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	In the medieval city of Augsburg, part of the Bavarian section of the German Empire, a Catholic man and a Protestant woman took advantage of the area's religious tolerance and were married in 1897. Their first child was born at 4:30am on February 10, 1898 and baptized Eugen Berthold Friedrich Brecht. This affluent bourgeois child grew up in the cultural and intellectual frenzy that Germany experienced at the beginning of the twentieth century. Exposed to thinkers such as Friedrich Nietzsche and to the fresh surge of theoretical and political movements such as dadaism, Marxism, and communism, Eugen developed his own dramatic theories, used them to convey his ardently anti-bourgeois stance, and Americanised his name to the version most are familiar with: Bertolt Brecht. 

Brecht's father, Berthold Friedrich Brecht was a finance-obsessed authoritarian who worked as Chief Clerk in a paper factory. He was extremely tolerant of Brecht despite their opposing beliefs over the bourgeois way of life. Although Brecht's father disapproved of his left-wing beliefs, he offered financial support and a home to live in, whenever needed. Brecht trusted and respected him, even writing an "Ode to my father." Only one correspondence between Brecht and his father has survived, in which Brecht pleads with his father to take his illegitimate child into their home and raise him as he was raised. Wilhelmine Friederike Sophie Brezing, Brecht's mother, was ill with breast cancer for most of the time he knew her. Brecht himself was frequently ill as a child, so this helped form a close bond between them. After her death, Brecht wrote lamenting poetry. Brecht also had a brother, Walter, who was born in 1900. They had a typical sibling relationship; they played cowboys and indians, Eugen broke Walter's toys, threw Walter into the lake when he couldn't swim, fought Walter using a fork as a weapon, and insisted on being in charge of all imaginative enterprises.

Brecht had a congenital heart condition and a facial tic as a child, which caused him to spend time at a sanatorium relaxing. He also required a nightlight to sleep at night, refused to bathe, and frequently required his parents' company to comfort him enough to sleep. At the age of six, Brecht went to a Protestant elementary school, which he later claimed was excessively boring and un educational. At the age of ten, Brecht went to a private school: the Royal Bavarian Real gymnasium, where he was educated in Latin and the Humanities. Brecht had a heart attack at the age of twelve. After recuperating, he resumed his education and continued to dominate his peers and subvert the effects of his teachers through cheating and sarcasm. 


	Although Brecht had been writing poetry informally, his first official enterprise as a writer was co-founding and co-editing "The Harvest," a school magazine. At the age of sixteen, he began writing for the local newspaper and wrote his first play, "The Bible", about a girl who is faced with a dilemma in which she can save herself or die but save thousands of others. Brecht's non- conformity almost got him expelled at the age of eighteen when he insulted Horace in an assigned essay, declaring his work on the necessity of defending one's country to be senseless propaganda. At the age of nineteen, Brecht left school to do clerical work for the war, as his health prevented him from more active duty. Later that year, Brecht resumed his education, registering in the Philosophy Department of the Ludwig Maxmillan University in Munich. While at the University, Brecht made an effort to go home every weekend, abhorring his fellow students. By the time he was twenty, Brecht's mother was constantly taking morphine and was no longer fully functioning, but Brecht claimed to be going home for her cooking. Brecht also began working on "Baal," a play he originally intended to title "Ball Gorges Himself! Baal Dances!! Baal is Transfigured!!!" Partially autobiographical, "Baal" concerns itself with suffering caused by idle sexual pleasures. 

By the age of twenty Brecht had already had a wide variety of sexual encounters. His family's second servant, Marie Miller, would hide objects in her undergarments for young Brecht and his brother to search for. While at the Real gymnasium school, Brecht's mother was embarrassed by his self-pleasuring actions, and began smelling his nightgown before washing it to determine the extent of his activities. Brecht wrote poetry about his mother's reaction, began reading racy literature, and wrote essays or gave spontaneous lectures in school on the sexual deviations of society. At the age of sixteen, Brecht made a conscious decision to broaden his sexual experience, employing the services of a brothel to give him lessons in the fundaments of sex. He pursued eight girls simultaneously between the ages of sixteen and twenty, including Paula Banholzer, who would later give birth to his illegitimate child. In addition to gaining a reputation as a heterosexual conqueror, Brecht also experimented with homosexuality. He would invite his writing and musically inclined male friends to his room on weekends and take turns reading erotic compositions to each other. Additionally, Brecht's diaries speak vaguely of using males as well as females to fill his sexual needs. While employed as a private tutor, his employer noticed his peculiar activities and lack of clothing while working with young male students.


	Brecht Biography




	Bertolt Brecht was born in 1898 in Germany, and his theories of stage presentation exerted more influence on mid- century theatre in western theatre than any other individual. This was because he created a major alternative to the 'Stanislavski - oriented realism' to rebel against naturalism. Before Brecht theatre was naturalistic and relied on an audience being 'spell bound' by the illusion of reality on stage.

 Brecht was heavily influenced by German expressionism. Brecht developed his theory of ' Epic Theatre' through his preoccupation with Marxism and the idea that man and society could be intellectually analysed. Brecht believed that theatre should appeal not to the spectator’s feelings but to his reasons. Brecht became a Marxist around 1930, the same years he developed 'Epic theatre'

      "Brecht developed the drama as a social and ideological forum for leftist causes" (www.cs.biandeis.edu/~jamesf/goodwoman/brecht_bio.html)

 Brecht was violently antibourgeois and this attitude reflected his generations disappointment in the 'civilisation that had come crashing down when World war One finished' (same as above) In 1933 Brecht went into exile, while in Germany his books were burnt and his citizenship withdrawn. Brecht was also cut off from the German theatre, in which the spectator tended to identify with the characters on stage and become emotionally involved with them rather than being stirred to think about his own life. Three producers, Reinhardt, Jessner and Piscator, dominated German theatre. Brecht rebelled against Reinhardt’s realism and romanticism and his huge open-air spectacular theatres. But Piscator influenced Brecht with his topical popular theatre and political aims; Brecht also liked literary poetic aspects, which lead to them, collaborating in adaptations. Brecht adapted many stories for his plays, one example of this is 'Edward II' in 1924 which was also thought to be the debut of Epic theatre with the use of make up to show emotion.

                   


	


	


	Epic Theatre


	             "Epic Theatre turns the spectator into an observer, but arouses his capacity for action, forces him to take decisions... the spectator stands outside, studies" (Brecht on Theatre. New York: hill & wang, 1964, pg37)

 Brecht’s theory of Epic theatre changes the relationship between what and how a performance is watched, this brought new dimensions of spectatorship. Brecht wanted the audience to have in mind that a performance is being watched, rather then allowing itself to suspend their feeling of disbelief for the duration of the play. Epic theatre combines theories for the actor, designer, playwright, director, lighting and composer.


	Epic Actor


	    From his actors Brecht wanted not realism and identification with the role but an objective style of playing. To do this actor demonstrates rather than imitates, this provides a 'bond' of alienation between the actor and the audience. Distancing can be achieved through the actors stepping out of role and evaluating their character by swapping roles and imitating each other. This allows the actor to criticise and question their character. To see how the role of an actor in Epic theatre is achieved I have applied it to Brecht’s' 'Mother Courage'. In rehearsal to distance the actor from 'being' the character the actor speaks their lines in the 'third person', this results in the characters name being said before the line like this;

     'Elif: It’s called The song of the girl and the soldier
      (He sings it, dancing a war dance with his sabre)'

 The actor should also use past tense and say the stage directions, this will allow the actor to distance themselves father.


Physicality is also important for an actor in Epic theatre. Different external physicality’s like gesture, costume and props build stage pictures and indicate inner feelings. In 'Mother' scene two, Elif and the general are drinking; this scene can be blocked to clarify the relationship of the characters. Elif, a soldier is lower in status then the general, Elif being on a slightly lower level can show this ‘social relationship’ then the General. Even though the social level is different, the two characters are amicable towards each other, so gestures like patting backs and eye contact can portray this.


Brecht also believed the role of the actor was to address the audience directly; this enables the fourth wall to be broken down. In 'Mother' direct contact to the audience can be used when Elif sings his 'War song'.  The actor playing Elif could use eye contact with the audience and can also move into the audience area. This would break the barrier between the audience and actor and help the audience to become in a sense detached observers.




	Summary of Epic Acting




	Demonstrates rather then imitates
past tense, stage directions
Gestures used to indicate inner feelings- stage pictures
preparation of characters on stage
address the audience
characters given titles- characters representative
external acting
physicality- gesture used to indicate inner feelings
ensemble
swap roles to evaluate characters 


	Epic Designer




	To remind the spectators that they are watching an 'enactment of reality, instead of reality itself' Brecht developed the 'alienation effect'. Techniques such as making use of minimal props and scenery allow the audience to distance themselves from the actors on stage. The Brechtian designer dispenses with illusions and symbolism, this allows the audience to interpret the relationship and message easier. The audience are not separated from the action on the stage at any time, changing sets in view of the audience helps distance the audience. Props should be taken on and off by the characters in role and curtains should not be used. 


	


	Epic Playwright




	The Playwright in Epic theatre should structure the plays episodically. The playwright can use flashbacks and missing time, these 'anti-illusive' techniques distance the audience and actors. Plays using chronological order allow the audience to see part of the characters life and are able to identify and become emotionally involved with the character. To encourage the audience to adopt a more 'critical attitude' Brecht used episodic
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 HYPERLINK "http://www.geocities.com/percymonkey/glossary.html"  in order to drive home an important message. Screens and narrators are important as they fill in the missing action. Playwrights can also use screens or narration to inform the audience what is going to happen, this technique of historicization encourages an awareness that an event has happened as if in the past, this allows the audience to think


	


	Epic Lighting




	The lighting director in Epic theatre needs to abandon the idea of hiding sources of light to achieve a mysterious effect to draw the audience into the action. Brecht flooded the stage with 'harsh white light', regardless of where the action was taking place and leaving the stage lamps in full view of the audience. Obvious lighting constantly reminds the audience they are watching a play.




	Epic Director




	An Epic director decides the blocking for the actor, which is done not for formal beauty. Brecht wanted directors to block so it clarifies the structure of the human relationships in the play. Brecht wanted to use everything on the stage to make the audience develop a more critical attitude.




	Epic composer




	The composer in Epic theatre is very important as Brecht intentionally interrupts the action at 'key junctures', with songs to get the message across. The composer should express his ideas of the plays themes independently and provide a separate comment on the action about themes and ideas. Music helps distance the audience by not reinforcing the text but to provide a counterpoint to the action on the stage. The words and tunes clash which draws attention to the words. In 'Mother' Elif sings a war song to a lively beat, this contradiction makes the audience think.


