Head the following

Part I (50 %)

As Bertolt Brechi notes about Fabel/, the story’s incidents are “episodes

rearranged so as to allow the story-telier’s ideas about men’s life to find @xp@f@ss:i@nl In

the same way the characters are not simply poriraits of livis
rearranged and formed in accordance with ideas”. This statement seems rather
obvious, but it contains one of the stron

dramaturgy -- that the idea content of ;
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extmpmated thematic structure, but in the moment-by-moment deve
ext’s concrete action and characters.

At the same time, Brechtian interpretation focuses on the story by looking for a
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very specific idea-content; the most important thing about a a story is “its sense, that is,

1.

its social points”. The particular idea-content the original playwright may have
considered primary becomes secondary to this interpretational focus; it becomes an
clement in the interpretation the playwright made of the historical situation, or
material, he used.

Brechtian interpretation, then, concentrates on 2 aspects of a historical fext,
both of them reflected in the story: first, on the historical situation depicted; S@coﬁi
on the playwright’s response to this situation, the way in which the play’s forming of

the incidents themselves reflects the playwright’s personal ideclogy and that of his

class and time. Clearly, this kind of interpretation cannot be carried through until both
aspects of the text are properly understood from a historical perspective. And this
requires extensive research: In order to see the work anew
we must bring out the ideas originally contained in it; we must grasp its
national and at the same time its international significance, and to this end
must study the historical situation prevailing when it was written, also the
author s attitude and special peculiarities.
The goal of the research was not, however, the historical reconstruction of the
text following its author’s original intentions. As Brecht put it:
Old works have their own values, their own subtleties, their own scale of
beauties and truths. Our job is to find these out...The variety of perceptions and
beauties in old works is just what allows us to derive effects Jrom them that are

in tune with our time.
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dﬁwmpm@ma r’s time and the present, and

intent on restructuring the text to make it useful for an audience of contemporaries.
Brechtian interpretation involves a

most radically modern interpretation must first ground iiself in a total historical

s

understanding of the text.

Brechtian interpretation also proceeds fr
view - that interpretation has the right to intervene within the text :{?Lséia, to cut out
parts of the text and add parts of its own, to change the rhythm and sense of the
original language, to do, in short, anything ne ecessary to clarify the connection it is
drawing between the text and contemporary experience. Brechtian interpretation
proceeds always with this reservation, however, that such changes not collapse the

historical distance between the text and ourselves, that they not treat the text simply as

an ahistorical mirror of centemg@mry experience; such an approach would, after all,
import the bourgems theatre’s indifference to history into Marxist historical

interpretation. Indeed — and this is the ultimate difference between Brecht and
Piscator — the entire inﬁez‘pmiaﬁomﬁ process is undertaken in the first place not
because an old text can be changed to reflect modern experience, but because the old

4

text can teach the modern observer something about the present, can clarify the
observer’s understanding of his own hmcmcal ituation.

To Brecht, the text exists independently of the theatre, it can “continue to be
printed”. A production, on the other handﬁ exists only for a few short weeks or months.
Its responsibility must be primarily to the specific historical moment it shares with its
audience. What a production cuts from the text is not lost; it remains in the books,
waiting to be used by a production in another time, What it adds can be checked
against the original. But, by the same token, what a production cannot use from the
text should be deleted, and what it needs to add, should be added. {(from John Rouse’s

Brecht and the West German Theatre)

Questions:

1. Summarize the main ideas of the entire passage in your own words (at least 200
words). (15 %) 4

2. Why is Brechtian interpretation of works involving a paradox? Why is it “an
immensely fruitful one”? If possible, give examples to support your points. (15
o)




#E 7N e

3. Do youagree

]

anvd disadvants

Part I (5¢ %)

1 . author or work — 1
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The question of how the nonmateri

materialized outlines the ideological problematic of modern stag
performance: how th verbal text (a version of the work whose
text is recorded in specific documentary for 1) is iransformed into
2 nontexiual event, while this event nonetheless clawms to repro-
duce text, work, author. Is a text or a performance the vehicle of
the work, or does it produce the work anew? Jerome McGann
has directly addressed this question, in an influential critique of
editing that revalues the relationship between work and text.
McGann asks, “must we regard the channels of communication
as part of the message of the texts we study? Or are the channels

to be treated as purely vehicular forms whose ideal condition is
.
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to be iransparent to the texts they deliver? How important for
the reader of a novel or any other text, are the work’s various
materials, means, and modes of productions?” (“Case” 15554)-
Resisting the notion that the text is transparent to the work,
McGann moves the work from origin to comsequence in the
process of production: the work at any time consists in the mult-
plicity of its versions, the history of its transmission, recepiion,
consumption. Like Shillingsburg, McGann sees the text as in-
tangible, a specific order of symbols. Unlike Shillingsburg,
McGann secs each text as restricted by time and space — “a ‘text’
is not a ‘material thing’ but a material event or set of events, a
point in time (or a moment in space) where certain communica-
tive interchanges are being practiced” (Textual Condition 21). Like
performances, texts produce the work as an event in time, an
event which has its immediate participants (say, the first readers
of a given edition of Shakespeare’s Works), but also becomes part
of the ongoing negotiation of the work’s changing identity in
history (the implicit dialogue between the Pelican, Bevington,

Riverside, Oxford, New Clambridge, and Signet Shakespeares on

“my shelf). The work’s authority is also temporal, a function of
the rhetorical structure of each textual event, how the event —
production and reception — generates its own version of the
authoritative experience of the work.

? k1

The “text” is the literary product conceived as 2 purely lexical event;
the “poern” is the locus of a specific process of production (or reproduc-
tion) and consumption; and the “work” comprehends the global set of
all the texts and poems which have emerged in the literary production
and reproduction process. (Textual Condition 31—32)
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Wﬁv@anh S sense af the work is rerminiscent of the condition o

Shakespearean yeﬂo;mance, where any stagmg nece ssamy pro-
duces a new work, one in maaogu eb fh with a panoply of texts,
and with all other performances, including parodies, Sp@ofs, and
allusions in popular cultur ' s{agmws in the “legitimate’
theatre. This sense of the te

Philip McGuire notes:

The playlext of a Shakespearean play is not ils mdzmrg essence abstrasied fiom the

pariicularities that inkere in all performances. Ji i s a verbal (rather than mathe-
matigal) construct that describes that ensemble of possibilities. Tt establishes

range, a distribution of possible events durmg aj penom:anre including
f snealk: - ¢ o i

acts of speaking, but it does not determine in minute and complete

. -

detail all of the events that happen during a specific Performame

(Speechiless Dialect 138-59) (T (From W &?% W s o gin ,,f
’g""‘»ﬁng—iﬁ’;ww% ound ~the Jdud @wm@ P& A%MW% "y
uestions
1. Summarize the main ideas of the entire pa ssagfz in your own words (at Ieast 25

words). {25 %)
2. Write a critical response to Jerome Mc
%)






