the’ charnotor on atage-though thoy .
still do so~-now- becono more dgnificam tww f‘tion o;‘
pa“lnting on?..l perhapa moTe opeciﬁoally than before. the. contmdict-‘
dona inherent in ure and \1p* Matory. Yexrfremd gm th\xs upm-m: o

-

‘ J that Iife and ‘history m not governed by a oonu of purpogo ;nd | _-(_ .

'recularity. hut Jar%‘ross in m emtio, though [ploawz‘aﬁle--it

G Y R

——————r i

* otith, 1nva11date the use of- mmr as one of the nethoda of darmmm-

4

/\ ) S “ . \ - . . \'.‘1 o
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_ 1t does not sean fa.llacioua to assume that ”Brgcbt’ s t‘hwy devoloped

plw gwomed vy diuccttoa&nd

< p
- 5

.~ thesis and antithosia 1a tho ujqr. and most unbri‘ageable qén

.. v \
- \mdtothamthq\: can be “overcons,. 4t lstr:%, not*

/

scienﬁft‘ic agg s’ 1n Lpos-

atre of: the
‘{ctiqs into & sourco of end

Lo ﬂto make dial
e t. "The unexpectetness, of lom.callx prog=
" "reBelve or sigezag development, “the instnbility...
of 'every circumstante, the, joke. of-.rem\trhdic- ‘
tion and so forthi all ‘these are’ wals of en- -
Joying the liveliness of men, thinge and pro=

cesses, and they helghten both °§f capacity . ‘. _\_-

(c.a 16, ‘m)

LI ] b

(> % Although Qg }_gguk;simne hg;dekregg Lt writton & 13\11 ton

yem beforn sono of theae theoretical atatomentsv‘wero recorded..

for 111‘0 and our pleasure 1n 1t

.

a8 contra.diotion. a R < v-'rg‘ '
" The structure of ‘the Bay 1o z.ts anzmw. as has pev oL
outy is d(ﬁ&le&ical. With. the Prologue mnouonmé as. ?m pole of the

\

daueoum and {'& logend as tho other. The contradiéﬂ.on be lthia""

)Q \

tion of t.he plaa, oat&bliahing the gmmwideremg . Q’Ma ukge ovi-

faﬂ,} )

dent--uid helghtons«-our roco’.%n of the guh that sppantea rea=~'.

1 J s

"*‘ ,has-'n obj_ect to show uoclal evonh as nodiﬂab].o. a K

as. xid (3’ falge glow of the.eternal, the self-
‘ovident.... I; draws attention to their eontrgdictlona

by the individual sincée.thess' contradicti S
‘have thoif‘"ca.use and base in hin. but by io S
the ttmggle w&tﬁln aeéhty. , o

' llty mﬂ pgsatbinty. and« at tho me tine. k'a m“zwei sugsouta. "' |



| | ) Althoﬁgh é?ﬁﬁrolbgpe- functions 'qs'- a atatié 1d'ea} 61'. idea in ﬁ.s y
o opposition to the l‘egend part of tle play. it also okhibita a dialec-
tigal progresaion 1n its owvn rlght., for 1t begins with a contradictory
s;tuation t.hat 13 thon rdsolved through thc qrnthetisim of opposing
posiuons. mt. though - the 1ssuos oonfronted in the Prologuo ' L
signiﬁ.cant, they. are resolved 1?‘a bleamr¢NQ rather tha.n a hostile '
or violent. mann?;c, and’ thls diatinguiahes the dialectical probaas 11- !

‘ luatrated here radlca.'l.ly from that of the bod,y' of the pla,y. - '

e fl " The mador opposition expressed through the Prolosue 15 that of:

‘ oomum.l good versus 1nd1v1dua.1 dusire or enoﬁoﬁal athchnont.' 'I‘he '
ttubgphere pervad!‘m; tlhe oonn‘iot and 1ta eventub.l reooiution is ope R Y
of zeat and an‘ttoi;htion. tinspd in placoa with enl-y axpteaeod 1nv B
- . digna‘blqn and cont%o\led emational outbnr;ts. \uth!.n the oontox}s of
AR L o 138 Presoribed nmiuuona-u non—antagomu%l(e.»cuty n pre- '\‘v'.j_
& @ L " ' aented as. dodmame. & conmnity in nux. which changed \dth every .
G dccision that ia mado. Th ‘thia apnd it e utopian 1n'€he deﬁni‘ipu:‘_

.,

o " of the torm ucpd 1n thia study. beaause it 13 repreaenta.tive of tﬁé‘

; S e = | scientiﬁc a.ttitudq that” Brocht uantod”s to 1ntmdnce tg' the thoater'-

' o | goiﬂg public. The utopianian of the Prologue ‘ls pmrlunced in the A
" g_g_t_;t_ud_e that chqmterheu the 1ndiv1du&1m they oxmm . groed\ = 2

Y - _ for change and novﬁty. ‘the .mu‘, o ;oe the unique ,tn the Mli ; ,ig,-

e _ -andthe didnclinntim\ to. allon then‘aelvea the- puaMty of Bat opin‘l-o e
L R o i _ons, _ At the' m time. atrong elnotiom.l uthchnenta a.ro Jqually ovi- =

o . .,; dent.v ]thbugh thoy nover doniuto.} ‘~':§‘,' v ; . S

‘:.‘ ‘ . ;"' B .]’",: o / Prologqa S.a gtoplm.khon. 1n the ,aonso thn.t .'«.t abou t’ : ,,'~' S

- te ', . noos.e{y that 4s eontlmuliy 'in tho tr&oen of oha.nging. dﬁo to the - i[

e .' ,., ,. mtion&l @mhiona nde on tho _ .\ qf The 'atato and #.ho pooplo. ‘me» /

™
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. omT~c ¥ationieren muss, 1st schlism. Sehlimner iat, dass ST
;o Lo aaq queh das Reden ratiéhidan mn.33 _ ot ! o
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e + vi " ] *
f‘&rat declsién is that of the aute. made through ﬁa repreaentative. o

o

|
the delegato of ‘the Reeonstruqtion Gomission. to a.'llow the two parties

| ‘
£o settle thoir own diaphte th'rough (én d;aéusalom “Als Sachver‘swnd-“.

:1gor deir Hiedemuf}baukomiuion orsum ‘%ch die beiden Ko].choadarfer,

cich aolbor darnber su oinigen. ob ci;r Ko}choa 'Ga.linak' hiorhor Zu=- 5
,zuckk%hran #oll oder naem"(zom) 'The final dacision. t}hat ‘the valley
vahonﬁ,d g0 to the ﬁuitgrowers rather} than to’the go@breﬁera because -

: the fomer" wauld bo ablew to beneﬁ.t more fxom 1t; is acooid!.ng{ly arrived
at by the peop.le thonselvos. In tw.s.* t.ho Ii!‘e of tahp comntty. as
%Wc;{n the, P&‘Wgue. ia one of (on!mt cha.nae. w&th evory do-

PR T

. 33'?1,{
e&é&rﬁ t&ﬁr.h made modifying tbn mt\\reito aouc’extont._ A N >

- N
actua,l organlc procee?h o{énp*pting bet,weon tho couupu -

"‘r\

ntim"good and individual Qemotiomﬂ) preferyneo ia constunty' ﬂﬁdet-

&e
¥

R -co!vd. hy Brecht. n‘ beins ?lcasumblc' both ;n 8 semu a.nd an'.lntel-' ‘ .

der Qaszew(zooz). to ahs.eh :.he
. LR o N
_answer ih that 'All-@, Vgrgnuaungeﬁ Biass nﬁntioniert nerdoa. d%‘bak

ut rationiert und dnr u&an und dio Diakussion auch"(zooé) As Btmge

.Gannsk my«tm x ‘«’s@.a;;m

iof,lhis openel o ) ; f‘\;

- i

,‘,0 ) . . S o : .i - e o
Dtakutiehn lst gtwaa "r:’l}icih'oa\.? Man hat Genuss an ' ‘i
en Argumenten, die.n mhte't und unformell in die “'ag
B Yatte geworfen werden. . Die- ‘Gespriiche wexrden schnell K
LN -uund helter’geftihrt, -aan hat Spise an dem Hin und' Her, o
- " "So kbnnte man drel.Tage diskutieren.. . - Wenn dém alten oo

_ Bauern’vom Kolghos *Calinsk' dle Redeseif besghnitten -~ = . 7

-« % . wird, géachieht das’nicht ungeduldiz. Alle verstehen:
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' _« | Tho ﬁrut amoqt m the W 8!‘ tno cnindc xolqhos to tho
vanq. muntod by thcu old m. h ubisuous. fox uhu,,bo prnents '

his hugo chooae as ovidonco ,of 11'.: J.uur quality bec,a.uso of pOoror
grp.zlns. ho don L uith s dispa.raging prlda thnt oanplotol,y nogaten
ito pnrposo. Aeuin Brvcht ausgenta thlt the ta.ctlng of the thob 13

L \ w npoohny -isniﬁcant for i‘;n oelobrauon Qf halw appotnes[ tho A'/"

ohom shou.ld aooonnmiy bo lurgo. Jmtllculounly mppod. afxl the oo-

N (200‘5)., e raeogns,se th!.s sbﬁ‘t o:(‘ uphnh ”T‘ th5 pructlcd to thq

. *

[

’ o oaai}on treated solognly. as Mving historio dcnif!cam. Tho ch«u ,

' _ ? tut:lng achievos t?w nf‘#pt- of L3 rltm c,lobration. whuoat the' ﬁibo |
,': '.: h thq ?lwlng an mp‘ant ';rolo 1n tho n.rsunonfqngtrding tho valloy.aj-"‘ ' ‘,
’ om 51d san s both Fleased l.t. tbo obvious, endoymnt the others take ' e

- g 1n tho oheeu. and disnppointad that gia a.rgtment. vhicl'r hnd. In fut. 5
" bhon.meaint a8 & telltng blow, Has beon arratto#. To reimt'omc his
.. point nga.sam?tm chooss he mto. that "Das, neud” 'oideluﬂ At o
"'“if ’,-. mm.... ¥s riecht nicht omu ra.chug nach ‘forgen dort am Horlgon"g

, notioml to: be: the Teal’ Lanue nnq. oomint.,ammddmﬁe s o

s up tm: va:ud :eeum;b potnt by a.aking; g , T, :/‘ SRS
A , .. - . g K e ‘_,'f.‘.."‘;.‘ ‘
‘o Gomsgon. ‘warum liobt man die Ho&nt? Domhé'm NSRRI
o : * Brot.schmeckt da besser, der HipmeY ist hher,. uo Ll ey
TR A xnft iat da Wirslger, die Stimien sahallen.ds krift P ol
o EE dex Boden bogoht lioh da%eio&tpr Iat o~ ey
so? Zzooa ' T - . , Rl
T The muoul-hlntdrlou u.ntmo,uoa wu;n una.-m, théugh freated: ).,
!m mappmnm ngm voin. uuhm;mor all . s



issus in the main text of the play. The faTmer's enohonal 1dent1f1i- .
oation with the land is offered in a oontoxt of comparison and conﬁ-a-
diction to the blood tie of the boverner's wife to her child, when ho

’

mtos that "Dieses Tal hat uns oeit Jeh&r gohurtn,(zoOB) His claim : .k ' r

] to an immytabI® bond is llne:iately negated by a soldier on tho left -

o who cla.r;lﬁes the 1ssue by ,rigrgtly asser{ing that "Niém.nden gohbrt

| nichts seit jeher” (2003). But the old man's attachment, though it “ |
\!ﬂﬂot be .considez;ed 8 pemne;xt right. 1s'au honest tie, whereas that

of the Governor's wife to her child, and of the Governor to his -

Govemorslﬂ.p, are dishonest becauaé they exist only by blood right a.nd 5 '

by law respectively, possessing no emotional _1ntegr1ty. The old man's’

argument on grounds of emotional attachment is therefore echoed in " -
Grusche's growing att'achneni to the child, rather than in the blood |
tie of Ha.telli Abaschwll}l, who hap abdicated the enotional tie of
, notherhood for that of her own ego, as . realised in her donina.ting con= R
. cern for a pair of boots. The o0ld man possesses both tM‘emotionaJ. and .
blood tie—that formed by many years of possession, and the feeling -
. of being one with a specific environment~~tit still gives up his
clain when he becomes convinced that the valley can be put to better

use by the other Kolchos. The relationship of'utility to emotional -
attachment 15 summed up by the delegate. when he sta.tese *Wir mfissen
ein Stlick Land eher wie ein Herkzeug ansehen, it dem man NMitzliches
/ herstellt.'aber es ist auch richtig, dass vir die Liebe zu einem beson-
" deren Stfick Land anerkennen mfissen™ (2001&)
The priority of rea._son and utility for the common good of all

*  over emotional atta.c}upent then becomes the major argument of the other
y Kolchos, whose members explicate their plans to make the valley more o




"’prodﬁét.iv‘e through their 1rfigp.tibn project. Their ntiona.lo"‘ie baged | ""f
| on 'ﬁayako,vdw's u.xil that "die Heimt des Spwjetvolkes so0ll auch die ’

Ve, T
R an i N

Heimat der Vermunft sein" (2005), but includes an enotiom.?. appeal as

well ' & L ‘. '/ ,.' ‘ _ S
Genogsen,  das Projekt is auagodacht wordon in den Tagen | |
und Nichten, wo wir in den Bergen hausen mussten und .
oft keine Kugeln nehr fiir die paar Gewehre hatten,
?elba;, die Beschaffung des Bleistifts war soh\d.urxg
2004 .

' This appeal. within the context of this non-antagonistic dehtc, draws

- an eneoniun fmn the old fa.mer sinila:r to that received by him f‘ron

. orddin . : o T - A
. . ' v - o ’

the other side; The conﬂict. i.n that 1t 1s settled ina way that1s = |.

.

for the good of all, resu!:ts in no aide *losing™ tut rathe: in the . N

[ " .
conceding of certain individual Frivileges for commnal beneﬁta. In ‘1.
this the Prologue again stands in contradiction to the legend part of k 4 .

e
i

the play, 4in which amr decision results in a loser ard a wimier Aad\ak's
decision for Grusche indicates progress m_ the existing oocial '
order but in the Prologue progress is attained withip the ex.‘.,ggng~‘> S |

Die Handlumgswelse der Kolchosbauern ist mecehkt mr .
gerechtfertigt, sie ist die einzig rbgliche, well nur 3

- sle produktiv, also mtitzlich ist.... Bei der Entscheld- ,
ung der beiden Kolchosen ..., gewinnen beide, well beide . I
die Gesellscha.ftsordnung anerkennen, in der sie leben. 5

‘-"

In every instanco, then, the attitudes of the disputants ad - s
their ultimate‘d.ecisions, baced on mson-'but'mqbgnisiﬁg the valiaity N
of emotion and sensuality, find their negative oounterpelrt in the maln ' |
$Ody of the pla,y.'l An aspect of human nature that _B\recht develops only
in the body of the play, however, is the possibility'of instinctusl
appetites actually dominating over the ratiomal powers of the




P

\u’

' conmned \d.thin the -ocma thenforo. ﬂumgb unuua.nty is oolomid

" nowhere does 1t exceed the bounds of the "na.

%

in tho Prologuo (in the \d.ne-drlnking o.nd lloking. tho aniutod disqua- o
'sion. and: the old man's dl/pu'ag!.ng pride in hh cbnu. and 1n tho _ ‘
v ‘ approciation of am part!.cipationl in produeing 1he logend of the chalk
",-.;circle. whieh ie 1tae1f both enterta.innont 8 recognition process),

" good=will indivi-

~duals have £ each other. It 1s this factoﬁ which alloWs the Prologue
’to function both as utopian gu_;g_g or idea, 13 contrast to the soctal
ﬂux presented in the rest of the Play, and as an organic, "nodiﬁable" .

sotlety in'its own right. The statle quality msts 1n the fact that

" while conditions can be nodiﬁea ,human nature itsa}.f has hypotheﬁ.eo.lly

reached the perfect stage with rogud to socia.l rolationships. -and !.s

‘therefore capable of no further developnent, an ultimte plot that in

Marxist theory ‘can only e:d.st .'m 1nﬁn1ty.
_With tho deba.te ﬁna.lly resolved. the celebration is prepared for,

accompa:ﬂed.by ‘some gentle chiding of tbe delegate by the 0ld fa.rnar

o

~

for not .bringing enﬁerta.iment of this m.tun north more oftens

“v ‘r,

Der nte lirke. .+sMan kann 1hn [Arkadi -‘rscheidse] fibrigens
mir sehr schiwer bekommen. Ihr in der Plankommission soll-
tet euch darum kfimmern, dass man ihn bfter in den Norden

. berauf bekommt, Genosse.

’ Der Sachverstindige,” Wir befassen uns ei.gent.lich ‘mehr nit
- ononie, .

Der Alte 1inks [inchelnd/ Ihr bringt Ordming in die Neuver- . -

) tellung von jeinreben und Traktoren, wa.mn nich von [

Gesfingen? {2006) A

Tbe ﬁnger ﬁzrther a.ruculates the need for music and enterta.innent in
a COMunist aociety--a.nd this is undoubtedly a critidsn on Brecht's

t"

4
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o f’o mrhofre 1hr e mn.'hu sthledee ‘
# .  alten Dichl. eqb ten der Spwjettraktoren

parl‘. offie rlﬂd di,acipllnlu& ot‘khe lg‘tl 1n Stqﬂ.inist hm,ﬂ.t—- ri.‘.‘_', (
“ o

“ when he’introdu@e hie pe:foé‘,nee Sdth‘the words: f:.

l " o . .

\ ' klingt,: Vereoldeslene Weine su mischen mig fRlsch sein, @ ;.
T, (lber ;J.te und me'mmit,ﬂm sich megenig\mgt, Rl
207 ;e w
. - .' . '.‘ . ) . - . .! .
| I T

_The conperieon of ace.nd el wlnee to poetry i.n tbe Soviet Union

" again sets up a typicd.l Breohtian cou‘tndlctio%!:ht queetione@e

, M!th of c].-ichid pmverbt epplied Mberhimﬁlyr o -1 ‘
,( Prologue echiene a ﬁu-ther dhenaion end .otﬁﬁer .’nehtd.on- . .

ehi.p to the rest of tﬁe plw by the singer'e ennmxnoed 1ntenuon. that

‘ "fut der’ ga.nze Kolbhos spielt nit. ur haben ﬂie l.lted Hukex; litge-

bmm-(zooy). In the 1957 perfozunee of tbe play by m Berliner ’
Enaenblé. ,though this was not dlrectly stipulated gy Brecht who bad
died the,yee.r before, the ctm:a.otere of the Prologue actunly ‘aia ‘
play tho?e of the legend as well. with Emst Bulch ph.y!ug both the - |
Sliger and Antak. 3 Wnile the chanmm 1n ‘theii "Prologue® roles
-are unrepreesed yet neyer overpouered by phyeioe.l eppeti.'bee, in -
acﬁng out the legend part ‘of the play they becone. 1n nany casesy
perveree e.nd rapeoians, thue agad.n illuetrating a dia.lectice.l . | .
relttionehip between Prologue e.nd legend. ’I'he need for tbe tctors \

“ to dista.nce themselves from their roles, both in the )rélogue and

the body of the plqy is the ledhung gnd mtheeu.g.ng agent, For

L 4

the e.udience. awane that the sane ectore are playing dual and con=

tradictory roles. the nlationehip of Pmlogue to body beconee even

-more complex, The neceed.ty ‘of this nedlating process euggeete
again that Brecht does not consider the Prologue as repreeente.tive N

of an 1dea.1 that had been atta.ined by Sov!.et Russis,

!

P




. ; John m.gi mtu thtt th.'u chuuln’g‘ bf roles allo‘:: f’or throo
‘ T 1.00!.; of\rm qnd ruuty 1n the’ bw.'nnbr nnmbh suging of the s

LT puy 4 T first 1'0.1 :f reality 15 the world oF the xoxcho-, in ‘ i

CoE which a ono'-for-om rolp.u'omhﬁ of chtra.otof %o. Mor o)d.sts. a.nd m

Coe D which thom 1s no external %ﬁon. onMuuon' Fuegl 4id ot re~ o

Y L eam the muw -tyl. . exhitited .in the Prologuo as distanced,” The o L

ﬁrst ha.lf oft!nwor’.ﬁoftbepiw preuntsthohooudlml ot "L 7

’ plentgo ) pla.y-nﬂun-q-play." 1n whlch, tho xoZLchod wonker- plua

o u.. Singer play the pu'ts gamuu e moient tde. ,‘Rﬁs\lml oome s, T
- sists of ‘bath action and mmtaou. - The action 16 primarily Grusche's, .

. ammne.tnusehasms;m:m.ummuncommmm- | -

b . _; yus. -.nd at tines a.rtimlates cruoche’s enoﬂont and her 1nternal cou-
: N o fucts 1n u-. with her emrnn.l. pl.ntoulpd goseurea. ‘With soene .

' © five, the boginnins of Asdak's. story, tho tidrd ad most ‘compiex level
E " .of the r.-.uty cna.cted 6 the- pla.y is. produeod. ﬁ% Busch w,tebe. role‘... .
o beconngboththe&ngeruxlAM ﬂnacto::boﬁhutheincndibly

conplex mnction ot minding the audionoo of the' world of ‘the \}olchos,

anng another role as an. objoctivo m&n hi-taﬂa.n/conentaton

‘s and d.mlt;noously éxhiuting» Anaak's powerm but paradoxical qmities. N :

R ,mmﬁmmmlmmormmqiamnmmn-
| - dnmtic, With the Bore passive, narrative (epe) olmnts largely re- '

L. duced . The level ofuuonastnnsferrodfrouthatoftmrmlogue - 'lf” r

a

1

'to tlnt of the cha.lk clrclo, with the same lctors still on siage Hith
T ' Grnsche'a confrontim of Auh.k 1n the laet soene of tho Play, a sha.rp
| . dramatié conf.lict develope tl'at haa not before been eﬂdent. &;sch
.‘,‘ “ plays. the double role of being both Gruche's opponent, in thc

« '
PR A

° 1 i N
| .
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o 7 -chumdhl of Aulak. and. hbr uumrotortnd m&nﬁm Sgg%bo fon —~

) . lj‘of' the Bingor, as wum& effoqicm ap.ln Mht to thc fozj

¢o co-oaht ws.th tho dragatic uuon. R e
s In the laiu nction of th; plgy. a Nor dialecucal ro;atidn- |
ship exists ‘that opposes the prodonmnuy perverss valuu gonrning | R
. to thc utopn-ononted .

\.

RN

. - soenes two to- rom.- Where Grusche 13 victi

‘ .to:.'!.ca.’l. evento. stam tln.t
AR v . ', _ Bnoht ctoilt das geochiohtlicbe Erelgnis als. Rea:ltantQ\
. ... daxr, die 'doxonﬂikt vieler Einzelwillen' auftritt, _
-, - ° 7 wle slg in’der Wirkllchkeit nur etappemwéiee, bei Ereig-'
o . .' nissen, in denen sin Qualitatsumso erfolgt-Kriegen, e
. "+ Krisen, Revolutionen usw.--gichtbar in Erscheimihg tritt.
o Sttick gilt es, das histoxisch Bedeutsame ftr den :
o ' _ §:gf der gesanten Bewegmg h@’tauzwﬁnden und darzu- o
- B en, Zugleich iét eu zeigen, wie die Resultants, ' ./ .
SEmmemoon T ASE g sS11 BCRATEILGh Typlsche, elch in den Koni'.l‘ikten o
.. . der Elngelwillen Sussert.38 _ . .

L " ., . ¢

e ' '_ I cru.ohe is the "na.turauy good" wo®man, a."noker" int pemreo - __- 

R . sod.ety who ean nonrtheleu eonfront tho ha.rab actuality of becr socm
L enviromment wwmt surprise or disasy. - She eoabix,s a solid peasant
o pmucality tdth a oertain anount of M or cunnlng. that 1ndiea.tes _.
mn roeognit;on of the hport of her actions, ard & \dliiwness td ?n- -
gage tfnworld on 11:3 owntens. A&iintho problen of’ having *l:ouso i 4
S evnnoanstoacm.mgoodetﬂs is bzwght‘bothoforc, but, Grusche'ia -
'worldly-u:lso onough not <to allow hemlf to bo ‘as axploitod as’ is Shen

,' . ' :Y}',"" .

. N © . . .
Pd - . \v',' 5 )
. . . . . v , .
- * . T o ’ i ?
. . . . - . . A . ) .- .
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: m__m m.. cruspho 1s able to st least restrict her mu .

.-glﬁyaputﬂntisoo“idbntinmn'rommtmrmc“ndoof

ol ' S ~
T

'm. and thll mcﬁeality and ounning mvnm from the tngic per-on-

or enotionn vnlmraunty no that thon enoo-mo omnthlly the mod-

' fof two poople. luchol and suom ntbr.ﬁhm Teing » 'nckgr' to any
. ‘plea for, belp 1ike Shun Te,'she 1s able €0 combat the- consta.ntly threa*b-
. pﬁing e@ualty and pexversion uith .ou dcgree of success. Her pmti
- cal assessment o mumty 1s dialocu.oa.uy. not tragloally, opposed o
o . her nawru goodneu. t!nnfm sho -rnvn at podtive oonclucions

that munaoum reeognlso m scoount for the oontradicuons of

2

‘yhenhe states that - . .

aoclety. B _ - ‘ A
K1

Brocht'c uthod of portnying the nutnro of Gmscbe's st:mggle
for her own a.ul ]uchaf's froodon is a.ptly m:dud by Singemnn

»
Lo =
&

Bt Brecht bosteht tiberhaupt die ganze Wirklichkeit
' aus GrUssen .gweler Ordmungén--wle die Physiker sagen
wtirden, - Sie schliesst in sich die Grundwidersprtidhe
‘der Klassengesesllachaft und den Preis fir einen Kapaun,
die ewigen. Ge-etalssigkeiten der Geschicht und das
heutige Wetter ein.39 ,

In Kreidekrel g ths ujor eontradictions \mderlying the aocial ozdor, ‘

‘ ox'pressed u gontmnaed socia.l-m.storical tmtha. axe .also Jumposod

/
lith; the most limte ru.ustic deta.us in order that the historlea.l sig-
{
nlﬁea.noe uaderlyixg theee contradictions be brought to light.’ Thus
the* 1nhma.neness awonpamng tho palace revolution ls sta.rtlingly ..

. placed in ah unfuiliar and strlking perspoctin by Gmscbe's attempt

tofeadthe chﬂdﬁontnrmdry‘breut Msactionisinhxrncon-

’tra.sted to tlw oa.d peasant's seeaingly excessive greed a.nd la.ek of
Y : . .
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/ : -
sympathy wbon'cmaoh.: es to buy milk from him.. Brecht oxplaina. in
his notes to the play, that this 1s not the pcuant't fault, but ngain
arias out of dincmlnutory oconomic circumstances.(GW 17, 1209).
Grusche is the only sucker in this_ leg.ondu Qhough others may, at times,
show sympathy and a willingness to help, they are too aware of the pro-
hidbitive costa thplselves to take high risks: to do 80, In this way,
thrbugh@t scenes two to four. tho soeiety of Kmidekrei nirrors our
own aociety. ‘I‘he defaniliarieation achieved by setting 1t 1nto a vastly
vdiffgrent, even mythical-historical dimension. nerely serves to help
u- disticnpuish and Q;fferentiate the moral and ethi 1ssues wnich

; conﬁ-ont Gmache and the other characters.

Grusche’s @t.tacter and personality are both defiued and defu-
ilia.rised la:rgely through Brecht/ subtle use of language and dialogue

in this pla.-y. The juxtapoaltion of. zrifomu with formal speech, ‘the

use of intertior nonologuca in the forn of hoightened poetic language~--
sometines articulated by Grusche heraelf. but usually by the Singu-
and the slu.rp Juxtapoaitions of poetry and prose a.11 work to present
the va.nms Jg‘a,t:ets of her persona.lity in an alnost be!d.ldermg kaleld-
oscopic’ displa.y. contrasting pu'ticulu'ised externa.l chu‘acterlatic? e
ith others thet are generalised or universal, o

This eonplex use of language in first evident in Grusche's re-
lationship vith Simon Chachava, which uso' forns the human tie that

| most nearly. approximates the purity anmd na.tura.l love of life directing

the 1nteractions of ‘the Prolog;e, and consequently providses @another

strongly utopla-oriented 1ink with tbelPrologue. Their dialog\;e displays
'a zest for 1ife, whether speech is rendered in its personal, foinal. or

[




B ) —

stylised form, that is at thé same tine- bofh 1nt0nn1,y intinate yot
antd.-scntiunhl. - They sddress each other m-huy in the tmm pex=
son, :out of the tin because their speech’ requires thé qffoct of
cotfsidered and deliberate, having €0 do with the formal Proparati
for thair engagenent. La.tcr. ¥hen spesking to the “husbani” whom she |
married to obtainWiane for lichol. Grusche also uses the formal $hird
Person torm of address, but here to ex'prou repugnance rather than im.
The two early dialogues between Crusche and 8inon are effbctively
-hndwichod between scenes of the molntion and Natella Abasolndli’s a
distracted attempt to flee for ber lifo. Undor thu Pressure of &ime
mworrguing. unlmuattm.nnrttoturuummo'

of address, OJnnquontly. Grusche npuu to Simon’s pronrh of *in

Tiflis sagt nm I:t das Stechen om gefihrlich Mmr du Hemr"(ZOl?)

With & conoerned and intimate appeals *Du bist kein Nesser, sondern eln

)louch, Simon cxnctnva'(zol?). The fdm.l mode of address at thn ful-
fils a function gimilar to that of - ﬂn‘mmtor's stylised oonontu-y

in that it mm the a.rucula.uon of uuncin td.th & formality thst
: f{
neutralises overt aenuumnty. tb&.gn it by no means robs the dia-

logue of feonng. It nmm. as well, a retreat t:ml the immediacy
of strong feeliugs into a sanctuary of formal, stylissd in‘beromru
that is 1nd1eat1n.&1n its expressionistic -trippang awvay of the irrel-
evant. of the essence of social convention. The lovo of apir!.ted u-gu-
ment and deba.te shown in tha Prologue is also evoked though Gm-cho'
relationslup with Shon. for when her concern for Simon’s safety threa=-
tens to develop into a. argnncut, he replies: “"Da Elle ht, -outon vir
uns nicht stmtén, dern fir ein guun straiten ist Zeit w‘@(?ﬁlb).




A'god'quaml,m.mmlomthdvﬁhy ubouldboaa | ,

- vindnlgmnotlmwtoaabort, wpecific, {{me span,
| At Grusche’s Mighest pitoh of fesling, she ctyuumm- -pcocl} F

to the poiat of s formal declarstion that leaves then,n.of , '

" dstio dlalogue onti.roly. mlangins it for MA%;J&# i‘ ezl

. ‘Geh dy mhig in die Scllcht. Soldat ,{ N A
' Die blutige Schlacht, die bit +Y 4
. Aus der nioht Joder !dedorkohrb

D S _!o-tdumsder&:bluht nu'llck'
: Kelne Stiefel stehen vor der mz\Q
' Ist das Kisssn neben meinea leer ~
o ‘ . Und mein Mund ist ungeklisst -
‘ Wenn du wiederkehrst o ‘ .
ﬁirsfg du sagen kBmnen llles 1st e olnct.(2018e19)

3 . . .
. # '

Thds poetic cvqeation is far from the direct addmub to the pubuc
usodinearliorBrochtphystobreakupthoactionoftbplunud
I is ninuar to O°Casey’s stylisation of laaguage evident to a ltpitod
extent in Juno and the Paycock and in The Plouch and.the Stars, Styl-
, : 1satlon, of course, becomes a prcdouna.nt tochniqu in m;_‘_l_‘aﬂ_,
A Within {he Categ. a.ud the later plays. Erecht's comment that "Fur den
" © Yers milt vlel Zufflliges, Umdichtiges, Halbgares weg, und mir was
die srosu Linie aufweist, ist in Vers \dodormgoban' (m 7 143), a.p-
pliu oqua.uy well to this element in o'ca.ny's drama as it does to
c.m.eh.'- Poen actually w:odp the fon of u-umlated 1n‘berlor
nonologuo. and is meant to give the mdiomo. nt.her ﬂnn ss.-on. an
_1nd1cauon of the depth of foeling she exporicnoos. ifhile the poen
. mndgq\uaumuthumthtu:n&-upmwuonof
: the Ylay, it also serves, in this instance, to heighten rather than to’

f
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A ' ; ' :
u-um the audience’s Montiﬁcatl.on mh cmhho at this yu-umhr ,
lo-nta therefore it Mhmoudy «mnnqu and ;uﬂucn identi~

s ﬁoahon. ptho Rllnc!o-lhuor mtua N |

f o ~ ) J { . " . ‘
. Bine ﬂﬂom l;odo W‘m*dn -
' Sprecheiis. -Es blngt voa Janiugnn c.ﬂm
ab, ob mit odexr m der Vers gesprechel werden
”ﬂu“ eimn Tonfpll, eine unge- ' .
Metoming, eim use oder die Elegant |
eings Verses die Aufmerksankeit des Zuschauers .

auf einen bestimaten VYorgang gelenkt uua. &hn
der auohuur Besonders su Id?q ullnlcm

.

. In tua inmm the poitic orfm.m uammofth.hmgo

: cuplcuntntmmwctmhoﬂu Atth‘-qothotho
!nighunod éftect h a.ho oc-cntd on ﬂ:rough tho d.lpucity
the lo‘hphorn nsoa-"xoino mofcl ltohon vor der 'l'lr"-tdﬂ.ch aoeoul-

, \ with cru-cho'o :htus and thought-ua nrnnt girl, while the eon-

Plexity of the nr... of course, does not. Brecht's ce ©
d!.a.uguo through tz'y boro dmltmmﬂ.y donron lnd roinforon

thoilludonotculcho'smuyuamtgtﬂ.dmm |
audience a glimpss of a heightened oonadoum:.ﬂnt is perticular-
Lsed and universal in the intensity ofitomldon, becausé the
m.mosmmmoftummtw«n{omm she 1s

‘both servant girl u.nd univorn.l lmr.

mu&d_m.mmuwmuwumww

utilises interior monologue ¢f this mttm, whi.&h Porbpl rea.chu itl
helght of complexity in the pantomimed sogne in which Grusche takes
the child, while the Singer articulates the conflist for her, The
' &ngornvoiud‘mldbllloctumtoutombdmthomuom

qooffoctofthomn., uﬂtbntd.cdmldhoooldumu,ncm._
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mtom..n::ut. m.ammmmmm”. ottt
of the sudience, ofthoridu vhich ghe 1w taking(oV 1. 1m).4-§ndu-*.‘
Veiler suggests, mchtumnttbhmofthombymm’
' 1»5 Ahe externsl appearance ortcﬁqm of'cmm ﬂthﬂ;mn*w ‘ :

(—:

dsniﬁunoo o! the mm.u oonﬂ.ict 1- botnqn nsml iqcun‘- i‘

‘qtion. m p:-btocuvc uuml instings, uﬁ her umnl knowledge *
E tho cnvimmnt, ber msliution-of what taking the chnd lould mi"

both td.th regnrd to thoaculd's ‘safety, snd the da.nsnr for hgrulf (fro-

- . .

the Ironghirts, amd from the mquty .of 1osing bar own bappipess u.)\ (R

her 1ntonded. Simon Chncun). The oontukt ml oonyu-hon bctiveon -action

and e‘otion 1s conéreuly ru.liud as a ,proocu thtcngh the nu-nuon.

which functions '?oth as oo-mtz ana 1uur£dr -onologgv. Grn-cho' ' ..~ 

-h-dtaf,lon is significant, as ‘1t m the ‘Worfﬂhnmg mzycq‘te'..
tlkoaﬁrlhold. au!i.nﬂiuto ﬁ\ttmdoedlav!tlnmof\du
over her nouons,-thnt it 1s only tha mmlatlng -ot”rnmu in her
thut ﬁna.uy donim s mr her nlf-intmct and mﬂvo p:uu.ca.utyn

T \m_ -
"Lange sass sie “dem Kinde e ST
- Bis dexr Abend kam, bis die Kacht kam A
\  Bis dle FrithdfmmePung kam. mlansﬂmado A . ,
Zu lange sah ale : 1 T
Das stille Atmen, die kieinen Fuuste . ‘ S
BisdieVorﬁtmungmstatkwuﬁamonﬁorgzgozmsa_ .

S -

The aeduction proceu. we reanu. norka tm'ough the canvoyixc of -mm

A

r'a

L] [

deta.us. li.ko the' ;oft braathing aud _the small fists of tho chud \ .

r Tho 1nterlor monologue has 3 furtbur f'umuon 1n u. ex'aension of o
the Ln;lﬁidm conflict to a generalisdd or uninrn.l mtet L

L}

Diese Verﬁqudung hat mghich einen hohen poet~
ischen erkenntnisalissigen Cehalt, da die lyrische

‘
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Apart from the functlon of poetry as interior monologue in
: ¢ |
Kreldekreis, it also plays an important part in the Singer's role as
narrator and commentator. Again, the poetry and songs have multiple

functions. working as Verfremdungseffekte, as a means’ of heightening
specific moments whose signiﬂéance becomes universal, .as "poetische

Auslegung des Schweligens," and a.’a l&lns of rendering an "einfach...
po%ischer, auf sich sel'bst belﬁhender kﬁnstleﬁsch schBnen Augenblick,"43
for the aesthetic elenent in Brecht's work only became more evident
with time. . -

At the beginning of scers two the Singer begins his naa'ration as
an epic pgem, with "In alter Zeit, in blutiger Zeit,..," and continues
a few lines 1ater, by setting up the primary contradictions governing.

this bloody time, through poetic repetition and contrast:,

e

* Kein andrer Gouverneur in Grusinien hatte
So viele Pferde an seiner Krippe
Und so viele Bettler an seiner Schwelle
So viele Soldaten in seinem Dienste
Und so viele Bittsteller in seinemw Hofe,(2008)

- d

ﬁ'rhs oppos:ltion of excessive wealth amd excessive poverty is thus immedi=
 ately established, and dramatically re-enforced in the immediately fol- -
lowiré scene, where the crowd of petitioners and beggars are forcibly
digpersed by the Ironahirts o nake way for the Governor's wife with
her child and two personal doctors. The ingratiating attitude of the
poverty-stricken petitioners invites compa.rison with the similarly in-

gratiating manner of the two doctors, whose motive is greed rather than

.-

need,
T/he Singer then changea from epic poet to omniscient namtor,

describing the atmosphere of the ‘city as having a dramatic potential )
a "
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that again seems unusual in Brecht (

Die Stadt ist stille.

Auf dem Kirchplatz stolzieren die Tauben.

Ein Soldat der Palastwache .

Scherzt mit einem Kttichenm#dchen

Das vom Fluss herauf mit einem Btindel kommt,(2011)

This depiction of silence fairly ‘vibrates with the sense of dramatic
expecta.ncy, but is. ﬁmediately contrasted to the muted dialogue.that
follows between Grusche a.nd Simon, which takes Place instead of the ex=

pected action. But the sense of dramatic conflict is merely de yed

and expectation is again brought to a high point, a s,time ful-

filled, with the Singer's . g

" Die Stadt liegt stille, aber warum g1bt es Bewaffnete?
Der Palast des Gouverneurs liegt ﬁ'iedlich
Aber warum ist er eine Festung?

e e

.Da war Mittag nicht mehr die Zeit zum Essen

Da war Mittag dle Zeit .zum Sterben (2013),

The contradictions between greed and poverty, peace and war, expectancy
and passivity, and expectancy and acf:ion are continually emphasised i
through the rhythms, rhyme, repetition and balanced contrasts that are
the domain of poetry, %his is; as John Fuegl suggests, not the kind of
poetry that forces the reader to pause and reflect, but rather leads
him from action to action.‘ Verﬁenidugg is nevertheless achieved, -
through the frequent contrast; betweén poetry and prose, the acéompan-
ying music,which as Brecht states, "sollte , , . lediglich eine kalte
Schinhei t baben,. . . einer gewlissen Honotonie”(cw 17,1207). This would
be acted against by the actress pla}fing Grusche, and would serve, as

well, to distance the audience from the rhythms of the poetry.
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Primarily, mmver. Kreidekreis achleves its impact. through dia.lectics; ‘
oonsoquent.ly, continuous contrasts are as lnportant as a sinulta.neous
‘ eepa.ration of all. the elenenta--the Qghwesteﬁcﬂngge-that comprlu the |
o staging of the play... :;‘hepo contrasts are erfectively enacted through
the intemingling of heightened poetic effects with epic narrative that
furthers the action, and concurrent ‘commentary on the action. S
Grusche's tendency toward gelﬂossnegq and self-sacrifice ia al-
ready indicated early i{n the second scene.;'vj.n ‘he‘r' second conversation
with Simon, When, during the course of his interrogation of her she
.a.nmrs ’tha.t no one has complained of_ l.xer work, he says: »"Das',isf. be=
_kannt, Wenn es sich aa Ostersonntag darum handelt, wer holt trotedes
die Gans, dann ist es sie*‘(ZOi?) On discovering G?:usche holding the
aba.ndonéd child, the cook reiteratu the same’ oentinent. 1ntina.t1ng that
mf'b-hea.rtednegs is aJ.so .foolishness: "Du bist gerade die Dumme, der
, man alles aufladen kann"(2023). But duﬁng the seductive proee?s in
- | which Grusche decides to take the child, she.a'.l'ready begins to change,
) and become 'possesaive. The contradiction set up in tho last two lines
" of the second scene—"ﬂeeine Beute nahm sie es an aich / Wie eine
Diebin achlich sie sich weg"(ZOZS)-remJ.ns slgnificant 'throughout the
play, for until this time she ha.s never been under the shadow of
‘secrecy or suspicion of theft. Where Sen Te becomes a sput personality '
through her desire to do good and the contradictory need to protect °
herself against thig tendency, Grusche, on the other hand, success-
fully synthesises these opposites in hérself. She becomes sufficiently
assertive to subdue her open, straightforvard approach to 1ife and
allow her native cunning to fulfil its rble in protecting herself‘ani
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_lla.nua.l acti\ ty that is, the very eeeenee of her- personality. and which

| Judgment on ber a.lleged crime and on the child's future, hed * Grusche

- -105% L .«

us she pretends to be an mstocrat (2028-33). and 'would\

Y

N

oceeeml but for the work ethic, and the erdoynent of

aga.in' contrast c to that of the mling claeepea 2

Der Hausknecht,- Glamb mir, es iet n.ichts schwerer, als
einen faulen /und hutzlosen Menschen - ‘nachguahmen, ~
Wenn du bel denen in dep Verdacht kommst, dass du
dir selber den Arsch wischen kannst oder. schon ein- \
mal in Lebep mit deinen Hinden gearbeitet hast, - e
st ed aus, )(2033) : e

The consequences reeulting from Grueche'e prilary action of
taking the ohild swing from poeitive to negative in a dia.lectioe.l
fashion, Saving the child's 11ife by "stealing™ 1t out of the burning

,oity is in the first instance a positivo action. 'but has nega.tive ,con=

\.

A\

\

2

notations as well in loga.uy marking Gmsche ae a "thief," in the way,
it further, endangere both her and the child at the hands of the Iron-
shirts a.nd through poverty. and, finauy. ‘because in its end result |
it places her before a judge on a crinin&‘l charge, The action has a -
mrther nega.tive ,,ecope in cauaing Simon to leave her beca.use he thinks
she has betrayed hil, but is fimlly resolvod poaitively through Azdak's

gradu&lly cha.rges into the real mother of the child} not iumedi.ately, ’
but after many hesitations. At first ghe nerely wants ‘to save it fron

‘the burning city, and, aware of the danger into which it places her and-

the separation it nay lean from her lover, she tries to rid herself of

‘this self-imposed responsibility as soon as she can. When she q.otively /
. confronts da.nger in the form of the Ironshirts, however. she no lo_ngen

-

/

/.

/

1
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"’heittatea. us EL her Tirst snatehing of the" cﬁna. Bt sinlify takes

it and Tuns, and ﬁnany decides to adopt it, ctill nor unreaenrodly.

but only beca.uso no one else yill take 1ty
L

Der &25» er. Und auf der F'.lucht vor den Paoumitem : P
Nach 22tlgiger Wanderung _
An Fuss des Janga=-Tal=Cletschers ‘ !

. Nahm Grusche Vachnadgze das Kind an Kindes Statk,

Die Musiker. Naha die Hilﬂose den Hilflosen an Kindes Statt,

" “Grusche /mingt/. Da dich keiner nehnen will ‘

, Muss nun ich dich nehmen ‘ S
Weil ich dich zu lang geschleppt, -
Und mit wunden Flissen /
Weil die Milch so teuer war "

. Wurdest du mir l1lied, '

(Hollt dich hicht men, missen.)

Nasche dich und taufe dich
Mit dem Gletpcherwasser, , o S -
. (Hpsst es nberstehen. ) (20{40—41) . : L

I
. N .
\ .

Here she identifies herself mlly a.b the nother ‘of the chnd, a.nd har
' ,baptising of Michel 1n tbe uater of the glacier is ‘both a pled@e of -~

g

notherhood on her part a.nd a puriﬁcation ritua:l which cleanses Michel

I

froa th_e stigma of the t{lood ties that united hin to' the. Governor"s wife A

"and the pervei-sé values presented through. her, The glacier syubolises
46 -

- the purlty of na.‘lmre 1h its most elenentgl fon, and the i tiﬁcation '

Aof Grusche . a:' Mj.chel with namz:e is nade possib;e only tln'ough (huwhe\
- 1nnate goodness, as Baa.l's identiﬁeation with nature 1s nade possible

{

Jthrough his unconproliaing dimgm'd for social values. G:msche'

Ay

a.cknowledgment of notherh ‘through the baptismal :d.tuaJ. 1s 80 strong

. that when she later has to se betiween giving a full explmq.tion of

owing Hichel. who has been captured by tbe

£

AN

LT~ e



)

) fIronshirts. she no longer heaita.tu long befone dociding on the latter fadt
The dialectical a.n‘l:itheais to Grusche's goodnesa-&nd her vulhert
,a.binty to the mtanm instinet-is evident in tha cha.mcura who
: typu‘y the’ perverso values of the aocfety in which she lives; the Gov-
ernor and his wi¥e, the Fat Prince. the Ironshirts, and to a lesser
extent, small 'buainesnon like tha farner who' aells her lilk, ‘the owner
of the Km wanserai, bher sister-in-lav. and the huaband she' 15 forced
to ta.ko through neeoaguy. The wholly black, or nega.tive figures. .
however. are only found 1n the ruling classes who contxol and exploit
otbera. a.nd 'their mediato hgngera-on, the doc'bors. lawyers, the Ad-
Juhnt, and 80 on. The maller businésmeu ha.vo to tako thelr place in

an exploitlvo world, bnNo 80 ‘with sOne huma.ne roservations. : 'rho prop=- . '

prietor. of" the K ms__e extra.cts ‘the highest possible price for a
room, but then co-u‘io Crusche*s a1 by telling the othde two women
that, the cost for the room will be the sane, whether or not. cmého
stays iu.th thenm, His servant mbqequently also holps Grusche and lu.chel

to escapo,‘when ber ruse is dj.acovete% The woman to whon Grueche tries'

to give the ch!.ld 13 wnling to accept 1t uxl mso it, but a.s not
| ready %o endnnger her owm existencc to do 80, 28 18 Crusche, Both

Ve

Gmaoho's sister-in-law and her 'Msba.nd," however, are negative,

.

rather repulsive cha:ractera because they have allowed greed a.nd fear .

- to doninatd’their enstezf ' h I ',
The I-‘at Prince § ps the nost pmeisely deﬁned ulustra.tion

of the pemrd.ty of na.i:ura.l v-alues. Grotaaquely ca.rlea‘mmd in the
,1957 production of tho play, and wearing a three~quarter usk, he is
. the very elbodiqent of,a cmming. exploitive nature that may be sm_ued

.~

.

P
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T . . e,
up%n%&sjouun m.aienent, "Ioh sagorv ".%..13 Leber sficht. dem .-

. ) »
' Doktor 50 e.uf dle mqkedhlen. Und dn auch &ur well wir in eine-

verwe!.chuchten Zeita.lter lebem ﬁ-uhqr'.hie
(2010), Comirig directlx after tho‘.e.bamg,bi erin'g beti'reen zm ,twe
doctors, this speech Ine 1ronic overtonee. but aJ.,eo illustratee the
laok of cause and effect, or “the 'rcsla'lzionahigo\I t
- edy that 'go“veru_s;a society of this nature, The 4, t that xazbekvsl
gxldntilente edlultaneoualy reflect the old cm,mso \mton of paying a
doctor only as long as the pe.tient remains well. edps to the 1ronio
’ hplicatdons. The reference to beheadixg. as well as the earlder one
to a ,gay ‘aky," is e.t the same time a calculated insertion on the part
of the Prince, prefﬁstuing 'lihe beheading of the Governor. SR
The covernor's Wife showa a ainilar lack of unity between cause .
and efrect when, Juet after beating & servant girl for no other rason '

" than her need to'.etrike-out at someone, | she ingemuously aske; *Meint .

ihr, sie werden sich vergreifen an nir? Warum?"(2020), The question

E . givae rise to. a two-pronged contradictiom the princes want to destroy

,her, but not for the reasons for which ghe deeervee to be destroyed. :

B Lconee_g,uently her: "Ha.nu'?" eaphaadeee the reeognition tiat the princes

regineidn benolorejust thanlra:the Gra.ndDuke s..v‘ It simultan-
eonsly, ‘nvu-. also Qllowe the' the- guestion of why people 1ike her | .
should “be destroyed 0 1‘“ Jor in the uma of the audience. In ber
lnn-y to eecape, HM ec].ipsed in inporta.n¢e by a pa.tr of "Sa.fnan- .
etiefelcheu, a.nd ke "ohne Liebe und ohne Verstand" ironica.lly
refer to the pack:lng*‘ "  Tather than to* the care of the chilg, r
These wholly mtenum.t W o o ed to |

2y
o
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Gmeche's netumi goodnesa ‘when “the htter sadly comments: “Ein.
‘ Bmkatnantel fur 10?0 Piaster und keinen Piuter fur Mileh®(2028),

!

.'I‘he-IronsmEta ﬁmct&.ou both as repreaentatives of the perverse
values of the ruling class and as ths pez,j’\rerse produots of this social

~ t

'system, ‘people who have accustomed theneelvep to being ruled over and

. exploited, The hj)ortanoe of the use of ueko to enphaeise the rigid-

ity 6f this kind of persona.uty cannot. be ow)erpnphmsedi

)i

Freilich kann , . . die Schminkmaske so aufgetragen
sein, dass sie das individuelle Gesicht ganz ausg-
18scht.. . . Fir ein realistisches Theater ist es :
wichtig, dass die Masken keine symbolische Bedeutung
baben, sondern. eine konkrete Geschichte erzihlen,
Thre Abstraktion vom Unwesentlichenund Zuf#lligen -

' setzt eine Stellungnahme voraus: Die Maske kann mr
eimn-‘-e)':arr-akterist.lschen—medruck dhrer Figur

o festhalten, indem alle anderen aufgehoben sein

mfissen.. . . Gemeinsam ist den von Brecht verwend-

( eten Masken, dass er mit der dadurch erzeugten Starr-

heit der Gesichter von sozialen Starrheiten der :
“Hirklichkeit berichtete.. . . Die Motive fiir die '
Masken im Kaukasischen Kieldekreis , . . waren e e o
gugleich stark differenziert, da auch ein Teil der
Dienerschaft und die Soldaten Teilmasken-==Versteif-
ungen von Stirm- und Nasénpartie-=trugen, anzelgend, .
dass nicht mur das Herrscherh, sonde auch das Be-
herrschenlassen die Menschen defggnfn rt und ihre

_ Gesichter erstarren lassen kann.

_In'giv_ibg the soldiers a constant, “fixed" 'expression, the masks
1ndicate to what extent their fndividual characteristics have been
curbed and distorted through the social role they, play as both tbe

' , oppressed a.nd the oppressors.

4

. During the thixd scene, the chase aeqnence. Brecht mrther
elaborates on the deterlorlsation and perversion of the personality
fo_r those who are ruled over, and who themselves also have authority
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~enthusiasm for rape and cruelty makes him "wie das leere Stroh oder

9

.- ‘,110- Lt

.

over stpers, ¥ The Singer first characterises the purmiing Iron-

shirts as tireless bloodhounds: *"Die Verfolger / Kennen keine Mod-. |
igkeit, Die Schlichter / Schlafen mur kurg"(2033). The perspective ' ..
then shifts from the distanced to the immediate, as the Corporal

. chides his Private for lack of enthusiasm:.

! '

Holgkopf, aus dir kann nichts *érdan,. Warum, du bist .
nicht mit dem Herzen dadel, Der Vorgesetzte merkt es -
an Kleinigkeiten, Wie ich's derDicren gemacht habe
. vorgestern, du hast den Mann gehalten, wie ich dir's
' ~ befohlen hab, und ihn in den Bauch getreten hast du,
aber hast du's mit Freuden getan wie éin guter :
Gemeiner, oder nur anstandshalber? (2033-34)
He next elicits an ironic biblical comparison to I Corinthians 13,
| T
the chapter on charity, by informing the Private that his lack of
. ' .
vie die klingende Schelle”(2034). °° The sentimental song they sing
at full volce power emphasises the contradiction between love as an
ideal and 1ts distortion as enacted by tMe soldiers. In the first
. | i .
version of the play, on which Eric Bentley based his translation,
Brecht a.ttains an even greater degree of corrosive irony by again
identifying sexual with social poi-ve:aion in the Corpoxpl’s enthus~
faem for his works | )

A good soldier has his heart and soul in it, i?hen
he receives an order, he gets a hard-on, and when 4
he drives his lance into the eneay's guts, he cmu'e,s.5
' -~ i
The function of the soldiers, however, is dependent on' the change- '
ability of the existing power structures. Consequently, the same
Corporal who is here so enthuslastic in his duties and whom Grusche

hits on the head with a log musty in the last scene, deny ever having
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, seender ‘.rcs::'b fa& of being punimhed for the very action which ﬁbul}f/ o
previously have brought him a reward, 'I'ho Iron‘shirts who place Aedak
on the judge's seat further undemno the anbiva.lenco that exists in |
this claas of peoplo’ and the helplessness they ‘oxporianoo when the
social structure becomes unsettled and they are forced to think for
themselves, \ ' '

If Grusche's goodnes:cohtinua.ll; comes into a dialectical con~
frontation with the “reality principle” in the forn of the GCovernor's 1

‘iﬂ.fe and the Ironshirts, the sane 13 true of Azdak in soenes five and
six, but where Grusche is a victin, Amdak. through cunning, combined,
with for;.nitous circunstance; is a figure of authority who ‘for a
brief period has the power to reverse the rolos of victim and viotin-

1spr. Grusche's revolt aga.lnst society is orderly. while Azdek's is i

| the oppoai'oec i . | ! '

R 1)

Shé brings order into the disorder of the times, '
"Just as the disorderly tramp Azdak, spokesman for

" the 'sinsulted and injured,’ cynically does the -
same, But through his actions traditional order
is revealed as oppression and tyranny, and his die~
ordernness as bumnenesa. 52 ,

, [ : A

Asdak 1s oynical, but only with regard to a herolc, idealised stance
W revolution, not towvard the hoped=for revolution of values .

- 1tself. Brecht expliciily statss that he must be pla\.yed by an actor

who can portray a completely honest man (GW 17, 1206). because he is hon=
est, one of Shakespeares w,ue fools, but much more active in delibderately
directing the course of history as’ docisively as he can, He 1s a dip~
appoixrted revolut}omry who ;-ecognises the odds, and the improbability
of a utopu-or;e;ted revelution taking place, but is instantly willing

i
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'to ally himself with 1t if 1t should ooour. snd to risk his life to
1nst11mt.o even a "brief goldon age." His serious desire to improve ’ _
soclety and his utopian-revolutionary stance are in dialectical cone o
flict with both the existing perverise, dn;iopest social values and with

 his own recognition of the mtiuty of individual ution.' His two~

| year effort at social reform is conuquently @punodic and un—organiud'
the individual docisionz he hands dowm rovcru the traditioml processes
of law and fa.vo:;cthe poor, but he does nothing to hprovo tho systea |
itself. As Bentley notes, he "did not rebulld a. sooiety, or even start ’

'‘a movement that had such an end 4in view, He only gave Georgia son-
thing to think about, pmvidod a legoni, a le-ory. an uuge."” I.tke
the bandit Irakli, Am?.k can plo? tho role of an individual Robin
Hood-though this is, of course, only one element of an extremely
pu-ado:deal. and at tines conrdly. peraom.uty-—taking bribes from
tho rich to feed the poor. a.na judging id.th 1nh.|;lt1w pemption, :
from the viewpqint of the needy agu&_qt the demands of those who have:

Und er nalm es von den Reichen, und er gab es sum.-
gleichen
Und sein Zeichen war die Zihr aus 81egellack (2083)

L D

| Und 80 brach exr dle Gesetze wie einﬂBrot, dass er gle
* letge
Bracht das Yolk ans Ufer auf des Rechtes Wrack.
Und die Niedren und Cemeinen hatten endlich, endlich
einen : A
Den die leere Hamd bestochen. den Azdak, (2086)

1
) i

The beroiec rhwt)ns of this verese, the rtu(ng, the alludon to Chnst'
bresking of bread all lead to the emotional uenuﬁcauon of the .
audience with both the poor people and with Azdak as thpir redeener at

this point, While ths is in part justified, Brecht would expect. his
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audience to remember Azdak’s -quimlng in unconfortublo ‘situations,
his fear, cowardice, lust and obsoqulwmu‘u mlJ:, to, balance
the Robig Hood/Christ parallel here presented by th0081nger.‘_

A further dislectical confliot withlx; Azdak‘a portom.lity is,
the contradiction between the courage and sense of junuce which eonpol
him to confess having let the Grand Duke estape, and his abfjoct fear
of pain a.nd the cowudice that at the end of the fifth scene romlt
in his promise to the Governhr's Vife to nnder a decisgion 1n her
favor, The working out of these opposius 1: fa.vorably a.ided by
Agdak's cunning 1ntelli.gonce which informs him to what lengtha ho can
oppose conventiona.l legd and socia.l processes without 1mvocab1y con=
nittinp himself or endangering his own life. Thus, while giving 'the"
Governor's Uifo hi:pronise at the end of scene ﬁve, he m«muu
re'tracts it in sccne six when notified that the Grand Duke has re- |

appointed him to the judge 3pod.tion. The sane cunning, ROTBOVEY,

recognises that the decisi.on fo.vonble %o Grusche ia the last of 11:3

kind he will be a.llowed to uko, conaoquently he diuppem Lmndd~

1ately afterwa.nd
!' Azdak's protestation to Sc}muwa. that\ “Ieh mﬂ kein eutes Horz.

.

¢ o o ich bin ein geistiger Mensch”(2067) is very mich to the point '

here, Azdak's aelf%v&luatah is a misoonception, for he does have

a good heart which in fact betra.ys his inbtellect at tiues, but 18
nevertheless perhaps hs most pos Ltive attributa.y‘ m; good heart
betrays him into saving the Grand Duke's life, but this same 1nat1nct
later works together with his intellect, .leading him to award Grusche

the child in the chalk circle judgment. GCoodness, both Grusche's
_ | | \

!
'
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natural kind and AM'- cunnifiy kind, is an ambiguous quality, for.

' 3% oan de anméun in hadins to exploitation of the self, as is

the ouo uith Sheg Te, ot pa.rumf %0 ¥ith Grusche, or, on the level
“of oocm Wonnto, it may work to thmuton or defeat revolutions and
| their i.duls. aw dou tho Young Oomdo s goodness m nb_mm
hdak ru.liuu tha.t Ma "good hu.rt my hvo ondangond what he a.t
ﬁrst mppoaod to bo 8 workers' revoluuon. and delonsthus this
Hn&ulodgo by giving himeelf up.5 Ultinately, ‘however, thiu feoling
upoct of hiu character iggpositive, bocann it later load: to poe-
1tivo action in the hnedute chtext. thst ic. to the judgment in \

' cruncln‘; faver, aid also un’ciciutes progress towards a more wtopian
fon of aociaty. Amals pandoxical blond of éyn1+n. inteuoctual-b

revolutionkry fervor and humane feeling, in facs, prohchly dmnstn‘bes
most clearly what Brecht meant by stating that a sclentific attitnde ’
sust be naive in tho sense of apptoaalﬂ.qs werythlns u if for the
first time, Ardak oxhlbita no rtock mtaonc. no eonventiom.l(fnl-
1n5-, no prodictable pttern-, thereforq his overy action nust be con=

: uiderod in its mm risht.

. The diueeticallcontradicuon- 1n Auhk'- peroona.nty work
tovards a gro\d_.m rocogn;tion that umler’ the oxhﬁng unstable political -
situation his amarchie, utopla-oriented dispenaltgvof'~ Justice, though '
inconsistant and unreliable, 13 ‘the highest fon of jutd.oo that can

© exist under the circulstanoea. At the sane tho. tno corollary truths.

‘ulnohalisod: ﬁ.rstln that*under more "ng;ﬂ.u" /circunta.nooa

_~the attenpted utoplamnamtﬁc o.cuons or ‘Azdak would be nothing more

Sthan the mtile a.“tto-pt. of a dinillnsd.omd man, a fa.to from which
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his cnmm\g; u.n- m. u;nnly. thp.t t_d.thi.n tho oontoxt or the ‘

, .

’l uo -ociotq of tho Prologuo. anAndak mld bo oqun.uy unwelconw

lul 1mffcc~un uve to u- ‘1ack of .elf-diccipune. mm: 1. s bndg.. .

the mediating prooeu c&mncung different mstmm per!.gds, but he.i

1n efteot belonga to no porlod hinulf. Gruucbo. on tho othcr ha.nn, .
distinctly bolongl to tht nmm , : .
3
Ardak sings’ two uﬂunt eongt in scene ﬁvo. the ﬁrst 'being

s song of injustice in Porsia during his grandfatber’s tims, et 1s,

forty. yuz-s in the p.qt of tho mrrativo., and the seoond the "I..ted"m

Ch-.o-," depicting a mcmai\ﬂ. revoluuon. Baaod o?; an Egrptun -t
‘.

Pepyrus, 56 this song again;’ 11.ko the ﬁrst, co 8 prosont social
oonditions ld.tb ‘those; of ﬂn put. Erlo Bontlv rola.tes Azdak'a two

L]

songs direcm to the entire ‘etructure. of the playl e

ES

&

Thofon.pusslingutﬁrat.canbmnu%mso.'
_boxes, one inside the other, Azdak's story ‘being
. aboxwiﬂﬁnthacmscrnstory,thoinmnostbox S
« + o+ béing the narrative of zdak’s 'two big songs: -
...Thoﬁlrther"uhdtmgoi u”tmdoser”
cmotowlntBreoht 8 as present and future,
The flaghback is Wuse: '.asitwere.inonl to flash
forward; The urgént and the ultimate Presented

msdron within a.dm-. ®° memory: umwamaryﬁ" p RV P

L , 3

The ofinjusucoinpemutoocloutounm nttileof T
'°”€ e .

the pa.nblo for uaor changes to have otfectad. but 11: the aong

of chaos Broeht ca.n contra.st the prosent, which tbe trou'bled times

bave not led to pernanon't rafor-. to the '5 hs.stoneul period,

[

-‘vhichttameconditionsdidludtodmatieclnxge. o

In tho last aeeno, Andak's cummg 13 drantiog;l.ly brought 1nto

: conmct uth cmsche's goodness, a.u!* her blunt, mffected ontrage at ‘

PR
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what she feels'is Azdak’s hypgéritically ingratiating attitude makes

him uncomfortable exen in his pretense:

Wie kannst du dich unterstehn und mit mir reden wie
der gesprungene Jesaja auf dem Kirchenfenster als

ein Herr?, . . Schimst dich nicht, wenn du slehst,

¢ dass ich vor dir zitter? Aber du<hast dich zu ihrem
Knecht machen lassen, dass man ihnen nicht dle Hituser

" wegtrligt, weil sie die gestohlen habén; seit wann
gehren dle Hiuser den Wanzen?, . . Ich hab keinen
Respekt vor dir, Nicht mehr als vor einem Dieb

'und Raubm8rder mit éinem Messer, er macht, was er’
will.. . . Zu einem Berut wie dem deinen sollt man

3

‘Strafe, dass sie tlber ihren Mitmenschen sitzen

S )\ » nur Kinderschinder und Wucherer auswidhlen, zur

mtissen, was schlimmer ist, als am Galgen hingen, (2100)

1

Grusche'é impassioned indictment of the duthority figure who sits in

Judgment on her is here very similar to the Young Prostitute's parallel

‘outburst against the Bishop's hypocrisy in 0'Casey's Within the Gates

Fon)

You: Christ wears a bowler hat, caxriés a cane,:twiddIes his lévender
_éloves,.an' sends out gili-edged cards of thanks to callers"/CP 2, 1637).
In both.cases'.those_accus'bom'ed to judging silddenl'y‘;‘ind themselves
judged. ‘Thé Bishop is forced to see his relationship with the common
"people_in a radic#ily different light than was nis wont, and Azdﬁk,

. though.pe;hai)s intending by this time to help crusche_. is simila.riy

forded to face aspects of his personality that are by no means ad-

. “

miradle, * o , T
4Bent1ey notes, 1n’th13 regard, fhat Azdak's Judgment of the case
does not simply result from his own philosophy in a predetermined
fashion, but is a,dialectlcai process that is only gradually realised
throughléhe‘vital verbal exchanges between Grusche and l*x.‘\l.mself.j8
Azdak's conéarsioq to Grusche's cause is delayed and countered by the

brutal beating and narrow escape from death which he has Just .
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experienced, for as "missionarischer Held und korrupter Schwachlino
zugleich"t9 he s torn betweer the desire to do good and- fear for his
life. This final trial scens is, however, an extension of the pre-
ceding trial in which Azdak placed "Mutter Grusinien" on his Judge's
seat and paid homage to her as almost A reincarnation of Mary, mother
of Christ, "dié*gchmerzhafte / Die Beraubte”(2080). Although allus-
\1ons to Christiahity 1n Brecht's work-have almost always to be vie#ed
1ronica11y, here it séems that the earlier Jjudgment carried signif-
icantly ritualistic Christian overtqnes which have perhaps been
decisive in preparing for the later favorable verdict on Grusche's
behalf, for Grusche, too, could’ﬁZAVwaed as a parallel to the virgin
mothert "This h;mble and somewhat 'dumd’ girl , . . receives & child
from 'on high,' saves it from certain heath by flight *into a far

country, ' and must explain to the man she loves how she, a‘virgih,

happens to be *with child,'" °C

Verfremdung in the trial scene 1s muted in favor of ;udience
dentification with Grusche, but 1s still aqpieQed in part by Azdak's
unenotional manner,, his affected cynicism, jeering tone and hls duel
of proverbs with Simon, all of which are opposed to Grusche 8 almost -
incoherent emotional outragg over his behavior and her concern for
Michei. Laughter as a defamiliarising device is also ofien_prdvoked
in this scene through Azdak's corrosive‘comqpn;ary on the situation.
A contradiction that further distances the emotional impact of Grusche's <
concern is the juxtaposition of Azdak's'érbitra:y and often vulgar
debunking of conventional values with his earlier symbolic identif-
lcation with the crucified Christ in the mock trial scene, where

the Ironshirts’ placing of the judge's robe and hat on Azdak brings
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to mind Christ's mock trial,®! ana again Prepares, as well, for Azdak's
xole as the Savior Christ at the ond of the play. .

v The ‘Christian aylbolien surrounding Grusche and Azdak must
finally be referred back to the Prologue. Brecht's contrastiﬂg of
different historical pggiods for purposes of defanilierdsing leads
to our view of Azdak both as rascal Judge and Savior Christ, tut the
soclety depicted in the Prologue of the play, in which the huian sen=
8ibility has attained a model stage, no longer needs either the ana:-
‘chist or the Savior. Likewise, Bentley 8 view that the utopian ideal
comes closer to pérfection the further the play reeches back in hie=-
tory-through Azdak's story, to the early Egyptian sooiety of the
song of chaos==must also be confronted with the relatively static
‘utopia of the Prolegue. ane of the historical periode.'either that
of the Prologue,’the iegendary present of scenes two to eix,'of the

' earlier, more perfect periods aliuded to in these scenee, stande
- as conplete in itself, The historieally signdficant development, the
,/f—~\\\\:jzefggt\toward a utopian form of existence characterieed by the R
- sclentific attitude,can only be realiged- through the synthesiaing
of “the d%ﬁectica.uy opposed periods and characters.

In kaukaeieche Kreidekreis then, Brecht looks back to a

-

aythical past, not. as a etatic utopia, but 2s a means of diagnosing
Rmore eccufetely the 111s of the ‘Present, and of looking foruaxd to a
better world 1n the future, 0'Casey, we uill find, juxtaposee past
“and Present for much the saxme reasons, Brecht's method 1s dialectical,
a constant juxtapoe}ng of different periods of tine,Jeither historical

or legendary, where O'Casey's nethod, in The Drums of Father Ned,

[2ed

will be more. one ot envieioning the future as built from the best: feat-
ures of both the present and the mythical past. - "
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UTOPIA ENVISIONEDs THE DRUMS OF. FATHER NED

ff?. . « striving to relate man to
» his vision," ° G. ¥ilson Knight

!

tng__;nmg_gz_ﬁhihgz_xgd in effect consists of two contrasting
perablee. the Prerumble with which the’ play begins, and the body of

- the play., .The Prerunble is a negative parable utilising an expree—'

*sionistic set and unfolding largely through nelodrana, while the
three act play itself is a positive counterpart, denonstrating what'.
is perhaps O'Casey‘s nost effective use of farce. The farce is set

againstla dialogue heightened, at times,~to point 1n-an abstract

‘way toward a'ntopian form of existénce. Both qrables have strong

associative links with other exifexme, expressionistic moments of
- “intensity in b'ccsey‘e drama./ The Prerumble,-ﬁithTite message
that "Perfect hate casts on ’fear. hearkend back to O'Casby 8 nost-

peseinistic depiction of human condition. the nonent of cOsmic

significance in Act 1 of lver Tassle, in wh{ch the deperson-

alised soldiers identify the gun. the nymbol of destruction. with
God, and chant their ho to it. The main pert of Father Ned on
the other hand, seem be the drean-mifunent of the vision en= -
;;— acted in the last part of Act IIT of Red Roses for Me, in'which

Dublin as seen m .the prophetic 'oridge of vision” is.illuninnted

with radiance, and the tenement dwellers for a moment transcend

119 oy
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" their apathy and hopelessness as their stiff, mask-like facés are,

suddenly animated with new hope and resolution, The Drums of Father
Ned then incorporates both extremes of 0'Casey's vision; rather than
representing the decline of anageing playwright, as many critics have*:‘r»

1

guggested, 1t indicates a resurgence ofI’O'Caéoy_'s power as a drama=’

tist, and rather than being "just fun from beginning'td"énd; as O'Casey

hinself uintainedi-an opinion with which David Krause is in full

Ea.groelrnontz-it is, ra.ther.» one of his most effeotive.v though seldom )
vd.ndictive. ss.tires on contempora.ry Irela.nd. The conoept .developed
? in the previous ‘chapter, that utopianisn. "ingofar as [it-.] expresses

the view’ tha.t the present linitations of social and personal life
are not ultimate and are 'subjecf,,to rational change, ... can be a 1ib~ |
era’ting view—-utopia'a pormanent contribution to the political and

! i

social life,"3 is as va.lid for F‘a.ther Ned as it was for Brecht's %_ o

'kaukasischex reidekreis.

'rhe dedioation of the play, *The Menory be Green," is in a sense /'
a significant 1link between the utopian aociety that is envidoned at
tho end of the play. and-the‘ actuality of rural Ireland. Each of the
clergymen nentioned in the dedication wa.s, a.s O'Casey says, "in his
tino a Drummer: for thher Red,.” Each sut‘fered at the hands of the
church hiera.rchy tor the coura.geous sta.nd ta.ken. ~In the actual worid N
,in which each event has ita consoquenoe and in which pctions takon to
strike out for freedom fron oppression are condenned above all, the

only result of revolutionary acts seens to be the increased suffer-

ing for those ‘involved. Thus the ana.rchio aotions Teferred to in

the dedication, like Dr. Horgan Sheedy 8 defpnse of a Parish Pri'est
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egainet a Bishop, Fa.ther Yorke B warning ega.inet ‘the platitudes con- '
!
A\

. talned within a papal decla.ration. and 'Fa.ther O'Flanagan's . .
leading parishioners to take turf ﬁ'on a privately-owned bog,

all 'punishable‘by church lew. But O'Caeey 'believed tha.t these stands

‘{ageinet hypocrisy in the church from within the church were signif-’

Lcant, and that "the echoes of their drumming sound in Ireland still,"

The Qm’ 18 ofl Fh-ther Ned is largely a fantasy that pursues the echoes
| of these revolutionary eta.nde, envisioning their moet extrene poten-
'tial coneequencee as in a drean world, This technique caete ]light
on the actual nature of the social environment while einultaneausly

distancing 1t to a world of nake believe, "' ‘

More than in any of O'Casey s other playe, there is at the’ be—

| ginning of Father Ned a senee of a gradn&l uithdrawal in time and -

| space of the world of the play from the world of everyday events.
..'rhis dieta.ncing effeet begine w’ith the dedication that first eets
the dichotoqy between-actuality and poeeibi‘lity. and is eucceenively‘

strengthened tbraugh the. poem that introduces the pla.y a.nd the ex-

;-yreesionietie Prenmble, a.'il of which eeen to be etagee leading to

the glorious, inagina.ry world of the main ‘body of the play in which, :

u in tbe fine.l vision in greigekreig, an nltinate Juetice not de-'
pendent on exploitatd.on prevails, where working together a.nd joy in '
living are the Tule rather than the exception, .
The Poem preceding the Prenmble a.droitly Juxtaposee the in-
crea.singly fairy-tale-like atnosphere to tbe actual eocie.l issues
‘with which the play will deal, in stressing that "This conedy’s but
. an idle, laughing play ./ About the things ',encunberingglrela.qi'-s‘

S
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way."' The nag a.nd the "cry / 'ro wake np drow:y gi.rl and droweier

boy" again emphasise the eehee of weking up to a "drean world" 1n

"which all is perfect, in which Ireland will discard the "eable -'

shawl" and return to the 1nnocenw of her heroi.c, n\v‘thica.l pe.et.

But e.ncient Tara.'s ha.rp will "play n___ dandy a.ire," and ‘the rev= - -
olutlonary purpose of the whole dream, as O°'Casey emphasises in *t;he-
last t;vo_linee of. theel‘?oem,i are 3”'1hatlmob1ed"ninde nay all new |
courage grow, / And miser'd heerts;'be merry.* The play "-1e, despite
the fantasy, then presen‘te& not l\as esce.pie;n, but as enoo\xxjagemehf
to a continuing and 1nc;reasing‘ of the revolﬁti’ona.ry ections'out-
llned. in the d'edicetion. The poem's envieioning of Ireland in her -

innocence, 1n a green cloak, celebrating life with mueie, poetry,

- drinking and da.ncim, already reca.ﬁe the promise of the vision:
presented 1n Act III. of Red Eoseg for Me, and as in that play 1t !

expresses both a yearning for the pe.et and hope for the mture. If

'these moments seem too akin to wleh-mlﬁlment to be valid, one need
_only recal‘.l. the opposite extreme 1n which 0' Casey presented, in the
" last peges of The Silver Ta.sge, Act II, a grotesque, ailent vieion

of death e.nd hopelessnese, with- soldiere rlwthmica.lly loading and

) ﬁring the howitgzer whoee presence ba.d donine.ted ‘the entire act,
-'and to which they lfnd Juet ﬁniehed a pre.yer of obeiea.nce equating

it 1n deetmctive power ‘with God, But 11ke Brech’t,/vé could view

,pictures of the bombing of Hiroshina. together with his son a.nd etill

' of war, at man abetting in his brother'e and his own deetmcuon,

and still aeeert humanity®s 1netinctual ties uith life, and could

!

' advocate a "scientlﬁ.c" theater,5 O'casey could look into the heart

!
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,enpieion the promiee of_a brighter;future,\if not in the same play,

then in a later one.

It the introductory poem promises sunmr utopianism, the Pre-
rumble. on the other hand, 'is the strongest evocation in thls play
of Act II of J_‘g._s_gi_._e_. The play begins with a spectra.l, oppressive
tableau 1n which the human figures, the B.Lac.l; and Tans, become pa.zt
of the expressionistic setting which, in‘its evoking of a dominaht

psychologica.l nood, ia similar not only to The §11ver gggie, but
also to sets for Kalser's Gag, Hermann Warm's sketchee for the_

Geman expretssionistic i'iln pag Kabinett des Qr, C&l_iga.ri, .and to

\ tbe a.tmosphere cf fear and uncertainty projected in Ludwig Sievert'

" i

cet for Brecht‘ Mmmeln in de; yacht at the Schauspielha.us :.n

'_F‘ra.nkmrt The etreet and the houses in this ﬁ.rst scene are to

"outlined only in a dream-1ike way"(FN 1), again an indication

' that 0'Casey meant the scene to be viewed as a vision, distorted

¢

! and dist'a.nced from ;emelity: "The scene looks like a sudden vision

of an experience long pa.st conjumd up, within the nind of one who

“has- gone thmugh it"(Z). The setting encompasses the oppositions
of fire and 1cec fire 1s associated throughout the scene with the
‘grot,esque,.- ﬂaming hatred of-Binnington and Mccilligan for each |
 other, as well as with the hatred of the Black and Tens for the |
‘Irish Jie-mus, and of tne Irish for the Hlack and Tans, who are

L 4

"bla.eting o« 4. Ireland's living into the dea.d"(Z). The ice,

:naking the street-wa.y sparkie and highlighting tbe briluance ot
" the cnurch spire a.m Keltic croas, servea orﬂ.y to heighten the

ironyl of these symbols, unna.turally 1lluminated at a time when

&



, God's vengeance on the Englieh soldieret

o . /

P i
they have" 1085. vnelir 1nherent religious mea.ning for all / concerned,

“The BJ.ack and Te.ns are characterised externally thrdugh their gu-

1sn uniioms. their stylised, rigia stance and- especia.lly thair

pointing revolvers, "the weapons made, by the snadowe of the night

lim;o a size much larger than a gun of nomaJ. look"(l). The dis-

tortion of actuality, designed to express the .essence o1 hatred,
is mrther accented by the depersonaa.ised, blackened. mask-like

faces of the sold.iers, ‘which "stand out va..guely as ble.cked-out

: hulanity, and by their stiff, robot-like movements, all ot which

identity them as another part of the human war machine tha.t figuved

{

80 prominently ;ﬁl’rne Silver Tassie. L | i -

Expressioniam. however, is here combined with elements gf

.nelodrana. for the one-dimensiona.l, ainiste:r aep&t of the Black

 and ‘I‘ana is immediately heightened through the chant or migery and °

defiance heard from the town. The  second stanza especially pola.:r-
1eee ‘the tforcea of good aga.inst those of evi.l as the people ask

May God leave none of th' Tans alive, ‘
- May His bvig fist destroy them all! .
- Each curse of the Holy Book of th' Psalmg
, An' the Prophets upon them falll . (2)

Eric Bentle has Bte.ted fhat "melodrama 1g.not so’ mich exaggerated -
a8 uninh "% & definition that in fact brings the kind of dise

'toruorram exaggeration used in the melodrama rather closely into

line witn that of Expressionism, which aimed to str.lp away con-

ventiona.l fa.cades to reveal the 1mmed1ate, pnma.l experience 1tee1f.
0'Casey hag used this kind of melodrama.-in which thought- a.nd

!
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act are simultaneous=-to advantage before, as in Father Domineer's
killing of a worker in Cock=a=Doocdle Dandy, and Manus' killing of

Foorawn at the ehd 61‘ I}_;‘e Bishop's Bgnﬁg. These 1ncidents-a;gg melo-

dramaﬁic because they .'m'omentarlly‘mspeﬁd thousands of .yo'ars of civil-
Asation and r.epressibn,: showing an action a‘: ‘conpleted before thought

.. hag had .t;me to temper it, Thesi; melodramatiec moﬁents are efféc't;ive )
because’ they 1llustrate, in a relatively non-emotional nmné:?jﬁ' |
O!Ca;.sey has ndt allowed suspénko to build up to the actj.on--t?\i;" "9

: ° . s '
nature of evil, - : . - - \

e T \
)

The Prerumble opposes the evil of the Black and Tans, not to
conventional virtue, bu-t rath?f to the grey uniformity of Bim\ii‘ngtdn
e and-#cG1111gan, whose lack of bellef in any values other than thoge f

of greed and of hatred is ifdicated through the lustre-less image
théy first. pre;sentt “Their trousers and s"r'“dfrt's‘- are .gi‘ey.- 80 are
_ their faces with anxiety, so that they look ngue and ghost~1ike
beside the black and yellow figures of the Tans"(3). 'Their external' !
appeaiance, like that of the Tans, freprasen"ts their essential '

4

chart;cter.’ o .

In the absurd, meaningless hatred of Binnington and McC1lligan
for each other, 0fCasey seems to suggest agaiﬁ, 28 he did 1n.133
Sllver Tassie, that internal hatred and in[hate_ aggression f{.ié at
the, root of Ireland's problems, that the people perpetuate their
own de_stnvxct;c;n more than do the external forces. This is further
1llustrated ﬁhan tht; two mepggrefuse to shake hands, elther to save the
church towe;- or to save tbemseiveg when the Tans force them to Tun
back and forth side by side, while alternately firing bullets to

either side o1 wnem. In this episode the destructiveness of the
. ! [ T |
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Tans, or of the external oppression of Ireland,is identified with
that vithin the two mem, or the Irish themselves, HcCilligan's o
a.llusi?n to Pearse and Binnington's response, that "mjr th' man
who uses th' holy names of our dear déad heroes for his own pur= -
poses 'be hemned 1n be a clusther of his children's headstoneal"(s)
Places the incident into the historical perspective of Ireland's
fight for 1ndeper)dence and the Easter Rebellion of 1916, tho 1doa.15
of which have even by the ime of the action of the Preman? |
(1920-1922) been desecrated to the! oxtent that they are used only

|
'-for villifying one another rather than for prouoting a ocause., 'This

lip-service ‘to their alain heroes which 18 in a.ctua.lity 8 yat:&m-

131!)5 dismissal of them and their 1dep.13. ‘is mrther aatlrisod
tm'oughmt the body of the play. ' N .

With the Tans themselves ﬁna.lly ambushed by the Sinn Fhiners.

'the Officer stops his men from killing Birmington and McGilligan
: beea.use he recognises the obvious. that "these two rats will do -
more hamm to Ireland living than they'll ever do to Ireland dead"(iO). _
a:n additional comment on the salf-deatrucuvenosq of nn tha.t is ‘
" proven a.11 too correct when the two men both crawl away from the J

cross in oxder to get mrther away from each ‘otber, while calling_
each other "ditch-worm" and "dung-beetle.” The chant that "'rhe{
Hlack and Tane are blagting now / Ireland’s living into the dead”(12)
now takes on a new, bitterly ironic tone, for the Prenimble has
shown that Ireland’s living ave already the "Iiving dead.” Robert
Hogan 1s quite correct in st#ting that "The 'Prerumble’ . 1. . 18
in itself a deva.sf.afing parable and ir_xdictment’.of the Irish char-

. . !



no one. soeningly could a.ccept.( The image of the ka.leldoacope

: is apyropriate. for 1ike Q gk-g,-Doodle pa_r)gx and m_ﬁ_m__q
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a.cter ‘that may valJ& stand as One of .the sparon. mnost tplling and

grinly grotonque slng pieces that O'Casoy has ever written, w9
0Casey hinself intended the play in its entirety to be a

microcosm of Ireland. and ﬁaferred to 1ta technical structure as

\

being that of a kalaidosgope which, "twinb it how you may, mver '

[#]

shows a ooloi'ml or settled pa.tterm that 18 the technique which

oggre, The Drums of Fnthgr Ned is structurod ardund thene rather

than plot, There is, in fact, only the merest semblance of a plot,
which is that due to a mysterious power or life force embodied in -

' the image of Father Ned, the young people of Doonavale manage to

shrug' off the oppressive authority of the church and the material-
istic ethic of their mniclpai le@ers. : Tt;ere 18 no rising wu;)nw
or counterplot, only a series ol acenos, illustrating through
comedy, .fa.rce. and occasiona.lly thmugh heightened. poetic la.nguage,
the nature of oppression and the collective self-assertion that 1is
necessary to defy 1t. This 1;. in fact. the epitome of the pres-
entational "epic" structure, &n which scenes are only loosely con=
nected, and 5.n which each scene scores points 1ntellec‘h1a11y through

contrasts and comparisons, Individual episodes follow each other

points entirely, ' The 1ncident in which Bernadette and’ S:erﬂ,gha.n
become entangled with each other leaves Skerighan fearfui -

- . lest his kissing of Bornadottq be reportod to others. yet

a few mimtes la.ter he is as mlly preoccupied in h?.s,dazsling
‘ : 1

\

, quickly and lightly with no apparent break. yet 111-ustrate different
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description of Father Ned to Father' Fillii'me. and whon Bernadette
re-enters in what cannot have been longex thnn a half-hour abgsance,

the incident seems _to ‘be forgotten, for '1.‘& La never referred to

-,

again, .
. There are many isolated incidents of ‘ohlsﬁna'ture \hich, once .
having 6qcurrod, have no apparent- mrthér wgcuoﬁé, W¥ith the plot.
Even the seemingly ia..jor suf'-plt-)t concerning ,th; ;"red" timber 18

L

7 only cursorily mentioned until such a time s the digcussion, as

opbosod to the dramatlic action, is to foous Oﬁ‘_itg\ The play is, | -
then, _very'aceurately 'described as & kglaidosdope. for it combines |
the sake cha.racters and setting in constantly changlné cdntexta. :

~-.each context 111ustrat5.ve of different fatets of the life and char-

\

a.cteﬂ\aucs of people in rural Igeland. mklng satiric und conic

" -comments o; edch_ of thess facetd: sepmtely. The sequence of scenes.

| conld, for the most M easily be 1ntemmod, ox scenes added or
deloted. as long as the pd; o?ntLthe lightnwss of the 'tion Were

not interfered with, 1 . e ;

A -/'m:m_gh The Drums of gg&hﬁr-&g seenw i %-“i\m—fuie;l.,.‘t&n
should not be allowed to belittle its s\trrowly corroc,u:ve md re~
fornist attitude, Hogan quotes Loulsé Mathewson as writing that
"although laughter, has value sa a socisl corrective, this is not
ﬁs esuenﬁal feature, The true conic spirit is lien concernod"

»12 an opinian Vhich Hogan corrobor=

'uith comction than with Joy.
ates 1n stating that "the afﬁmtion of ltfa beco-es alrost the -
raison d'egre of [0‘ Casey’ s] later plays," 13 Erlc pontley, on the other

hand, belleves that "Without aggression farve /whlch.comprises a

J
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great deal of the comedy in Father Ned ] cannot function,*1” that &

co-edy devoid of its satiric sting loseu intcrect for the andicnce.
The techniqus of the conic or the fa.rccur is, 1ike th&t of Brccht'

. Eple 'rheater. o Juxtap’o the wildly unconvewtioml-which is to

say the uncivilised or unreprssaed-a.ction or concept to that which

i
14

i- conventionals

L

v

Ve oa.nnot allow ourselves to be Joékeyed into rag&nd- 3

: \ . ing the distinction between thought and act, fan-

| ai¢

s

.
)8

tasy and fact, as a sort of ninor detail. The per—
son who confuses the two sets of categories is not
eccentric, he is insane.'” Conversely, it is possible
for a thinker and a fantasist to bank heavily on .
the sanity of his auajiences amt this is what Charlie
Chapl .or any other farceur emphatically does,: :
o v'a favorite action of the farceur is to

aha.tter the appearances, his favorite effect being < |

the sbock to the audience of his doing 90.15

\

In’ F‘ager O' Ca.qey sililarly deponds on tho sanity of his wd-
\

¥ ience. on the knowledgo that it uill clearly recognise the extrene

depa.r‘tmres from the.world of convontiona.l attitudes and’ responses.
The viewer renq.in_s a.waro. though, of the vita.]. _conncctions~which '

these departurés from convention have with\his own, familiar social

existence. Farce ilius"tra.tos what is perhaps fﬁe most éxtrm' form
of erfreg_\_gg, of the dislocation of stock atti'mdes a.nd respbnses;
it "brings together the direct and yild fantasies and Ibe 'everyday
and drab realities. "The interplay betmn the two is the vcry
esserice of this a.rt«-the farclcal dio.'l.cctic. n16

In fa.rce the imtionn.l and fantastic can bo indulged in with=
out .fear of consequence, and this is perhaps vhere the Aaggressivo'

o

) »

)t
-

'
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element comes in most strongly. Mr, Murray's physical and verbal

tug=of=-war with thner Filiifogue at the end of Act I represents

gn aggressive assertion of his individuality against the authority
Iof the ch?ich. Every patronising attitude or word of other char-

acters toward the priest, throughout the play, supporta this aggres-

sive assertion of individuality. A simllar disregard ie expressed .
for the parental and municipal(gjesiness of Binnington and McGilligan.}
O'Casey's, ability to ridicule institutions without beco ng vin-
dictive only increases hisysatiric bite, The-fantasi
youth akd vitality over the old and moribund is just tha
. but 4in ;;oresenting this vi’sfori of dream-fulfillment, O'Casey consist-
(\\ ently and aggressively ridicules the attitudes and officee of the
represent&tives of this sterile oxrder, To eay that The
thhor Nel is Just fun, or just a play, is not to understand the
nature of or the.effeotiveness of farce in debunking established . | . i
institutions._ In preventing the play from being premiered at the : j
1958»Dublin International Theatre Festival. the Archbishob obviously |
recognised the strong elenent oﬂPcomic disintegration exhibited in |
" the play. and the inpact that thid open ridiculing of chumh auth=-
ority could hive on<$ﬁ9 continued effectiveness of that authority.
fﬁ: first act of the rlay is written in a pseudo-realistic
manner, and carries forvard in a sardonic but less grotesque vein
many of the tnemee encountered in the Prerumble. The uniform, grey
’ easpeot of Binnington amnd McGilligan is now transformed to brilliant
; .
\

A\
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colors through their red r‘Pes, whose symbolic identlficatlon with

the flaming hatred and violence exhibited in the Prerumble, however,

. undercuts the dignlty of the office they are meant to represent,

The colom symbolism also points»forwafd, in an ironic way, to the
"red” timber with which Binnington and ncGilligan will identify
tnemselves, and to Father Fillifogue s "scarlet” door of Act III,.
The sham of otricialdom of the two town 1eaders is further accented

| by Binnington's Mayoral Chain with 1ts cross and harp, symbols of a
religious and mythic inheritance which the church spire-and the
Keltdic C;oss of the Prerumble have already proven false, The silver
* harp, here a sterile symbol of oftice, will once again become a potent
“connection with the past through the efforts of the young people |
and Mr, Murray to reassert life and vitality in a new uholenese of
personality, where past, present and future are organically

connected

-

The openins dialogue of this first act sgiin asserts the hyp-
ocrisy of a.society that has won independence‘only to use it for |
selfish, petty ends, for social pretense and " for the increasing eX=
Ploitation of others, rather than for the abolition of explqitation.17
O'Casey here isolates and comments on specific aspects of nationalism,
clericalism and materialism. When Bernadette points out thatvthe{
Binningtons "wouldn't have a piano if 4t wasn't for tne dead. who g
died for Ireland"(l?), Mrs. Binnington's reply is rendered insig-f'

" nificant through her stumblirg deportment exercises, for action

. and words are entigely opposed to each other here:

?
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Mrs. Binnington /Murmurin: to herselff. Betore
sittin' down, co a graceiul wheel on th' left
toe, swingin' right leg round, with th' body .
lax, then-sink into th' cnair, he said, ' ‘
[Wheeliny round, she doasn't do 1t right, misses
the ehair, ard c1icédfs to the 1loor,/ Oh, God
damn/itl /Hceevering her brrathe—+o Dernadette
~=while s5til1l ~i7]inﬁ>on the ildor/ All over now,
We've done our vest ior our 7lorious dead with
murmurin® of thousihds of Kosaries, hundhreds
of volleys *ired over where they lie, an' th'
soundin' of hundhreds more ot Last Posts., All
that can be_done for a dead hero is to put a

headstone over his. grave, an' leave him(there.
17) '
X

t

The anxwaruness of her actions,.nnd the delivering of an essentially
serious speech from a sitting position on the flo;; mitigate against
the words, making_their content ludicrous through their context, in
a characteristic Breohtian manrer, Mafapropisms and iiiogical
reasoning are also alienation techniques usest to great advantage in
this play. Binnington denles there 1s any mystery to life, assert-
ing 1llogically-=by scrambling cynicism and idealism- that "There's
nothin’ more in it tnan‘gettin' all you ean, holdin® what‘you have,
doin’ Justice to your religious duties,.and actin’ decent to a
‘neighbour”(19). | o

Farce is not utilised to a\large;extent'in this first act,
.being limited primarily to Mrs. Binnington’s pirouetting adventures
and to the last episode with Yr.lrurray, Father Fillifogue and the

Tostal singers, this 'incident directly leading into the farce-

dominated ‘second act, In Act I O'Casey'is concerned primarily Hith <

exploring the self-righteous hypocrisy of Binnington and McGilligan,
and’ then contrasting this to the larger view gained through the
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" historical perspective, the balancing of different historical

' i . / . ) , :
periods and events against each other for purposes of comparison

f

; and evaluation, . ' ‘ - 3 : .

The social and moral hypocrisy of Binnington and’MpGilligan
is eprsed by making obvious.through exaggeration the gap between
Atheir self—conception and the actual image’ they present to a theater
audience. Their rationalisations are 80‘weak and distorted as to
'eonnince only themselves, for 0'Casey exaggerates commonly held
prejudices and bellefs to the point wherentbeir inconsistency ,

with the individual's self-percept/gn becomes immediately and com=
"4cally apparent Although fully(aware of - and in support of anti-
Communi st feelings, Binnington gnd McGilligan absufdly manage .to

J L.

rationalise their illegql purchasing of timber from Russia to
the point where they can actually feel sanctimonious about,ité\\\_

McGilligan., Our people must havé\houses.
Binnincton. An' we need timber to\build them.
McGilli~an., . An' business is businels,
Binninston. Yes, business is//psin sS.

Echo,’ BUSiness is business. Vo

Binninzton. . . . What is doﬁé\uas done only to
help th! people to homes they need,

~McGilligan. You're right, It was done ina

., good cause, a good cause, : /

Binnington. An' business is business,

McGilTircan, An' business is business.,

Echo. Business is business. (26~27)

The argument baSed’on need becomes pallid beside that based on
- the bueiness ethic, and'the'phrase-"bnsiness is business” beeomee a

rhythmical, even expressionistic refrain that, like the soldier&®
, : , SN " e

!

G
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chant aF the'begiqning of Acf II of Ihevgiiver Tassie, establishes
its.own significance over and above that of ihe éharac .
- Father Ned business becones an abstract principle that J:e ies in
itself the greater part of all’the 1118'besettin$ Irelgnd, and »
is equalled | only*iﬁ e drumming of Father Ned. It 1s because
" money 1s the final auth;ggigffor the old order that Binniﬁgton and
McGilligan can hate each. other viciously and still do business to- .
gether, that they can assert their hatred of "atheistic Communism"‘
and still buy timber from Russia, for even religion takes second
place to business.- ' ’ \
Religion, in f#ct:'mOre obviohsl& becomes an exploitive‘tooi

in the hands of business here than 1n any previous O'Casey play. _"‘

with “the possible exception of The §§§; Turns Red. ﬂhen Binnington
unvells the newly painted crucifix, the audience. 15 1mnediate1y
made aware through'McGilligan's complaint about how the workers
wsoon get used to it, and eyes "fixed on th' clock haven't time -
for a glance at th' cross"(28), that the crucifix 1s meant to have
a laudatory_effbct only on;the employees. Binningxon and Mcci;ligan

are not themselves affected by itg they merely use the symbol to

i

encourage more effort from their workers. .McCilliganfs words also

liéontain a‘further, ironic implication of which he is unaware, a
maxim that extends beyond his 1ntentions, fbr O Casey, like Harx,
would agree ‘that a worker whose time is dom}nated by the factory
has little opport ty to expand his pqrsonality, iq a religious,.
soclal or polific .dinension, - 3 , I |

|

~ The church is, howaﬁer; a willing accomplice'in Cépitalism'é




' expioitation‘of the labor force; and the eole‘compieint of Binning-'_
ton and McCilligan in this respect is that'Father Fillifogue can't
seem to make the factory woxrkers realise "that when’ ‘they work for,

us they're workin' for God"(28) This clerical’ encouragement of
exploitation is identical to that expressed by Canon Burren to -

,Rankin and the Prodical in The Bishop's Bonfire, and in both plays
it is debunked.aimostas quickly as it is uttered. In ongire the
Prodical destroys the credibility of Canon Burren’s adnonition '

x'simply by precociously applying it to himeelf in a farcical

2

Prodical /indignantlv——as Rankin-is beddins (the brick)7.
You're a nice christian cut-throat, denyin' a.

' buttie a few bricks! /deonitorilv7 Remember , .
what your Canon said that when you served oul'

- Relligan, you served Godj; &0 as I'm servin'

Relligan, by servin' me, you're servin' God, -too..

[He sndtches the brick back angrily and stirts

2o set it in h's ovn part of the wall,/ Good

catholic an' all as you call yourself, you're o .

not goin' to be let bounce yourself into'an . . e 5

authority you've no legal or christian right ‘ it

tot I'll not be bounced., (BB 7) A 2

. situation,.the very context of which defamiliarisess - e

PR}

iIn »Father Yed, Father hna,fogue s reported efforts are aleo de~
faniliarised and given ironic implications through the context of )

'the preceding self-justifications of Binnington and McCilligan, and e
are later given a new, poaitive twist in Mr, Hurray 8. insietence to[ |
Father Fillifogue that "Hhen we worship Mozart, we worship God."(29)

" As in Within the Gateg, what is worship for one side 15 'blasphemy

€ .
[

for the othern preparations for the Tbstal are the Qeginnings of

new life for the young people, whereas in thher Fillifogue s
- opinion "they have our respectable, modest town looking like a

[
[ .

A e = e



grinning, gaudy whorel®(44)s the prayer and hymns that are life
. to Father Fillifogue dn the other hand, are, in Mr, Murray s view,
v—x’einking Ireland "Ainto a deep freeze of frosty piety an' sham”(42)
Murray perhaps best articulates the feelings of the younger gener-
ation repreeented'in the play when he statesa -"We are nod{in .
heaveng we are.nod on the earth--uo're'nowhere,3 So where are
ue?~(uza' The 1iteral definition of ”utopia" is" “nowhere,” but
this existence in limbo can as.easlly be anti-utopian as utopian,
Clearly O'Caeey s play on the word, in light of the utopian vision

‘he 1s about to present, is here neant to make the audience conjure

nwith the implications of that ”nowhere. I (
| _ But. a§7this'firat act is atill prartly’ realistic, it also.
indicates, again in an ironic manner through the dialogue between
Binnington and Mccilligan, the fate of the young - and the working
class in Ireland. The only alternative to their trapped exist-

ence ie to leave Ireland. and uhile in doing ao they nay comprise .
that "saving remnant" of individuals who either go forth to create
a8 new society or escape fron an anti-utopia to offer humanity ’
another chance, their proepecta in O'Casey'a drama seem slim

Hhile he represents the flight to England as an alternative of sorts,
O'Casey by np, means viewa it in an optimistic 1ight. In ‘Cock-a-
Doodle Dandx a. second chance for the young seena alnoat»possible .
at the end of the play, but in 1ge Bighop 8 Boniire this ie no
longer the cases the Cedger is too old to begin a new life else-

1

wherd, Daniel too fearful, He in too helplesa, and Manua o0

trapped in a bitterneaa and ieolation that ends with his killihg
B

‘ e e e ' -
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the woman he loves.

Foorawn's love, previously unavailable to- ‘
Manus because of the sterile religious force she had chosen to

serve) 1s now cut off from him forever through his last, melodram- e

~ atic action, which serves to transform her "living death” into

the ultimate death, and similarly destroys any chance, as ﬁe11,7

that Manus might have had to save himsclf, In The Drums of Father
" 'Ned the same situation is realistically presented, but then resolvedlf
through a fan‘{t,asy-with the saving Temnant of idealists here i
bacoming the leaders of the new society-tbat is clearly meant.to
encourage revolutionary action. S wi??*"
s ; The édhse of the comic disintegration of conventional values - ;
and institutiona is first fully realised when ﬁichael. Nora, and
the other young ‘people interrupt Binnington and McGilligan in order’
‘flto practise their playlet for - the Tbstal Conventional values | ‘?'
and respect for authority flgures ar; here undermined through the
' completevbut casually represented disregard of the young men and
uonen for any of the atrophied values or convention:itbat deflne
their elders. On Mccilligan 8 expostulation of “Good Godl I won' ,
| ‘stand for this,” the Man of the Pike calml_y pushes him aside, telling
hin to “Mind the way, get outa th' wayl We have to get on with th' .jﬁt
- work of resuscitatid' Ireland"(BZ), Although this is comic anarchy,
1t 1s not an individual, ungu;ded reaction against an ihtolerable ‘
ésociety as were Boyle's drunken antics in d thc Paycock
the individua,k actiona, both heroic and abgurd, of the various
other characters in O'Casey s first three playa. It,is, rather,'

' a-concerted, unified regection of eatablishnent values nith;thef

i
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. ‘ déﬁnite, utopia.h purpose of "resuscitatin' Irelgnd". However '

obscure this ideal may be at this point in the play, it is later
clé.rifiqd through the actual takeover of all the eﬂdsilng chgmels

@

of authority, e
 The em;uing discussion about the reaxiscit}tiori,of Ireland
| embracqé the ideals of Communism in éonm;etign;’f{yith_the natural
celebration of life, an allusion _t“ha.t again’/‘imearks back to tﬁe
timber deal of nifnington and McGilligan with the Russians, and |

"the espoused hatred of these two for Communismi

- 'MeGilligan, Fitther for yous to be doin' useful
work, such as a hammer knockin' a nail into
timber to help fix a house together, or send a
sickle swishin® down corn to give th' people
bread, = ‘

Michsel, To you the hammer knockin' nails into

~ timber and th' sickle swishin' down corn are
noble because they bring you money to widen
the walls of a bank, -

~—____| Nora, Our Blessed Lord often held the hammer an' | : ‘

\

"\"‘.‘Meuw\el%hihe use of the sickle, but He
] - 8also heard the Wsom,
e n'

an' He saw the 1lilies of the to

' the tune of a whistlin' wind, or doin' a floral .

- minuet to a whisperin®' one,
{ Lo . e e @
Jom. 1If a song doesn't encircle the hammer and
sickle, or a song silence them, at times, when
. & man’s longing goes gayy then they become, not
the tools of men, but the pgols'of'-a slave,
s T

'
f
.

. T ' N
The introduction of the wordg®hammer” and "sickie" by McGilligan
‘» Rt ! - # .

is ironic, indicating that the rhetoric of Communism, 1ike that -

’ .
of religion, can be as easily employed for' exploitive purposes as
for beneficial ends. Both ideology and religion are here brought |

into the context of the struggle for a life of Joy against one of

i

w
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misery. Tom Killeallighan finally mnkes the most significant observe
]

ation, one that definds wprk in terms of freedom and slavery, and

where Joy in working rather than religion or idéology is the determ=

ining factor. Though this is, for O'Casey. the distinction between

uniem and Capitalism around which the whole incident centers.
180 characteristic of his brand of Communism, that the
1deology must conform to nis uncompromising standards of 14fe and
beauty, The incident finally closesjuith Binnington and Fcéilligan
firmly but gently being pushed ‘out of the room, prefiguring their
| final impotence and expulsion at the end of Act III.
The‘enacting of the plnylet re~empHasises ‘all the themes
already _expressed in the first act, and actually funotions very
similarly to Brecht's method of Juxtaposing various historical -
reriods to distance actual 1issues, uhile showing how their root
causes remain the same, The Prologue-to Der kaukagische Kreldekreis
illustrates the potentiality of a contemporary utopiaz this is then .
contrasted to the exploitation of the Grand Duke ] regine "in‘
alter Zeit, out of which Azdak tarves, for a brief‘whtle. another,"
‘but this time implausible and unpredictable utopia, entirely depen-‘ h
‘dent for its existence on the vagaries of Azdak 8 temperament and
the unstable political conditions. Agdak's two ‘major songs in the |

 play evoke two more periods of history, all of which ultimately

function as conparisons or contrasts to the present.

The playlet in Father Ned is indicative of a similarly !
effective historical event, for, as Nora saye, *"The things said
be Ireland's old leaders -are livin' still, and are needed as.much ‘5

1

{ = i . 1

e U




1
{

- A . . = .
R R s U TP e < e yaprnen -.4"’,..':,pm..!‘.¢!m~.’,wmq' WP by '~£,'"PMQ-W:.»"OC~~ P TR TR RTINS I | ‘ -‘ ) *‘:‘
. .

wo o o

’.. K s . . -
wy »

| ' | : .
today as when they were first spoken"(32) Another event has been
re-created in the- Prerumble. and a third poriod 1s evoked through

the constant references to, and the use in the Toatal preparations

ofy the. symbols and mythology of Ireland's "Golden Agg," the ‘time
when Finn MacCool and his heroic‘warriors Tuled 'the land. |
Through the playlet, O'Casey shows how similar the complaints v
and ideals that motivated the insurrection of 1798 were to those |
which stimulate the revolution led by Father Ned.‘ Mich;ol, in the

. . ! ; .
Cap;ain Forsyths ‘ ‘ : o
We have stood qulet in our fields,'én our hills, b o .

in our‘valleys; we have sat quiet in our honmes,

trusting the power that held us down would show —

Justice; but we have found neither security nor \

peace in submission; so we must strike for the
liberty we all need, the liberty we must have

guise of Roﬁe;@_ﬁm@ett._anﬁ using slightly eleVgted prose,'tellé b : i

to live, 8 :
The Rest /shouting/. The llberty we must have to
‘1ivel

Michael, . « & Ve avow the right and rule only

that we, Catholic, Protestant. and R;esoyterian,

have to. choose our own governors, the power to

dismiss them when we think them unfalthful or

incompetont; and we avow . the God=given right to

have the pover and to be within the condition of _ ..
framing a governnment and law by ourselves and for . ’ NN
ourselvesj., . « the law should be beneficial, - ! o

A not to the few, but to the many. Your peace,
s Captain, within the life we live, is but quiet
decay. (34=36)

The issies are the same as those worked out fhrouggaht'tho pla}.

and so are the c?nplqinte of oppresaibn and decay. Tom, as -
Captain‘Fbréyth; finally shouts, "I arrest you, Michael Binnington,"
thus clearly asserting the ﬂarallel,between past and presenf in his

- addressing of the actor rather than the role. : \
' A




' circumstances, the envisioning of a magiQaI solution at least

. the gap between the actual and the ideal, /

AT L

1 o . S

~ The tirst act is in many ways the most significant of‘the'p}ay,

both thematicélly and structurally,'for it :aalistically'presents

issues that will lntorbﬂe dealt with as fantasy; the problems are

very real, and if no viable solution can be predicted under the

provides insight into the necessity for aétion. The first act has b
already begun the comic undcrmining. through farce, of rigid,
1nstitutionalised values and mores that Hilﬂ be the thrust of Act II,
and has egtoblishodrthe,utopian ideal which the play as a whole,.
and osoecialli the finol aci; tries to'futfll, if onlysto 1llustrate

The theoe of the secord actlis openlf eéated in one of toe\
posters that have been made for the Tostals' “HE‘!ggg'DEAD and_are
ALIVE AGAINI"(17). This motta, the stylised flowers, “all mugh
iaxger than 1ife,” and the pervpsive|ataoapﬁere of busyneéalthat
makes the middle-class MeGilligan 1iving room little more than N
contrasting backdrop to the new sense. of vitality. set the stage
for this act, which opens with a serious, somewhat h@ightened

-dialogue between Bornadette and Ton as thoy begin to probe the

significance and the ideals behind the worda and drumning of ’
Father Ned,| In he; reply to Tom's 1eeling that “Things hére have
agq?ltoo long foi us to try to make them young sgain"(45), Bernadette
indicates that the work of resuscitating Irclamd will not take the
form of a convulsive upheaval and complete rebuilding of a new,
utopian society, but rather that of gradual ch*ngen “Old fields

can still bring forth new corn, says- thhar Ned,. . . an* wintry

)
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« o something about the liveliness of colour; an' Doona.vale'll
hear . muslc--grev.t music, a little, good music, a lot v o e an'
near the end tha aetting sun, with music at the close o s o that
aometimea filla tha heart with the burden of beauty, (%-49). -
Although this is ostensibly tho reported speech of Father ):ed, it

'ca:n also be viewed as reflecting Bernagette'e own thought, since

Father Med is an abstfact netaphor mad:fncrete. i‘epresenung the

’mmﬁgence of v'itality .and. hope that a ompanies the 'réstal” prep=

a.rations. Mythically the Tostal festival is the ancient festival
celebrating the changing of the seasons, the time when the failing,

 aged man—god 15 k111ed to make .place for his youthful, vital suc-

. .
of tho mgenerative povers engendered through the cycle of the

o '
sor.18 'I’h? dying god is represented by Binnington, }'ccilligan -
' P -
and Father Fillifogue, Nora, Michael and the other young people

em‘body the vitality and fertility of the successoz-godg 1nd1cat1ve

seasons. The sywbolic representation of their youthﬁﬂ.-ss a.nd T ' 3

, capacity for love ia Angua ¢he Young with his haxrp and ga.ily Plum= .|

aged bird, “th' Keltic god. of youth an lovelinass“(78) who was

.also the protector o Dermott and tho‘ intended brido of Finn

MacCool in their ﬁight from the angry, aged mona.rch. who was
himself a dying kin@-god. hther Ned, then. syubolises the surge

- of vitality felt by the young while preparing for the Tostal; he

embodies” tha regenerative power they feel within themselves,
which 1s ultimately a sacred power, hence his clerlc&l nama.19

,'Beca_.use Father Ned {3 a representation of a force felt within the

o
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young generation, his effectivenesrs as & sym?ol is On}y enhanoed )
by O'Casey's dramatic technique of keeping him off stage,. for he' N B L .
isy in actuality, onnipresentn *Father Ned is every\ihere; he ny | '
be a.ruwhere; he may be nowhere to a seeker who gets in his way*(68)-,.
Fethhx’ F‘illiiogue is ond who gets in the way. His inabili*ty to S
K | contact Tather Ned is further indicative of the latter 8 immateria.l .
.‘ form, amd of T.he formexr s la.7k of vitality, for Fb.ther Fillifogue
‘48 virtually his own executioner in his relentless but futile pearch o
for the life bearer. The regenerative vita.lity of F‘a.ther Ned f.
" in the last analysis, however, a.lso identified with a seeminglf
. moxre commonplaco notiom that the growing dissatisfaction and’ }
ﬁ'ustration of Irela.nd's youth nmst finally breaJ,: its bonds, VEJld
‘&f this bursting out is acconpanied by a correspondingly inc

F C
social cOnsciousness and understanding, it may be channelled 1 to

purposeml and idea.listic movements. . This would appea% to be o
the essence of O'Casey 8 vision, and his "striving to rela.te u%

to his vision"? (i’r; The Drums of Father. Ned, L . .. ’.
e Shillayley s dia.logue with Tom at the begimuné of.

v wl Act II is therefgre not really the reported speech of Father 1
" but rather the artic{xlation of her own perceptions. As such her |

thoughts a.re couched in an elevated, metaphorica.l lamuage tha‘
transcends the boundaries of a realisttca.lly drawn chara.cter. i But

then O' Casey observes few boundaries of realism in this play,
the second and third acts utilise, instead, a dialectic of a

ion--in the sense tha.t Berna.dette's statenents here m abst ted-

.2
and disintegra.tion th.rmgh ‘farce, As mentioned in an eorliexf

>.

| - -2
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'seeming‘friyolity at Othi: times, that the new life does carry with
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'chapter, the principle of abstrdction is utopia-oriented and gen—

- erally reflects the feelinps'af 0’ Casey himself Bernadette 8

social environment has little prepared her to discuss "the burden

of beauty," yet as a representatiie of an abstract 1life force

thig heightened lanﬁuage and perception is only inconsistent when

it sounds awLward or f;rCed, es it does at times coming from Nora

and Michael, but never from Bernadette., She intuits, despite her:

it a "burden of beauty," earing within oneself of "things ' .

greater than ourselves"(49), the feeling that one's Andividual exist- .

ence is identified with all of nature and with the whole hisﬁ%ry of

‘man.‘ Beauty is therefore a responsibility as well as a privilege.

This is abstract speculation which is never allowed to be abstract

3Lh the play, for the ideas of Tom and Bernadette are always organically

connected to the things they touch, '
0'Casey has indicated the way in which he expects society to change.

gradually, through reforms like the introductiqp of li{e-embracing arts

n 1ike eﬂ@e great music, anmd much good music. Nowhere does this play .

suggest the destruction of a-soclal system or the.rebuilding of a new-
onder; rather, it recognises the.necessity of discarding those reprel

sentatlves of the old order who refuse to yield voluntarily, and fii-

-

ling their positions with those who are aware of and part of the new life.

[

If O'Casey appears, at times, to over—simplify or over-praise

youthful exuberance and love, he indicates in this scene between

vBernadette and Tom his awareness of the passing of youth as well,

and 1s able to incorporate this, too, into his private theology.
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-The new life will, 4in fact, as he states through Bernadette, and
later through lora, depend largely on two major tenets: self aware=

ness, and a voluntary resignation of passion and of authority.

some faded leaves from the flowers in the voxes, Bernadette

remarks that "We mu;tn 't leave a fadin' flower or a witherin'

"leat on one of the plants"(50), the plants here clearly standing

as a metaphor for seciety, with the Binninétons, McGilligans and
Fillifoguee'being the faded leaQés.f The wors hip of life and vitali%y ’
is to be complete and uncompromising, "every leaf as fresh an

'green, veined without spot or blemish, as the sun an' itself can

-

. make it“(50).. ¥hen Tom reminds her that "we, one day . . o must \

fade an' fall, too"(51), she has a ready reply

Yes, yes, when all that could be done is donej
not be a wild grab at lite, but a sturﬂy, steady
o 1livin' of it; when all our deeds an' joys'll -
oo be as many as thg leaves on an ash or th'
blossoms on a three of hawthorn. Then we can
fade in quietness, and fall with the care-
lessness of satisfaction. (51)

Nora reiteratcs this feeling in the third act when‘ she tells

Michael thag “The purple tint of.love mist fade, and its passion

. become a whispe* from a night that's gohe., May our love pass

quietly into cqqpanionship, for that is the one coneummation of

united ‘1ife"(83). The emphasis in both instances is on a aelf-

knowledge that recognises when to act and when to yield within the

“context of social relationships. : . ‘ i .
Father ﬁllifegue'e mnn;.ng attempts to tind Father Ned,

‘ ~ou‘.pf breath, sweating and half stumbling, ie=thevpe§fect example o

s

“
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of a forced 1ife; in contrast to the natural existence dreamt of .
by Bernadette and Tom. Through the character of Father Fiilifogue
‘0'Casey also presents his most accomplished examples.of'disintel
grative farce, for kather Filiifogue above all repfesents convent-
ionelysanity in a world that‘seems'to be crumbling before his
/ eyes, a world that ﬂo longer relates to the conventionel standards
- and morals,.and the accefted religioue hierarchy which is all that
‘he knows, and through which he has established his own identity.
_He is paid no attention to, is virtually unnoticed. in fact, except
é when he gets in the way of the Toatal workers or when Bernagette
tells Tom not to "waste time gossipin' to Father Fillifogue"(SB)
He is O'Casey 8 ultimate example of the victimiser peing himself
’ victimised, as he conmes close to losing all sense of perspective,
and even: oi‘self%controis

) Father F. é astical]x? Only a few more hoursg

" only a hundred more boxesj sure, that's nothin'y

nothin' at all! /fe suddenly leaps up from the.
chalr with a skout:7 I'11 stick i1t no longer!
If I do, I'1)l be as mad as th' rest of them!
o Tom/ D'ye know the Mhyor an' hfs Deputy
~ 'Haven't yet harlded in their Nomination Papers .
oy for the Election, and the Office shuts in a o i
' - few hours? : 7 {83)

—
i

Aithough it is alm0st possible to feel sympathy for Father
Fillifogue at this point, it 1s.a sympa.thy mixed with contempt,21
for despite his luaicrous bearing the priest has not lost his bite,

, insinuating to Eernadette—-probnbly a sly stab at Ibsen's Chasts,
on 0'Casey’s part=--that she has inberitgd an unusually powerful

| 1ibinal urge from her morally loose mother: "Don't ycu remember
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‘ th' kinda girl you are? D'ye want to folla in th' mad manner of

2

your dead motherf"(SB) mhe remark has its effect, for it leads

directly to Bernadette's flirtatiousness. in the next scene, with

Skerighan, a scehe which despite its ironic commentary ("An*

Father Fillifogue dhrivin' th"poor innocent Tom away, to thrust

"me into the throe of a destroyer”[ggf), i1s almost entirely dom-

inated by humor. ‘ - 4

lFathexr Fillifogue s deomoralisation is further contributed to
! .

by Skerighan s wildly. hyperbolic description of Father Ned, for

j here Ekerighan too leaves the realm of the conventional behind for

' the realm of figurative language, so that all Father Fillifogue can

do is ape his spetech in a hypnotic manner, that is indicative of

s increasing paralysiss a ' t'*'*QJV

/
Father F, ['1soinated7 Ane white hond pointin

up on' anither pointin' doon; a voice from a
high hull on' frae a. valiey below, on' a michty
clerical collar fenecin' a neck thot wasna ’ e
there; up on' doon, on' your car taken from S A
in ondher you., /Checking hinself with cudden -
reilection:; I'm mimicking him! Thot's oddl

e leuxhs Ea ha ha hal Suddenly check=~

ng hirself,7 Is it gan@in'/;od I am, or wha'?
Your car taken from in ondher you! (64) .

[ | |
. ' B , ) - ' ; (=" )
The gap~between what he is familiar with and what he.X8; confronted

with here is too great to be reconciled, and he feels himself

going 1nsane, a deterioration of personality that is conpleted

at the end of the play. ' Dy

This encounter between Father. Fillifogue and Skerighan

serves—-through farce=~to throw more light on the omnipresent,

contradictory nature of the 1ife force represented by Father Ned

!

Y
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in contrast to\:he stolid predictability of religion as represented
by Father Filbigogue. Farce\gontinues to dominate for the rest‘

of Act lI, through the piano incident with its debpnklngxpf art-
1ficlal boundaries betueen Catholician and Protestantism, and the
further attempts at upper c1ase social conduct, with the Blnnin@tons
end MeGilligans trying to bow and curtey to each other, Their .
granting to each other of this civility, artificial as it 1s, in-
‘-dicate: the extent to which even their 1ntense hatred for ‘each
other-=illustrated in the Prerumble~~hag yielded to greed and social
'pretention. They are, as the Offlcer of the Black and Tans had
upointed out, more of a, threat to Ireland alive than they'would be
dead, ' | o S
) Act III follows the struoture of Act II, with a eerious

b

- Bcene further developing the abetract aspect of the utopia-oriented
society, being followed by a lengthy scene that is farce-dominated,
which leads to the final scene in whdch the young people take over

, ~all offices of _power, .
“The. first scene of this final act again bringe the issues of

‘ tl‘.ﬁrst act into focus, as Tom and the Ma.n of the Pike diecuss |
whether ornot the spirit 1nfused’by the Tostal will instil suf- \ |
ficient 1ife 1nto the town to change ity "If 1t doesn’ t," says

the Han of the Pike, here's another'll folla afther Angus and his
bdrd . Some hop out of Ireland, some just step out of it,. and ~some
take a lep auayx but they all go"(78) 'This is a brief but suffic-
1ent reminder of the repressive aspect of 1ife in Ireland, and

O'Casey then focuses' once more on the dreans of the young, this
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tine:with Miohael'and.Nora,ae the‘central charecters. ‘O’Ceeey?s '
reaeone for bringing these.tuo_Sheracterewta;the fore here arev
(soundi Michael and Nora are both educated and'“liberated*{'thex~
havc‘uorked‘together, slept together and dreemeﬂ'of another world ’
- toéether; endvtheir reep ctive fathers are the most rigidfupholdera
of the old .order, If in'tragedy the son is inevitably puhished'
for asserting himself’aéainst his father, in farce the opogeitefis |
~ taue, with'thefsonmgaining his rightful victory over the/father;zz
and this proves to be the case with Michael and Nora as well,
They are in every respect'the people who must leed,the rebelliod | o, o

against the old déxrder, for they axe the ones. who 'through § combin- |
| ation of education and experience have had the opportunity to |
become inﬁividuals. to develop their sense of self-knouledge and
of socialjawareness.v They represent, in fact.:the resolution of
the.well-known oppositions, reason‘and feeling. In using‘them here,
o' Casey is bringing his drcam as closely as poasible to the realm
of probability, without destroying the tenor of its fantaetic |
element. . . h o

Nevertheless, they are not/yery\satisfactory characters,

because their dialogue, which should be the natural expression of
their central position in this act, 1s awkward, and'even'wooden, -
making then gound too much 1like mouthpiecee for the author,
problem that 0'Casey also had with the Dreamer in Within the Gates..
¥hen Bernadette muses about the nature of €he new world in Act II, -
her perceptions are, clearly intuited, and as such. they are art-

iculated in & non-naturalistic, heightened prose that 1s almost the
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_,interpretation of foelings which she. as.a servant girl, would

(- ‘
not have fully understood nor had the fluency to verbalise. 1his

is similar to moments of heightened consciousness in Der kaukaoische

ngiggkggig, where the Singer gives poetic interpretations of
Grusche s feellings, to which she then adds her mimed movements.
Michaelland liora, though, are articulate in their own right, and

V-
heevily metaphorical, we, expect this to be the result of complex

must be abld to express their own feelings, 1r their dlalogue s L

foelings being verbalised by intelligent pecple, rather ‘than olev- i
,ated language, beCause O'Casey 8 reason for having them here’ is to
establish a link with actuality. here near the end .of the play.
¢ Nevertheless, -one feels that their passion for each other is artifb
icial, with the sprinkling of endearments like "my deer” and "my
Michael” contributing to this inpression. Compare this to the
sensitive portrayal’of Pernadéfte’s encouraging of advances from
Tom in the first scene of Act II, where she is simultaneously coquet-
ish and ultimately uise, plucking dead leavee from the plants while
Tbn kisses her. In contrast to this the dialogue between Hichael
and Nora seems stiff and even pompous. as utll as overly didactic.

N Hichael does, however, articulate the sighificant identifica-

. tion of unspoiled religion with the inegjiculate expressions of
. common humanity, whether these be of neee, freedom.'joy or whateuer,
by relterating Joyce s statenent that God may be but a shout in the

street“

1 : h . .
. o t

B It might be a shout for freedom, like th'
o shout of men on Buhker Hill; shout of th'
‘people for bread in th' streets, as.in th’

T
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‘E:ench Revolution; or for th' world's owner-
ship by th" ‘people, as in th' Soviet Revolu=
tion; or it might just be a drunkon man, ! ' o
- unsteadily meandhering his way home, shouting e
out'Verdi's (he 111ts the words/ 'Oh, Le=on=or—a’

92)

!
R
i

Coming in the nidst of the 1ong, farcical ' argument about whether
God is Catholic or Pxotestant, this speeeh is eapecially effect-

! ive for its distinguishing of a meaningful, universal religious
sense from one that treats religion as a convenience for further‘
Self-enhancement. The problem of the red timber is resolved in
a8 similar way as the young decide that "Th! things of th* earth
that God helps us to grow can't be bad, let them .come from

.‘ catholic Italy, Protestant Sweden, or Comnunist Russia. I,say'

- tak: What God gives us by the labourin' hands of other men"(97).

| In the final pages bf this last act the sense of emerging
positfve resolutions becomes ever stronger. First, McGunty
wins the tune from his trumpet, God 1s identified with the inner-

) most expressions of man's being rather than with the eoncern for
'appearances stressed by Father Fillifogue, whose unbrelLa-synbol '
'of his identification uith the rising middle olass-loaes its adr
'of' authority. The question of the red timber is also settled, and

-in favor of need rather than of greed; and finally, the young people _

take over key positions on town committees, asserting their -Ande= _5
: pendence and freedon through these actions and through the open |
. admission, on the part of Nora and Michael. that they have been
sleeping together for years. Binnington, HeGilligan and Father
Fillifbgue are finally rendered conpletely helpless in face of the
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exuberant vitality eahibited by their opponeﬂts. an impoterice effect-
ively symbollsed through their pheysical paralysis.”” Though this
suddon paraiysis‘aﬁéms abrupt and fantastic; 1t has been led up to
thfoughout tha play in the disragard that the'Tostallworkers have |
.shown for the aPirituﬁﬁ and social authority 1nvested in these three
figues. The physical paralysis 1ndicates the final recognition of -
an 1mpotence that has long been. evident. but is. only now fully re=
vealed The comic helplessness of Binnington, McCilligan and Fathor
' Fillifogue is further emphasiaed through their own parodic allusiona |
to heroic: poetry in lines like. Father Fillifogue g "If youse don't
stir youréeivgs. youse'll be outlaws in a land forlorn"(ioo). and -
Binnington an&'M001111gan s parodying of the linos from the Preface
to Blake s Miltom "Bring me me bow of burnishod gold! / Bring me
" me arras of desire!“(ioi) 24 The wan Clerk and the Macebearer,t
re;pectively the bureaucrat® and official emblqms of authority,
also struck down throu!%°an apparent combination of shock at seeing:
Father Fillifogue's door painted acarlet, and the mysterious effect
| of hearing the “shout in dee athreat" of which chhael had apokeh
‘earlier. All contradictions are finally rosolved as Skerighan, stout
. upholder of. Protestantism. can no longer declde whether the reaounding
druns he hears are "th* thonder.of th' dhrums of th* North, or th’

|

thonder of th' !dhrums of Fbyther Nud*(105),
The play is, then both fantasy and aatire. 1t repmasents an.
- organic develqpment of. O'Casey s work. both 1n theme and - in tech-

pique, Its surface optimianm should not be accepted as indicative
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~of the belief on O'Casey's part, that an actual rogoneration parallel
-to the one he aymbolioally prepents here. 1s probable. O'Casey

used fantasy. not as an imaginative ‘substitute for actuality. but
a8 a vehicle to provoke revolutionary action, If the play helps
provoke action of this nature, then the distance between fantasy and -
actuality might, at least. be somo;;at narrowed, as the distance
between utopian Prologue and an unJust society is narrowed in K ,__;ggr

A.
kreis through the bridging actions of 'Azdak and Grusche,
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CONCLUSION

has been -;na.de ito establish the actual influence of Exprsssionism

i
This thosis hasaxtempted to establish two major areas of com=
parison, one thematic and one rslating to form, in the drama of '’

Breoht and O'Casey. Thematically, a dialsctical‘rdlationship of

annrchy and utopispism' cailE i in much of the ﬁork of these 3;ama~

tists, but espec&slly ; 1 y by each playuright, Brecht's
Der kaukasissgg Kra Ak asey #*Tho Drums of Father Ned.
- >t
Structdrnl;y., R~ hat thltwo;k of, both drdmstists ‘
508

By

could be raated to the viam‘&snd the resulting experlmen'ca.l tech=

A‘niques developed by the German'Expressionists, although no effort

on O'Casey 8 work., Brseht used expressionistio techniques, but for

- contrast rather thsn to helghten a dramstic situation. As such these

techniques wsrs well suited to the cool, distanced relationship of

lthe audience to the action on stage that he wished to emphasise. ¥

O'Casey a experinentsl theater virtually chsnged and develo?ed Hith
every\plgy he wrote, and while he used the expressionistic modes :
freely, especially durlng his. *middle" period- Tassle, @___g. M}
QOak Leaves sgg_;gvender-he usually ircorporated sufficlent 8223\

tancing effscts, as well, to avold the hysterical note thst is often

. a characteristic of Cerman Expressionism. Hig' late plays assimilate

expressionistic techniques as well, but here in more comic, even

farcical situations»‘nhsre these effscts automatically function to
- . . l ’ L .‘ .

1. R
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| anarchy and utopianism. thip 48 not to suggest that has been limited

| strictly to these themes, or that thesé are nedessa.rily ‘considered

to be the major themes of all: tho Plays discussod. With the except-
ion of Kroldekreis, Brocht's work' would appear to be more directed |
towa.rda the. isolating and satirisirk, of socipl evils than towa.rds

- a utopian hope for. the future. Indeod, his vision ofton nppears

as excud‘vely bloak and pessimistic. Noither can 0'Casey's scope ‘;
as a drama.tist be limited to the thqmes.oxamined in the thosis. as

a reading of m_e_ &;ver 'I‘assig and _W_i_ggn_;_&_q__q, among other s

plays, clearly indica.tes. Sections of the: thesis were, in fact,
|
Planned and written around these two strikingly e?(perimental Plays,

.but were. finally discanied because the thematic link with utopiani am
_ seemed too tenuous, Kgidekreig and, Fat ner Ned, however, do seen

- very directly related to, . a,nd defined through the inte

{‘narc)w and utopianism, ' \

¢

The chapter on Epic Thoater and O'Ca.aey as an expement&lh\ 3

was not origina.lly planned, but as the thoaia progressed it beca.mo \\
evident that technical experinentation could ‘not -be sepa.ratod ﬁ'om - -

the dominant themes expresaod in Kggidekrei_g eénd Father Ned. In

this respoct, at least, the atudy hasg a.lready /outsrown its original | < "

_‘ intentions. Hopef\llly this may be an asset, rathor than a detriment‘

to the work .
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!

1 Brecht, "ILied des Sttickschreibers,” in Cesammelte Werke,

' Vol. 9 (Frankfurt am Mains Suhrkamp, 1967), p. 790, Future ref=-

erences to the collected works will be noted in the body of the

~ thesis., i

2 Bénno von ﬂieée, "ber Dramatiker Bertolt Brecht: Politische
Ideologie! unddichterische Wirklichkeit,” in Zwischen Utople und
Wirklichkeits Studien zur deutschen Literatur (Disseldorfl A.

Bagel, 1963, p. 264, 4

‘ :3 Brecht's use ( - masks 15V6h1y‘one of the means (an eXtexnai“ .
one) of delineating cts of sotlal oppression. Although the char- |

~acters in the Dreisr@hchenoper did not wear masks, their actions

and speech were' exargerated enoush to clearly demonstrate the approp-
riate social -characteristics. 0'Casey's most caricatured -personal-

‘ities are his priests,” the' eXagrerations Auite effectively demon=:

strating, ip an external way, the repressive powers which they
wield, Erecht's most telling use of hasks was in piys like Mann
ist Hann and Kreidekrels, where the wearing of masks indicated the

- dehumanised nature oi: the exploiters, and sometires of those exploited,

for both exploiting and belng exploited are- dehumanising processes,

-0'Casey generally presents the rigid personalities of exploiters-

through caricature rather than through the use of masks=-Brecht also
does -thls, of course,’ O'Casey also uses masks or mask-like expres-
slons, however, to.identify the uniformity of suffering among thg.
explolted and the lower classes. The soldiers in Act II of The - .
gilver Tossle have expressionless, mask-like faces, and the Croucher's -
head resembles a death mask., For the last few minutes of the act

the @oldiers all wear gas-masks as well, thus completing the feeling
of dehumanised uniformity, while the *Visitor" and ‘the "Staff Wallah,"
with their abrupt, jerky movements nnd expressionistic, abbreviatea
language, present the automated responses characteristic of the war .

‘macrane that they represent. * The.Down-and=Out.of Within the Cates |

are as characterless and mask@like, and the poverty-stricken people

' of Red lNoses for lie all have taces-that "are stiff and mask-like,

holding tight an expression of dumd resignation,”

4
Hopkins,

S

Pe 17,2- N <
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- - 5 Ibid., po 159.". N | ™

) £ \ 6 Walter Sokel, Introduction to An Antholo of Cerman Expres® = . .. 1
- slonist Drama (Garden City, N.Y.r Doubleday, \19635. Pe xxvit, . &

! |

| Co R ‘ \
7 Von Wiese, p. 255, . . ;:'
S » - @ ‘ A : ' ,_
R . 8 Sokel, Antholosmy, p. xxxii. . o
.9 David Kmusé,""}'he Principle df COﬁ\ié-piaintegrat.‘:on,‘".A',[ames_

« Joyce Quarterly 8 (Fall 1970), p. 5.
. ) \ - . . ‘
' 10 Raymond Williams, Drana from Ibsen to Brecht ( Hamondéi:qrthu ;

Penguing 1968), p. 169.
11 o o

‘ Ibid., p. 164,

) . ’ * ’ ' \ . > ‘

12~:!au:k Lindsay, "Seaﬁ 0'Casey as a Socialist Artist,” in

soyy Modern Judsements, ed. Ronald Ayling (Londomi Mac-

—_— 9)s P. 195, Kobert Hogan and David 'Krause both recog=

- nise the remarkable force of language ‘as d revolutionary element .
' " in O'Casey's plays'as well, Krause viewing it as a’ uciense prainst

reality, and Hogan as.the creation of another world apart (rom ‘

1 o

- reality, For Hogan'e comments, see his The Fxperiments '
O'Casey (lew Yorki St. Martin's, .1960), p. 152; for Krayke's view, .,
see ' Sean O'Casey: The Man and Hie Work (Londoni Macfibbon o

&uxee" 196? [ p:j 233. 3 # B . . ) ] ‘sv:w\. ) .

_ o 13 E\lggpe‘GOOdbeart defin;s utopia,qism as "the imag'iggﬂ_gnﬂ R —"
¢ of an 1deal gbliticel and sociel order based on mgral-réason. In i

'such an ‘orde?, Justice prevalls ard men are reasonably _ha}iiay"['utopia
-and the Irony of Jistery,” in Culture and .the® Rafiical ConsetSnce
(Cambridge,,l-la_,ss.‘l Harvard :Univ. Press, 1573, p. L

A .o A TewtsNunford notes that the first'.ma'c'hine was the "ool~ = .
lective human machine,, the platonic model of all later machines"

- : [‘Utopia, The City and The liacnane,”™ in Utopias and Utonlan Thourht,
e » ed, Frank E, Manuel (Bostoni };lou::htoz’z ri1114n, 1966), P. -15 7,_and

was the invention of kings oY the ‘cogstruction of pyramids. - This I

Hulan machine was later réplaced by another. one utilised or the de- _

" ‘fending.or attacking ot city states, -namely, the army. Brecht' - :
awageness of the army as a prototype of technology becomes explidit - :
'in Mann ist Mann, both in the original, and the revised, "communist®

version of the play.. , L RN
£, - B . ' (}
15 Mumford, “Utopia . . .," p. 9. W .
. . s . : | I
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= Chad Walsh, Utopla to Nightmare (New York:s Hdrper & Row,
 1962), pp. 70-72, : , .

‘

e N 1? Ibido' p. 710 ‘Q

18 Ibid.' ppn 166‘71. o .‘o"l ) ) ' 3 ) - ' A:

19 lbidc' ‘po 16?. ) o : : ‘ hE

20 )1miord, "Utop‘la T " P. 60 ) | \1\ e ?'
. . \ . e '

. \' ‘ﬁ. dl wﬂ sh' b. ' 164&.' . . s N .

* 22 McGilligan, in Father led ‘also complains of workers
leaving his factory to ro toénrland. The ironic contrast betwegn
‘ Binnington's self-righteous query, "will [Father Filliforue/ ever ‘
'~ get them to realise that when they work for us they're workin' for .
b God?/The Drums of Father Med m»: Yorks vaint Martin's, 1960),: R
' p. 287, amd ihe necessity for’ $his "saving remnant” to leave in : .'."
~- order not to be stifled b W oppreased atmosphere in Ireland, o
1s as strons here as it is in Cock=aeDoodle Dondy. Due to the : s
overpoweéring influence of the fantagised | ather Ned, however, RN
: : these rebels become ‘the core of the new sockevy rather than follow- - ~
ing in the Irish.tradition of self-exile t;bich 0'Casey himself ' © e
: ‘e

.
% : . }
- : EAs o o

found necessary,

;7 ®0'Casey, "behind the, Curtained World [19427," in Rlagts - ol
and Benedictions, ed. Rohal ‘Kyling (Londont Facmillan, 19675. : b
.. p. 10, Zéa‘turdav Book 3, ed. Leonara Russell (H\gtchinson, 1943), .
| * . . under the title, "The Curtained World,"/ o : e G
- ~® 0tcagey, "From Withincths Cates /19347," in Rlasts, p. 115, S
+ 7. [Yew York Tpes, oct. 21, 193~ o Yy ' ‘ I
S s ] '. T ) . ”" . - 3
S _ 25 Northrop Frye, quoted by Frank. E. Mamuel) in his Introd- o -
‘uction to Utoplas and Utopian Thought, Pe xvi., | : STy
i . . ' R . Ty ) ) . R s , \,- {
. 26 Northrop Frye, "Varieties of Literary Utopias,” in Utoplay - -
T ) Utoplan Thought, p. 41. - ) * ' S .
‘ ARSLTE Lo “ - S S A
ﬁ"‘ #al p.H, La'wzfenéo. "Study of Thomas Haxrdy," in ghoe'gx, ‘od, ;
Diperd™p, McDonald (New York: WAking, 1936), p. 432. @ . o
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28 -Lee Baxandall, “The Revolutionary Moment," in IDRs ,The
QM Review 13, No. 2 (Vinter 1968), p. 94,

R 29. Robert Brustein, The Theatre of Revolt ('I;prontos Little,

Brown. 19644), Py 276.°

" . .'*_;’.‘ 7' ’ " Bovon wie‘e. po 268' ’ - N | ¢ »
31 Frank E, Manuel.‘ "Toward a P ychological “Hlstory of &
Utopiaa." in p_i_gs and Utopian: Thou'*ht Pe 8%,
. L/\
32 Von ¥iese, *p’,,268 : wf g ;
;f" S 'R S
33 Bamclpéfgﬁu . ' vof The Chan~ink ¥View of Self
. D, Josrence (Columbia, South Carolinas -
'ha PreSS, 4’7/07o Pe 247 .
‘.‘u;w,-’?i;e iR
- 3 ,}ﬁ‘ﬁte’zwe‘i, "Contempora:qr Drama in the West." in
o § gnd: G -'-,s"ns in larxist l,lter;’x_xz Cg_iticigg (New
.+ Yed%( Humani (AW Press, 157 108, .
‘ ,‘,_’ , 35 '(Londom
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CHAPTER 11

. own writing, Ronald Rollins, however, believes ‘that ®'Casey was strongly’

-
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: 1 Ina letter to Caspar Neher, dated June 1918, Brecht complainsi
"Thls expressionism is awful All feelinz for the beauty of a. curvace .
eous, ificently simple body is witheving away like the hope for -
peacé.“ along the 1ine spirituali: .s conquering vitality, . Myste-
icism, sSplritualism, consumptlon, blown-up ecstasy arger getting out of
hand and everything stinks. of garlic"/(yoted by Siegfried Melchinger
in "Neher and Erecht}" TDR: The Drama Review 12, Yo, 2 (“inter 1968),
Pp. 135-3§7. Walter sokel, however, includes Brecht's Raal in his” -
Antholozy "of German #xpresslonlist Drama (Garden City, N.Y. Doubleday,

y stating that in thls play "cxpressioniem tumns upon itselfy at .

the same time ., . . the nihilistic and Dlonyslac core of Expretsionism .
erupts into the .open, *shorn of all sentimdntality and idealism"{p, xxxii),-

v . 0'Casey until the end of hig 1ife denied the influence of Expres=
sionism=-or of any other literary movement, for that matter--on'ﬁisv"*
influenced by the expressionistic techniques in tugene 0'Neill's The
Falxy Ape [“O'Casey/ 0'Neill and Expressionism in The sltlver Tassie, "
Bucknell Loview 10 (1961-62), 364-69 » and Joan Templeton has asserted \
that 0'Casey first came i contact with, and was consequently in-
fluenced by, German ExpresMionism during the Dublin Drama Learue's. .
presentation of Toller's }iasses and lan in 1922 /"sean 0'Casey and .

.Expréssionism,” Jodern Drara 14 1971), p. 50n.7.

2 Hermann Bahr, Expressionismqs (Munichl-Delph;n, 1920), p. 110, -

soclal and political conditions when no institutions capable of-
controlling the beliefs and attitudes of the people, “While thic wae

Loe -3 Cynicism and decadence result 1afge1y from‘chaoisc relizious,

the situation in Germany from 1918 to 1933, Ireland, despitg_itg,gol;@*
itical turmoil, was gdverned by~ an extrenmely authoritaridn weiigio¥s 4
structure, pmmamily tn the férm of the Catholie. Church,- set by
poverty, religious domination and & very apparent® lack of t ology,

‘the Irish had little'opportunity'for decadence, or jor affecting a

superior, eynical attitude towards'qnything but the hopelessness of
thelr economi¢ situation, o ”

. . o . Y 4
*  Because 0'Casey's dramatic experinents, despite their similarity .

to: Expréissienism and Epic Theater, were developed separately, their
rélationdhip to the preceding movenents will be discussed more fully
in the latter.part.of{this chapter, ‘ Lo .
| %
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- Kain,

' dorf, 28th November, 1918 ‘ , S

" in Expressionism as an Interrational lLitera
Weisstein (Paris: Didier, 1973), p. 38, - ‘ , m

161
- : L ‘ |
P !
ok Ludwi ¢ Rubiner; “Der Dichter rreift in dle Politik." in Der
Mensch in der Mitte, Politische Aktions-Bibliothek (Berlin-WilmerSP
do*ft Die Aktion. 1917), pp. 17-22 o .

’

5 Eahr, Expressionismus, pp. 110, 111, 114,

6 Von Morrens bis "1tternachts (2 erli S. Fischer. 1916),

_-Written in 1912, it was first performed at' the Kammerspiele, Munich,

28th April, 1917,

7lbie“ﬁurﬁer voh Calals (Berlins S, ‘Fischer, 1914), Written 1n
1912-13 it was :lrst performed.at the Neues Theater, Frankfurt am '
9t

h January, 1917,

I

8 Gds'I (5eilihc S. Fischer, 1918), Mrst pendoxmed in the "
Keues ”heater, Fraﬁkfurt am Main, and the Schauspielhaus. Dussel-

-

» - . ISR

L%

9 Easse=Nenschi Vin' der So7iqlen revolution des 20
Jahrhurderts, an ed, (Potsdamn G. Kiepenheuer, 1921)

10 Lothar Schreyer, “Das Euhnenkunstwerkz Die Wirklichkeit des
“elstes," der Sturmy Xonatoschri¢t fur Kultur und die Yunste. B. Jahr-

rang (May 1917), p. lb . _ A . 2

A1 Lothar Schreyer. ngression;stisches Theater (“amburgs J.P,

-Toth. -1948), p. 13

12 Ulrich. Weissﬂein. "Expressiondsm Style or 'Neltanschaufiae® 7"
henomenon, ed, yich -

' ‘ 1§ Theodox’ Daubler, Der neue §tandpgnk (Leipzigl Insel, 1919),

P. 1?9»

»

Speak of the "distortion" of reality in expressionist drama. The Ex-
pressionists viewed art as "the mediator between man and tHe absolute.
o s Denyinp that the exterral appearance of reality is a reflection

‘of truth, Z%hey demanded the cormunication of trutht the'.truth as'

the core of objective beins, the truth as the core of subjective
recognlition. The,uxpressiondstic artist, ‘then, conmunicated concen-
trated, contracted realitys reality as the core of the absolute,
stripped of temporary, particular features. One cannot,’ therefore,

- speak of distortion, - The te:; ‘distortior® implies that a trueform

‘is chanred into an untrue fo
accusinv the Expressionists of falsifylnp reality ¥n ortfer to satisfy

» and there is no justificgtion for

1“ Professor John Terfloth has“bointed out that we cannot rightly

: ' O
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| >iﬁévémbtiohal.urge-for self expression oh'thelpart of the indiQidual

artist, The primary elément of reform towards a common ideal excludes

the interpretation of solipsism," ["The Universal Element in German
Expressfonistic Drama," in Tducational Theatre Journal 14 (May 1962),

“PP. 133—3&7.,'thn speakinz of "distortion" as an aspect of Expres- .
slonism, then, it should be clear that this refers to the distortion . - -
of external appearances only, ™n order toobtaih. a clearer vision of -

the reality itself, | o - "y

A

X . Ge -EXpreg=. .
Garden City, N.Y.s Doubledaﬁf

15 waltér,Sokel. Introduction to_
sionist Drama; A Prelude to the Absurd
1963, p. xii,.

S. Fischer, 1919). Written in 1911,
. o , » ‘

Vo : : ) . , v . E !
..1? Walter Hasenclever D;é Menscheny ,fm uﬁel in § Akten i

. 16 Rednhard Sorge, Der Bettlers Eine dramatische Sendu (Berlin
R o

(BerXin: P, Cassirer, 19185; o’ .
‘ Sokel, Anthology, p. fv;ii. . .

' ' }, . . . : : \‘/
19 Kasimir Edschrid, Uber den Expressionismus in der Literatur
und die neue Dichtung, 8th ed, (“erlim E. Relss, 1921), pp. 11-12,

20 Hogan, in The Exveriménts of Sean O'Case (New Yorks St.

o Martin's, 1960), discusses C'Casey's plays in terms of separate epi- - 'iu

sodes, throughout the book, Comparing.0'Casey's drama to.Chekhov's. :
»Three Sisters, Hozan stresses the advantaze qf short scehes over the

traditional dramatic structures . "This sutprising number of at least‘ -.—,'

twenty-two duets ilhicates_two qualities of Chekhovian structure:
o the action is much more complete and complex than the action of a T
traditional structure, and Chekhov rarely uses a long dramatic scene .
developingz a sinsle action or topic, but short séenes, each one on . v*‘
a diffexent topic, The ensemble scenes may even be broken up into

a serles of these short scenés. (p. 2k). .h,,*/>—~\\;N
21 Sokel, AptholorV, p. xxi. Fdr the influence of Lenz and

- Plichner on’Brecht, see also Nax Spalter's Brecht's Tradition (Balt-' ‘ jf
imore: nghéE§Opkins, 1967). . .f——-—--1-f--—f—- ‘

i

x - -~ 'j ! . ’ ‘ ' v . - : '. .‘. N
o 2? Mngred'Wekuerth..”Brecht Today,” }n«fﬁﬁ!"zhe Drama Review - -
12, No. 1 (¥all 1967), p. 119, : . o g
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,' , & "7 Herbert Mar®use echoes this Judgment of Bgecht's regarding -
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Ensepbless, 2d ed., (Frankfurt an-Hains Suhrkamp, 1901), ps 299,
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this demonic twict to scientific progressi "Concén*;ajion'qgmps.
mass exterminations, world wars, and atom bombs a¥e”nd 'roldpse into

- barbarism, " but the unrepressed inplementation of the achlevements

‘of modern seience, technology, and comination. And the most effect-

~ ive subjugation and destruction of man by man takes place at the

helght of civiliration,’ when the material and intellectual attaim- -

" ments of mapkind-seem to allow the creation of a truly free world"

s and ‘Btvilization:. A Ph

sophical Incuiry into Freud (New York:

b Wekwerth, "Brecht Today.w pf 120,

,25 Ruﬁiner, Der Mensch' in dér Mitte, p. 6. B
| '26'wekuertr;_, mBrecht Today," p. 119. |

f _ 27 Brecht, et al., Thea{erarbeitz\6'Aufohruntgn'des Rerliner -

28 Defined as'such in a note~by John willetts;n Brecht's afticle.'

"The Modern Theatre is the Epic Theatre," in irecht on Theatre; The.
Developrent of an Acnthetic, ed. and tr, John Willett (Londoms Ycthuen,
1968), p. L2, Julian wultern defines Gestus as "an all but untranse
latablg teim that connotes a unity between tife words uttered by an

3 /

) ~actor &nd 'every other aspect of his acting techniques tone of voice, .

faclal expression, attifude, gesture, posture, and movement.. . » '
'These expressions of Gestus are usually complicated and contradict- N

‘ory, so that ‘they cannot be conveyed by aisingle word, and tho actor

must be careful not to lose anythinz by the hecesgh: ly helzhtened

portrayal, but try to heiczhicn $he unole complex BMareby’"/Srecht

and Torescor Comnitmert in Context (Urbanas Univpigf Illinois Press, .
» PPs 555 E ey ' '

. . . f

29.o!c;sey, New York Tipe%' Nov, 16, 195&.~

N 30 yerner Recht,. "The Development of Brecht's Theotry of the
Epic Theatre, 1918-1933," IDRi_The Trama Review 6, No, 1 (Sept.
1961), pp. Sh~sé. : IR [ B

~
Vi \

3! Crarles W. Hoffmann, "Breéht's Humor:’ Laughter While the Shark
Bites," Germanic Heview 33 (Jan. 1963), 157-66.

, *Bz.ﬁfgderib,c;éb;.Introduction to Saint Joan of ‘the Stockyard
tr, Frank Jones (Bloomington: Indiana Univ, Press, 1969), p. 12. :
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33 Hénri'Béfg$on;fL@uﬁhtbfi An Essay on the Meaning of the
aBonmic (New York: Macmillan,. 192¢), pps 4=5, . .

o i
S Hoffmann, "Brecht's Humor," p, 160, X3

!

'

, ~_35 Brecht's tribute in his' "Ovation fUir Shaw" is as applicable
to both O'Casey and 1o brecht himself as it 1s to Shawt "Man wird
@s schon remerkt haben, dass Shaw Terrorist ist. Der Shawsche Terror

’1st’ungewbhnlich, und er bedient sich elner ungewbhnlichen Waffe,

ndmlich des Humors,, ', ,Wahrscheinlich verdanken alle selne Figuren
l1hre simtlichen Llie Shaws Versnlizen, unserc Gewohnhel tsassoziationen
in Unofdnung zu brincen.. « . Eln Wucherer lett in unserer Phantasle
als folr, schleicherisch und trutal, ﬁ

Wucherer zu erlayben, etwa mutis 2u sein., Oder elegisch oder weich-
‘herziz,  shaw erlaub{’es ihm"(G¥ 15, 97, 99). . ,

36 David Krausé, “The Pfinclple-of Comic‘Disihtég;atidn.? James -

Joyce Guarterly 8 (Fall 1970), 3-12,. |

T 1bid., o5

ir denken nicht daran, es einem

Y

! . ! ..

! 38 i!;csono'L§Uther,.p, 21,  " : -
‘ | ; . ‘ e . ‘ . . ‘
39 K?“"’°a;"§§§ Princip}e of Gomic Disinpegratlon,” p, 5.
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,41'"Der Rituber Macheath ist vom Schauspicler darzustellen als
blirgerliche Erscheinung., Lie Vorliebe des Birgertums fUr Piuber er-
kldrt sich aus dem, Irrtuns ein Ruber. sel kein Btrger, Dieser Irrtum
hat als jater einen anderen Irrtumsy ein Burger sel kein ‘RMuber, So
ist also kein Unterschicd? Dochi ein Riubbr ist manchmal kein Feig-.

- 1ng, - Die Assoviation 'friedfertig', die dem Mirger auf dem Pheater

anhaftet, wird. wieder hersestellt durch die Abneirung des Ceschlifts~ -

. manns Macheath gesen Blutvergiessen, wo es nicht-~zur Fihrung des

Gesch¥ftes~--unbedingt nbtig ist, Die Elnschrlinkung des Flutvergiessens
auf ein Minimum, seine Ratlonalisierung ist CGesehlirtsprinzipr Im Not-;
all legt Herr Macheath Eeweise ausserordentlichecr Fechtkunst .ab,:

Ex welss was er selnem Fufe schuldig ists eine gewisse Romantik dient, .
' wenn“gesorgt wird, dass sie sich herurspricht, dleser obenerwihnten

Rationalyslefung,  Er sieht stren{ darauf, dass stmtliche Khnen oder
sumindest Schreklen einfl¥ssenden Taten selner Untercebenen ihm_sglber'

- zugeschrieben werden, und duldet so wenig wle ein Hochschulpiofésho;f-f

dass selne Assistenten eine Arbeit s2lbst zelchnen, Frauen gezenliber
wirkt er weniger als der sch¥ne Menn, weit mehr als der gutsituierte
Mann. Enzlische Originalzeichnungen zur *Zeggar's Opera' zeigen einen
etwa viefzigjahrigen”untersetzten, aber stimmigen Mann mit einem Kopf
wle ein Rettich, schon etwas kahl, rlcht ohne Wurde"(GW 17, 994-95), -
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¢+ the: abatvactlon does seen pﬁ iningul at! tines, for Johnny, at least,
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' 42 Ronald Aylin » "Character Control and. 'Aliennfion' in The-
Plouch and he Stars,” James Joyce Guirterly 8 (1970), 29-47,

/
\

43 The desivnmtion of a type rather than a pg;sonal name was
of course, a well-known expre: rionistic\device. j

! b4 0'Casey’s ponchant for debunking noble-soundins but meaning-
less abatractions is as strons as is his contrasting use of abstract,
helzhtened lanmuarze to univn~rwllgo experiences, and in Juno he very
effectively sets these opposites arainst each other, On the one hand
we have rrs, Tancred and Juno 2oyle's hei~htened lament about the
"hearts o Pone' that result in the killing of their sons. On the
other hand, we have Mary . Jw"leqﬂgt the very berinning of the play,

assertins as her rational®d fqg}“ riins in defente of a fellow worker,
that "'a urinciplo'r a pzinciplew” Lere the phrnto 1s a cliched ab-
straé%‘bh. neaninrless 3 becduse untested by experd ience, nnd its validity
is immedlately contradicted by Mary's valn concern for appearance as
she considers various ritbons “or her hair, and more powerfully ty
Mrs, Boylv s assertlon of raterial need, which 1s, in Tact, "parallel
to Nrs, Tancred's concern that! she must zo on 1livin- llke a pdu%{:}

W

‘"Yis; an' when' I ro into oul' Murphy's tomorrow, an' he rets to

that,'lnutcad o! pavin all, I'm roin' to borry more, what'll Le say

‘when I %01l him a principle’s a. p*inoiplc?"(CP 1,6=7). With Johnny's

intrusiod into the convcrsation, the phrase rpcurr asain, lrs. Boyle's

5regoinder arain assessing the practical results (“Amn't I niccly
“handicapped with the: whole o' yous!") arPinct the soatimentilise

“

ideal, Each repetltron of the phrase in' t
up its sisnificunce gnd broaden its irplication Sy and on.the. surface
would nppoaw to have tested’it’ in the cruclidble of actual’ oxpcxiencet
Nrs, noxlo.. O ) “enthxg] My son, Br, tenthamj. . . |
. he's afther Coin, throush the mill, Ye was only '
. a'chiselur of a Doy Scout in Zaster Week, when he : i
got hit in the hip; and Iis arm was blew off in the ﬂj%ﬁ{
" fight in 0 Cénnell Streeti¢s o « None'can deny. he done
his bit for Irelan®, if that's roin* to do h%m any
&OOdc
Johnny [Eowet’u11v7. 1 d do 1t agen, ma, I'd do it
ageny for a principle's a primeiple; .
- Mrs, “oyle. Ah, you lost your best prinéiple, me boy,
when you lost vounvgfn, them's the only soxt o
principles that's rood to a wo*kin' man,
o (cp 1y 30-31)

Mrs. Boyle s consistent debunxin<. through expressions. of material
need as the soundest of 111 prikeiples sets a cautlonary note, however,
and when the principles o Mary and-Johnny are fully tested in Act III,

they are found wantinz, Mary does, however, seem to grow in stature throughg

her experience, acceptinc kenthan's “cgection, .and then Jerry Devine's,
as she leaves wi‘h her mother, intendino to raise the coming child

hersel f. I ’ ) B

first act helps build a
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The cpmulative effects of the reiteration that 'a prineiple’s a
prinéiple” in Juno is paralleled by the repetition v* a similar ab-

" straction in The @ runs o” Vatrer Ned, that "business is business,”

Eere, howsver, the abstractlon s rooted sollidly in materialism, and

- eonsequently 1t carries the ultimate messa~e o7 the play, that greed

prevails over every other pasiion or conslderatlion. 1

b5 "At times a catch-phrake “unctions'as a leltmotif, belines used
to extend and point sinnificant or universal implicuations o” the actlon.
Stock cxpressions l1ike *Kathleen ni Youlihan, your way's a thorny way'
« + o and 'Th' whole worl's in o state o' chasmsis' by thelr very nature
embody statements of more that individual sicnificuncer . . + & bhrase;
like *Th'-whole Worl's in a rlate o' chussls' works on more than one
level of comic anrd erlous meanins, Quite apart fron illustratin-
'Captain' Boyle's i-notant precunptlion, the re“rain tokes on soclal,
politiecal, and moral implications according to the various contexts
An which.it appdats, It has a cunulative effectt when first heard 1t
is merely a comic line of personal interest,. restrigted to Poyle, and !
audiences may well respond to it, as it 1s relterated in the course
of the actlon, in an automatic manner as to any edmic fag liness o o
The phrasc's true si~ni“icance expands as the play prosresses, proceed-
inr: “rom the personal to the natlonal until, in the "inal scene oF .
Act III, it bears universal connotations commensurate with the trarle
chaos of civil wny and of slum proverty.. . . The line, by the end of
the play works on a rrotesque level inconcelvable &t the berinning"
[ﬁonald Aylinr, in his Irtroduction tg Lran 0'Coriyy Mednrn Judoe-
nents, ed, “onald Ayling (Londoni Macilian, 1909),{p. IEYAN

t .
-

i

A

S : . ) . .

S . A < P ‘ ’

Nty A

.

o U

s T
[ S ':’.v,-',-.f i



1 ' ’ . . ‘m

L]

CHAPTER III
<
)

1 In the first draft of the play, the Prologue was set dn the
1930'a, Movirg it up to 1945 in subsequent drafts gave the land quen-

tlon, after the disturbances wrought. by Hitler's army, gredtér complexity, -

'as well asiallowing Brecht to emphasice the earhing of land through
partisanship [Eric Eentley, "“An Un=American Chalk Circle?" 4nithe ap-
ndix to Bentley's translation of The Caucasian Chalk Cirtle, rev. ed.
‘(New.York: Grove, 1965), p. 1293 rpt. as "[he Cancacian Chalk Clrele®
in Bentley's Theatre of War (New Yorks Viking, 1972), PP. 172-82/.

°
¥

-2 Jullan H. Wulbern, "Ideology and Theory in Context," in Brecht

- \ ' : PR
3 Waltexr Sokel, “Brecht's ‘Split Characterg and His Sense of the

Tragic," in Precht: A Collection of Gritical Essayn, ed. Peter Demotz
(Englewood C11ffs, N.J.1 Prentice-Hall, 1962), p. 137,

i .

¢ _ b Robert Brustein, The Theatre of Revolti An Approach to the .
Modern Drama (Bostons Little, Brown, 1962), p. 2784, '
T o o . A . :
: . . . - ‘ .
5 Ibid., pp. 277-78. BPrustein's aréument'appeara to be largely a
' further development of Esslin's thesis., Esslin rests his argument for -
Brecht's acceptance of Criental stoliclanm primarily on the uncompleted
opera, Die Relsen des GlUcksgotts, and the late poems, “lLegende von-
der Entstehung des Fuches inotekinr auf dem. Weg des lactse in die -
Emigration,” and “Die Maske des Blsen." "It 1s_an attitude;" rays
Esslin, "that recognizes the senselessness, the unreality of the world,
but, having done 80, reconcilen itadgf to 1life and its everyday tasks,
+ « « This Tnolst attitude of yiel to the flow of things, while
. Trecognizing its ahsurdity, in Brecht's mind coexisted with, and under-
- lay, the doctrine of the class struggle and -the gospel of the violent
- transformation of the world. This in faet is the passive attitude,
the yteldinz to motion, the abandonment of reason he so feared 'in his
youth, transformed into a mellow and profound philosophy"/Frechts

)

A@ ~ The Man and His Work, rev, ed..(Garden City, N.Y.» Doudleday, 1971),
 pp. 277-78]. C t B o ' - .

6 Werner Hecht, Hans-Joachim Bunge afd Kithe Rulicke-ﬁeiler. :
Bertolt Brechts leben und Werk (Berlint Volk und Wissen, 1963), »p. 12,

Werner Fecht likewlse considers this to be the importance of the .

-

167

" heute==3recht Today, led. John" Fuegi, Jahrg, 1/1971 (Frankfurt am Maina -
‘ Athen&um, 1971). @o 204, l ] .
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- thah 1t really 1s"(p, 142),

Prolofue, as he statesi “Um°dbn Shchvethalt beim Streit um das Tal

wahrnehmbar zu machen verfremdet Rrgcht ihn, Er setzt ihn gegen die
'Kreidekreis'~GCeschichte und zrigt dhdurch, wie sehr die Welt schon
veriindert ist-~dort, wo das Sttick spielt, wo die neuen Gedanken uuf=-
treten kbnnen, wo bereits eine neus, soziale Struktur boatqht"(!b;d,

p. 143), _‘ S . 1

\ S . .
-7 Ibidc. P. 142, -~
: 8'li:ri.c Bentley makes the point that the dispute in the Prolopue
is over land, an issue that has a long history of violent reactions
and deadly feuds connected with 1%1 "Land has alwavs been fouzht over,.
often with guns., The expectation that some individual should ll a .
gun, or threaten temis part #f our stock response to the situation.
But in this Prolosue, this pxpectation receives & calculated disap-

. polntment. The conflict is, or has been, real, bdt a hew way of re<

solving it has been found, a new attitude to antafonists has ¥een
found, Not to mention the new solution”"("An Un-American Chalk.

Circle?” p, 130), ! Ly

. 1 ' v , .
9 ht writes: "Das Feld muss in seiner historischen Rel&tive
it#t gekenfzeichnet werden kbnnén, Dies bedeutet den Fruch mit un=
serer Gewohnheit, die verséhiedenen gesellschaftl ben Strukturen
vergangenor Zeitalter idrer Verschiedenheitsn zu #hfkleiden, sa dass

. 8le alle mehr oder weniger wie das unsere'[iinQI." He insiconvinchx
- that through this IG‘E of discrimination, the present age too wag -
er

shown as "etwas imm

schon Vorhandenes, also schlechthin Ewigea™
(82T 7, 32-33). @ AR .

B

o, 10 Enrels, in Marx and BngelSn.Basic.Wégxzéva. ed. Lewis S
Feuer (New York%&Doublfday Anchdbr, 1959), pp. 73=74; 69, %&

¥

: ' 1;'Pqter'Nathan. though rdcogn%iing that "the essential hist-
orical viewpoint of Marxism should eliminate any fHrm of utopian

attitude," states that this is not sfrictly-’true /"Realiatgand Utop-
lan Political Attitwdesy Past and Present," in Rotreat from!Reason:
(London: Heinemann, 1955), p. 155/, It dibtingu§ehing betweep the -

“realist" and the l'atxist, Nathan states that the realist adopts "an.
observing attitude towards what is inevitable"(p. 140), ashile Marx=
“ists see thelr role-in soclety as one of greater activigfi “Those
who are in sympathy with /lhq; « + « Tate at which chanfe naturally
occurs are realists; those who wish to see the change speeded or .,
slowed are utopians.® In this sense, many socialists and communists
must be seen as utoplans, not because they oppose the inevitable=-
for theirs 1s the directioh in which the organisation of socliety is
moving=--but because they imagine that the rate of charge is faster

TR
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12 Goodheart, "Utopin and the Irony of History," in Culture and

the Radicnl Conscience ?Cambridgp, Mass.1 Harvard Univ, Press, 1973),

C Boa, et | o | 'y
. : : : |
. \_. . E | . ‘
1“.Kathe Rilicke-geller states:t ", . . die Parabel==wie jedo R

Verlegunz der Xandlung i

oder an einen ander

ein anderes

Milieu, in eine andere Zeit

s dle e ermdrlicht, den Sonderfall mbg=

“1lichst refn zu depbnstriqreon--ist eine Verfremdung des realen Vor- -

2

ek
."1,:
¥

e

VA

ganzes.. % Dig

Gegenliberstelluns des Vorsplels im Kolchos in Der

kaukasischo{¥
Dramntursie [/Techte) "heator ala MitteX de

dekreis mit der Legende veriremdet beida"[iﬁ Die

Verfinderung (Rerling

Honschqlverihg, 1566), p. 189/,
o . - .
15 Ronnld Cray feels that in his late plays Precht advocates .

6hange. not with any social-polttical purpose at all, but simply .
for its own sake. CQuoting Galileo's statement that “it is my op»
inlon.that the world is a very noble and admirable place in view u{*

.| all the different chanses and genorations that constantly occur in

b

% the point of vi

g . .

4t," Gray comments: "The criticism Here is not the good of all sae-
iety, nor is the ultimate aim the classleas soclety: rather, in either
contemplative o onthusiastic. fashiom, chinge is welcomed for its
. own seke, dand the highest pleasure 1s tho morallyrunmowed witnesaing
of such chanre, The nature o? the change scarcoly seems to matter
here"fin zrecht (Edirburght Qliver and Foyd, 1961), Fe 72/, Cray's -
position here is an uncomfortable onn, both in his soeeptance of -
Galileo's words as those of Brecht himsclf, and in mistakenly fnter-
preting the part--the phssage quoted--for the whole, Galileo 1s a v v
<%p1ay about the scientist's resporsibility to society that accompanies |
-hs (often danzerous) ability to influence chanze, & rosponsibility , L
that Callleo alearly ¢omes to recognise by the end of the play,rs
through a dialectical process, vne function of which is to juxtapose
izxesponsible manirulation of events to the considared affecting of
historical channes, In the 1950's Rreeht also set down his ten

" theses on soclalist realism, which again emphasise the necessity of ; %

change, but with the specific intention that it should lead to a

better society. Summed up! by Werner Mittengwel, the theses ihdicate

BrecRt's purpose to te an art “"that consid:{a its publicy it takes .

into account the degree of: intellectual aptdtude-and receptivity in s

the audienco, Devoted to human advance, it detects and communicates
- the historically significant; it contentrates on change and develop-
" menty.it sees ihings in historical context. Cuided by Marxiam, it
‘discloses the centradictions in mon and the matexial base, It offers _ L
Aragtica) insiehts into the social mechanismj it penetrates to the. - : 3
caussl’ nexuse It 18 a militant ‘art, It contemplates reality from

w.of the working classes and its allies"/In-Preserve-

y8 in tarxist Literary Criticism, ed. Gaylord C.
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:zéouplenented by that oT/John Fuegi. who asserts that " he Cauca
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‘ The committed natura of Brecht's late theator practiee can
~8lso be found in the appendix to the Kleines Crganon, found after
his death, in which he states that "Lechte, tiefe, eingrelfende Ver-
yendung der Verfremdungseffekto sctezt voraus, dass dla Cesellschaft
ihren Zustand als historlsch und verbesserbar hetrachtet. Die echten
V-Effekte haben kinpferi schen Charakter"(cw 16, 706)

16 Sokol, “Breckt's Split Chhnacters,“ ?a 128,

bid.. p' 128
\ a

18 Brecht treated ?%e same theme in other early plays’as vell,
“dbut satirically, as in Diewnrejﬁrpachnnopﬂ~. ‘where Peachum piously \
asserts
Ein guter Mensch seinl Ja, wer wir's nicht gern?
Sein Gut den Armen. geben, warum nicht?
! Wenn alle gut sind, ist Sein Pe ich nicht fern -
: Wer siisse nicht sehr gérn in Seinem licht?
Eln guter Mensch gein? Ja, Wer wir's nicht gern?
~ Doth léider sind auf diesem Sterne eben . ., - .
‘Die Mittel kiirglich und dle Menschen roh. g . '
Wer mBehte nicht in Fried und Eintracht leben?
Doch die Yerh&ltnisse. sle sind nicht sol{CW 2, u30-31).

4 v

-»

’19 This 18, of coursd, another varlation of a mueh rehashed
-philosophical dilemmas Seeing thousands of people drowning -
vér,' is 1t better to pull out 'as' many as possible, or to leave
ent a means of helping all those who have not drowned by the

¢ invention is completed? The morality lies in the possib="
114 ty=-or- the 1mpossib11;ty3-of allowing humanity to die while de-
vlsing the means to save it, Does morality consist in the ability
"to detach gneself sufficiently ‘rom human suffering to ultimately
save many, or in the inability to detach oneself at all, and thus,

though taking 1mmedlate actlon; sawing only g few, oY none? _ .

’

20 Joachim Miller states, regarding the confIict-:of good and

evil As presented in Der gute Monsch von Sezuan, that "Die Verftthr-

ung zur GUte bdirgt freilich in sich dle Verf@thrung, das R8se zu
verharmlosen®/in * ramatisches, episches und dialektisches Theater,”

isches Theater, ed. theinhold Crimm (K8ln=Rerlins Kiepenheuer &
Witsch, 1970), p. 1627.' While this statement is certainly applicable
to both Per rute Vensch and Kreldekreis, it receives a strange

twist when applied to Die Masonahma, where the Younr Comrade's se-
duction to goodness can only serve to increase the power of evll. .

. -

| 21 Esalin. Brecht, pp. 275-76. = . -,

- 22 Pulier. Dfanaziaches e v 0" Do 183; Mullcr'a view is’.
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B Chalk Circle . . ;kéﬁploys maﬁ} of the dekices called for 1n Brecht'an.

early epic theory, nanely fragmentarf action, extcnoivo use of nar-
rative or 'third-person exposition,' the use of songs, and finally
$he sheer breadth and depth of°the materials treated within the pl&y
+ « « The text of the Chalk Cigcle and Brecht's production of that

"Bizt tells us perhaps more about the style of the mature Brecht and

cht's practiocaly: working relationshlp to his own early then;y
than any other play we might choose to oxamine“[“TthCauoa«iun Chalk

<cg;gle in Performance,” in Rrecht, heute==pfrecht Today, ed. John .\‘

FUegi, Jahsg, 1/1971 (Franxfurt am Kaini Athenfium, 1971), pr. 138-39/¢

-

' v

23 Max. Spalter, Brecht's Tradition (Baltimorcl Jahns Hopkina,

‘1967), p.. 196, Spalter goes on, in the manner of £sslin and Robert

Brustein, toiidenti’y the play with the psycholdgy of its author:
"As for content, The Cancasian Chalk Circle s the one play in whicH
gOOdness is not without:compenzation, and ¥n which the rewarder of
that goodness is plain¥p 3 wish-fulfillinz\ projection b* Brecht him=
self} Azdaky the memorably whimsical Sohar of those whose diffis
culties are only exacexbated by conventional law, allows his- ¢reaton
to give vent to his usual all-inclusive cynicism wifhout in any way
questioning the essentianl benevolence of that cynicism, Thus Azdak,y’

1ike Brecht, sees through, the cbntradictiogs of faghionable moralities

thanks to a concrete grasp ‘on 14fe that ylelds to no system of ab- -
stractions.. ., . In a manner of speaking, Azdak is Mother Courage
and Calileo without tragic qualisiers, this being one instance in'>
which he who doeg the Brechtlian déflating is not, in.retuyrn, shown®

" &n need of the same unmasking"(s. 197).: On the non=Aristotelian
-structure of Kreidekrels, see also Brustein, who views Brecht as.xﬂy,
' developing "in three stages, the first .being "Ptichnerian," the se—*'

cond “Jonsonian," and the third “Shakespearehn"s ' "The €aucasia Ty
Chalk Circle . . + is not only permeated with-the mood dnd a o;yhete
of Shakespearean comedy, but also with some Of its dxamatic convens .

tions. The pyologue-to the play gtions as a Shakespearean

tion; the main hl6t turns on &sp misunderstanding.fand in- XA
trigue"(The Theatre of Revolt. Pe 2 oo d ' or

-

‘ Spalter might be especially prone to this mlsconception.qf@% '

due to hi!’emphasis, throughout the book, on the tradition of png
simism and debunking through caustic satire shared by J.M.R, Léngy B
Christian Dl@trich Grabbe, Georg Buchner, Frank Wedekin ~Ktr1 e

Kraus, and Hrqdht. R ; \ . X,
‘ S . : 4"",*_ ‘e ',, :?,
I U
25 John Twegt states that "to apily Zrecht's owh eprly, thq
ical pronounceménts to anything but his early plays r%ﬁ;ﬂg Qt :
critic, .

_only of producing u severé case o3 myopla” in the exas

but of that eritic doing crifical violence.to the pliy gxamined”

("The Caucasian Chalk Civele in Performance," p’138). \ulian Wulm
bern is especlally exasperated at the asFumption;ﬂbn the Yert.of , ..
critics, that in his early schema Rrecht: intended to banis motinna}

identification entirely from Jthe production of his playsn "Bil?ht v

’;3"(; R W
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e P wr. not even at the tiﬂe when it w&a dnwn upy 1ntunded the
~a

L ma /as outlined in the notes to M‘:Eﬂ‘ﬂ!] ‘as an .absolutely =~ . v

. : : ' . efInitive statement of h¥s d'mmatic theory, as his Tootnotdgpppended

i “thereto. in the. ori('.‘lnal expressly dtatesi his aim was: simply to indi- . -
' _cate possidlo shifts of epphasis, not ‘total abandonment of the trad-
“ 1tionad suggestive emotionality. of .tha, theater (Stticke 3, 266), And
"t 18 equally clear that this schema cannot be taken, as it all too -
frequently is, as the sum total of his insisht into theater, for : /
.. ‘both hls later theoretical writings and his prgciicc 0¢ theater, i
.- hdth as Stlickerchreiber and Pnr'hfeur, rem‘esmt Aa &}ngtant attempt RS -
L

» !
=3

Lo b s Yo refing and modi‘y his viewpoint, to. clarif‘y whafp’ng meant .by; epic’
o 7~ theater: Wie Tezelchrun® 'evisches Theater' fir das gemeinte (und -
R . zum Tell pra.kti:'iorte) 'L‘;neatcar {st.zu formal, Fjpiqches "heater ist.
SRV fr dicse Darbletuncen mohl die Voraussetzune, Jedoch erschliesst
®" 7 es.&llein noch nicht die Produktivit¥t und Anfderdbarkeit der Cepell-
R T 'sehﬂ‘ t, aus welchen (Mellén sin das Lauptvergntiren . schdpTen m e
. . [Wulbern, *Ideolody ‘agd Theory in Context,"™ in Zrecht houtew==:feht” RS
o Todny, ed. John Fuegi, Jahrg. 1/19?1 (I‘Y‘ankﬁxrt am Mains Athe um, L

e 1971), pp. 196-9?]

‘ £ \’A‘ A @ 26 T S - . :

Y . ' In ﬁrecht on ’I‘hontre- ‘,tr'. John Willétt, P 276,

- Y L Willett, nmcm on Thmtre. 3 B2, -
w

ano

:./\'

8 Julian mlbe*n emphac{sda that 'mrecht had }sonr f@lt . .J
o that only a dinlectlcul ‘approach could brin:z v.o Sevents bg 1&
e .on the 'stage,. « ﬁrecbt' r/ concept dt dizlectics had always Yeen
T more Megelian than Marxist, and tq himethe meaps -‘was often ozt in_a! e
c B wteresting than the end."g ~Wulbern “further condludes that. ™ihe! nn— .
' mistakably Brechtian . w + 1s best described as the veali,,zation o
e ‘& theatrical ¢ creteweas.' not as the realizatioen of the, deemic" j
S [Brecht and_I8rescdor Commitment in Contexj: (U‘x:banm ‘Univ, 6f 111igofH- o
- gL press, .-9717, FRe. 803 057 T e W e e
o - L 29 ' - L R TS A R N o
EE A Brustein notes that _g}" 1K o oo dm rea.n’y an 1nstru- P
L o rent ofethe ironic mood. since it removiy, :Atha observer from the S
o . . thing o%served nctioning, as the Germhn critie DWblin correctly T
e observed in 1929, when *the coldnej of the puthor's: i‘gelings stops. ;
=0 e from associating himself. ntima ly wi b fhé*fate of his c o T
o * acters or the development of nis plot.’ In Bxecht's theat "the o
. S generations lodk coldly into each other's eyes't the metapl cal
- o iso)ration of,his early chamc‘.,ers has now become ‘the basis 0¢ his
' dramatic method"(Theatre:of Fevolt, pe '26), AYthough Brustein and
S “Dbblin are correct in observinsg the similarity of Verfremdurg to .
‘ ' irony, Prustein confuses two different concepts when he identifies .
. the "metaphysical "isolation" of characters with VerYremdunz. " This
~1s perhaps due to the common English translation o*, Verfremdung as
"alienatian'==which does’ suggest thq‘ isolating-of the individual :
. from:his soclety==-rather. than as "defamiliarisation" whigh, though ‘= = -
L a cumbersome tem, is more accurate In the sense of makin(_z the =
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o o Fone "s‘zfa familtar appe,;‘r strange, 1n ardef 1b view £t from /an un? a.mil'lar. o
R s unique perspective., Presenting characters from an unfamiliar per—
o T ctive is very far''‘rom viewyp them coldly, or fz‘om diesocieting
*' o ' self from!their faté, It is %pec}fically because sBrecht wants
. s characters to be spen“as individualised entitics,in eompar!son

o to their énvironment, with all aspects of the comparison set in ‘jux=
P ' taposition to eacfn other, that PMe. defam.iliariqes th;em'. P
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P. 223, Mi tenzwei further contiasts Breq:ht'q t eqry
s “rifidung ui,th Georg luknCs' theory of the “typical®y ~#fhe &
o counterpart t's theory. of distancing -is Lukads’ analysis
" v “rof typif‘icat h. he takes up repcatedly Am his ‘books., . . .
While Brecht dove ped h.’cslrrethod in'direct eont.mvexey with ‘the"
. bourgeols* view of art, we' are struck bast ke fact that Lukacfswees
AP ) no essential- diffc.rqnce “betwean the ‘typ 1cati ﬁhe crit&cal
realist and that of th@*iﬁigt realist"(p. 228 & Wh 9 g
- . . Y 2 5_6 e y e““.&a: = C "
S <) Hans Eun{;e,‘" Vo"rspi‘ei nw Der kaukasj.sch"‘
=, Materialieﬁ, ed, . Werner Hecht ( rJinl Henochelverla,g, 198

e, Upm..bl-E2. . e g e T
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I ,':»'- “‘31* . e a0 ) Bt B e
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" TR ) "35 Hedht, et al.. ‘Bertolt Pnecht. pmm%l 9}‘ , QP“ .
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. - child need. not, be re-e‘?ﬁp

I l&8 Rﬂliclce-Weiler, D1 ‘D‘amatur e rimchts' p. 216 “ '

tika, Juskd%z, "Die Flucht in die nbrdlichen Cebirge, "
'dn Der kaukareicgh ‘ Il kreiqt Naterialien Ps 63. .

0

1cke-weiler, Dio Pmmamrﬁgie §rec}3ts.;§' 196, .

s X , ". R » '*,‘::.'l 1
o ¢ht.also draws ironic .comparisons of natu .to tha.pate’
uz'&frnan, as When the Fpt rince cbmxgqnts to Natella Abaschwili4n:
* the second scenet “"Ich liebegheitere Hi{mmel o o ein simples Herz'
- (2009), amhour or two béfare. he instigates a bloody revolution, -,
-This remark also has the parodistic ‘overtanes of Mauler in Die

. hellige Johanna der Sehlachth#¥e fho,’ while explofting the cattle .

industry, lyrically stﬁ?s thatiphe cannot stand the sight of cattle

hufan 1ifes "Die -

@rn, Jronically obntr asds man-hade nature
abgerlssen fur den

ranze Jorstadt. mit; den ﬂ,
arten"(2009). ' g

.v,‘.‘.u

Mﬂs }’urwicz notes that #n. the _
1’:1 which she playved the: rt of - Gruscheyd

- being killed, ~ latella Abaschwil:!,' eply. ‘ti the Fat Prince,. in

en Barac.ken

_tation at ‘this {ointﬂt' "Brech voraichte{.e :A. ¥
,‘i'ﬁnteressanten' Délenﬂnas degiBrusche, .

turgische Verkn g mit den ahtiterey f'bxichsk"enﬂ. wo C foT] e"-daé.

. Xind i allém QkChdruck fir "sich beagShruggen w*rd"(’f(reit’c‘c| rolst

den It. 45 not the grycholo caly but thg socjal: -

Yy s 1F cht, - The "w Zay Gﬁta"

R nlus;rat‘qi in an earlier sceste, And Giusche's attachment to the -

here throuzh a prolonped 1tation .

in which the choice “‘betieen P and Simon is made, -as” thls will in - .
g o

Mat

‘d

chol ’ 18"8 s.t JAmportant to

‘any case” ,h its hei % the trial scenez . . i
. » - -" . ' : .;A :’v

=7 s

dsition and sus-
o“ﬁcar ard the
urast, . The underlying attitude or Gestus
portrayed by the 1]osophf(bally raised finger of ‘the Serzeant in
the Berline? Ensemblefproduction of this :play, lies in the "Wo ble,

ienation” of these "agents” §ho are neither masters ‘nor sla ./
Being the middlemen between the explcliter\s and the exploited, 'they

!tain an attitude st
cqrgoral AN Mutte

. are in the position both of being subservient=-=to their superiors-- '
~and of exerci‘sing pover==over their-#nfefiors, the recruits. The -

pure master, says Roland Barthes of this scene, can be cynical; the
'pure slave can be aware. The 1ntemeﬂi&ry. however, can be neither
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“cynical nor aware, and is rather “the man. who . justifies,” . The ralsed ‘ _'1,_, )

‘finger of the. Sergeant,. therefore, brings before. the ‘audience, in
one gesture and a few phrases. thea!.dea of a class of people who, )
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e pressured by those above,. do the same to tibse below them, but
t ’d oiﬁ all rq.,,ponsibility for thelr actions ’[Roland Parthes, f'Seven
P APhoto Models 'of Mdther Cou*-agﬁ, v m"; The Drama Review 12, No. 1
o «M (Fa11 1967), po BZ. - o
'.;~'x_r: r. i{@l’ . A 50 . ’ v ‘- ‘;',"" . ) T a Ce
A A o O'Casey'effectiveljr uses the Bame €&chnique inA®t IT of The-
A #lver Tassie when ho has the Croucher reversing E2ekib.1's words for
e ronic effect. S -~ 4 .
B e . : o - °
’ » 5 N \ . MRY -"u.' I o ‘.ﬁ'
- Brech{ *Qucaqian Chalk Circld," nglish ‘version by - -
Eric Bentley (New k1 Grove, 1933). p. 50. [ -7 Yy
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P 95 1n givintzthmsel" up ,Azdak sees&himfsel’f ﬂla!&xmnple of* i

-

. - B
. - - =t ® - - N L
‘_‘, i T RN - 0. .

\

T

o Y |
: 52 Frederie Ewen, ."Justice in Utopial The Caica'uan Ghalk A

Cirggae," in Bertol} Brecht: His Life, Kis Art and Hig Times (New
Yorki Ci;n.del, 196 ] ‘ R S

y ”

% ... : ,“

..;,‘ 53 Ben'tloy, 'vAn Un—Amrican Chalk Cimu'p 136.

e.,., g

5“ Bmstein Qonslders ar\y e,vi,denqo of the *era.tional as des= -
tructive in the cdntext ‘of Briecht’s own pgychologys ,"Whether good
or evil, heroic:on base,. the irrational, element in mn s the des~- .
" 4ructive one"(_ps%tre of Fevolt, Pe 265)“’ S - :

L SN .

-

" the new evd of intesrity amd self-imposed justice- £hpt w11 be. issued .

¢ldet slc.l/a elner Lieter von selber"(2069) Azdak"s decleisn to.
turn himsed in is a _geguine loné. t.hough hedramatiseg and exagger-
teﬂ ‘the signiﬁcagce ‘of - his gesture. *‘”, )

. G

oS, . o An through- the re¥olution: "Eine neue Zelt ist?gekommen., ....Da.

;T E nw Ihe Gaucasian Chalk Cg_z_'__ole, P. 109n. R
B% “A_., . . ) / . . :‘/ ‘ ".

: 57 Beq}liy' “"Bertolt Brecht." in Ihgatre of yar ﬁlew Yorku -
Vikins. 1972).%. 119. o ] ) o

‘58 Bentley, "An t‘zn—Aners.can Ohalk Cirele?™ p. 139,

/ 59 Bo‘ntf von Hiese. "Ber Dramatiker Bertolt Brechts Politisqhe
* Ydeoyogte und dichberische #irkiichkelt,” in Zwlschen Utople wnd . *

1gg11chke1 ('Dusselwf. A, Bagel, 1963), P &3.
60 F\\egr "The Caucasian Ch_%k C_ﬁ'in Pdrformanceﬁ' p. .W.

61 Albrecht Schbne. "'I‘heaterthenrie und dramatisohe Dichtung.

' 1 honton 52 (1958), p. 294, &ee 4ts¢ Ronald Gray,’ Breght, . 110,

 Fuegi, "The Caucaslan Qh_a_._&/CiLle in Performance, Y Pe, 147
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. 1 0'Casey, quoted by D'avid"l(raus"e. in Sean/ g‘ Case'xs ‘The:-Man
) - and Hig Work (London: Macgibbon & Kee, 1960), p. 216,
. 2 Xrause believes he Drums of Father Ned to be "only a . .
" Play, a comic tantasy, the lightest /and happlest pley O'Casey . >
/ - %pad..mtt?" [Lean O Canoy, pp., M3-24f, - ° \ o oo

L ° v ‘*0 . . » . . ' L . )

SR 0 Goodheart, "Utopia and the Irony.of History," in
" Qulture wrl the Rndical Cénscienc ~klambridee, Masd. larvaid ..

Univ. Press, 19/3), p."“’ws.u}"g, e L,

1 e s - v o f
‘ A “'O'Case'y, in a tetter to David Krause, alluded to the tact

' ) that Father Nea wus passit on two ot the clergymen mentioned in
. hle dedicationt "the Priestly spirit ox the play, (Father Nea. . :
%, . W never appears) is built from the thoughts of an old priest ST
shApogns exiled to Altoona, Penn, ﬁ)réorgan. Sheedy/, and Canon - '
Ra5 who.labored to make rural ‘Ixgland, brighter, amd full of
Whreliance in creating a pdk nd’; ¢tive lite, with'hand, L
' “#¥hd,: and imagination, T laMuW'bugihess,' paxochtalism, . .,

./ o 8pd olit-daped clericalism (& humourous” figure and kindly: withal), - ey
C e "allfagat‘nst-ihekhaékgrounq_ of the work ‘fog'ﬁie stal” /Muoted-» -, %
T+- .by Robert Hogan:in Experiments of Sean 0°'Cakd (New Yorks o
. Sbi Martdn's Press, 1560), b, THT. o %

B 3

-

. 5 L N s ; w 3 X ‘. : ,l_ v] .":—h‘f- K ,.‘*/. ) .
. < Brecht, -Gedampeite Werke 16, p.’ 669, U - ) S

8 For 'a sketch of the setting for(Zhe town in Caligarl see -
a_¢ EXxpressioniem in the Ge L
inbexat (serkeleys Univ, of SN
.- ) S B

N 14 C . - : S »

7

4 \ As reproduced in Walter' Rene Fuerst and Samue}t J, Hume's
L ,Pen‘uoth-f}ex_utg% Stage ggmgip_.!n. V&l. II (New Yonki 8, Blom,
- 967)y & lus., #2060, ‘ o A o '
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C 0 '8 Eric’Bentley, The life of ;the Drama (New York: Atherieun,
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9 g Robert Hogan,
St Martin's Pross. !

. f 10 I.etter .to David Krause, - quoted by Hogan in Exmrigg ts,

P. *
. oy o N ‘
o ! "-. -

n"ﬁoéa.n makes this same point concerning ggck-a-goc;d;e o
D_g&z, of which he says that."any one of the Hicular $1lust- ©
rative incidents in the pla*.l.moat could navu - pther in dent R

bstituted for it., . ., In h a play, the gro Que, t
relevant, and the immaterial have their own necessity, that

. of ulu;ta_'ation of a central theme" [gggerimgg §. Ps. 1207,
DR ¥ - : R T

-“' . lz(Ibigo. P. 12“‘ . ! _ v 3%9“ S Lo
o , : e T v o
13 l___blulﬂ pp' 12&250 i » R ’t‘ v* , N |
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e Lt o4, I volumed'our of "‘_;obl’bgraphy.ep', A ; .
SOTED v"-" '%Lﬁll- 0'Casey, a}lows | tterness ‘rewurdi] iz a
e Tgeols ends to.whigh” ‘s fight, for ‘ :

T o7 orated, to show more - f:‘la.itu,ya See_pp.~ 1M . _
T e (1972)) R
. . ,...ﬂ ,,n . : s o

L @gmntg, P.. 1)9. and mr Janes h'ner, 'rho oy
. New Gold by ed. ‘Theodar'H, Gastex {New: York: New Amer< R

ican Li.brary. 1959), pp. 273=461. That 0'Casey » at the T
‘Writing of Father Ned, -acquainted with The Gold his =

- certain, as he records -his brief exposure to the work and his

’ desire to re g\xrther in it as early as vol, three of the

: Autobiognphies, D:mms nder Hind (Lond on1 Pan Booka, o R
f ' s‘lmight. "Ever a Fightern ‘The Drums. of .-thbg; ) S g
' 1 Node . :

ed. Ronald Ayling -
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:ﬁientley,__ Tha 1ife of thgl%l;n_ng, P. 206,71 } n

: physlonl,. intelleciual, -and,aplrid - superiority of O'Killi~

and fear in melodrama and| tragedy, 1t is Qympat)w and conltem‘pt".. .

{

1
1

" 23 Bornard Renstock hakes s point when, in analysing |
charactorisation in Purple Duss, he; test "The natural,

‘&8in and O'Dempseyredaced Stoke -and Poges to an atrophy much

v

Binnington, MoCilligan and Father
(Lewlsburg:: Bucknell’ Univ, Press,
S SRt .
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Fillifogue" /Sean o
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