96

Several weeks ago, as many of these thoughts were swirling around inside my
head, I attended a seminar, a debate really, between two University Presidents, of two
prominent Universities in New York. One of the Presidents had been charged with
having de-emphasized the Arts in his University. And he, very intelligently, and
very reasonably, described a World in which Economics, and the Sciences, and Law,
and Medicine were the centerpieces of the future, upon which education should be
based. And the other President listened, quietly, and respectfully. And when it was
his turn to speak, he said, very simply, that the reason he felt that it was imperative, in
this World, for the Arts to be central to the educational experience, was that, in all the
fascinating, exciting, challenging classes he had attended and observed over the years,
there was one word that he had never learned about in Economics class, or in
Biochemistry, or Genetic Engineering, or in Law or Physics. There was one word
that he had only heard mentioned, and talked about, and felt in classes in the Arts.
The word was “love”.

As I sat in the auditorium that afternoon, in the silence that enveloped the
audience after the word “love” had been spoken, I remembered what Aristotle had
written, about his belief in Art, in its ability to teach transcendence; something that
cannot be put into words. Its ability to lift a human being into a place of beauty and
grace that is unspeakable.
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2. (transcendence)—
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Diter, Sxond  Theory of Modern Drama
(40%)

Through a supplementary turn in his mise en scéne, Piscator
ensured that an adequate form would be given 1o the historical process of reifica-
tion and “socialization™ — the very process that dramatic transposition imo the in-
terpersonal overturned and abolished.*

This is clearly the intention of all those scenic innovations that are the source
of Piscator's fame.

Conclusive proof can be based only on scientific analysis of the mate-
rial. This I can only do. in the language of the stage. if | can gel be-
yond scenes from life, beyond the purely individual aspect of the
characters and the fortuitous nature of their fates. And the way 10 do
this is 10 show the link between the events on stage and the great
forces active in history. It is not by chance that factual substance be-
comes the main thing in cach play. It is only from the facis themselves
that the constraints and the constant mechanisms of life emerge. giving
a decper meaning to our private fates.**

For Piscator,

muan poarirayed on the siage is significont os a social function. It is not
his relationship to himself, not his relationship to God. but his rela-
tionship to society which is central. Whenever he appears, his class or
social statum appears with him. His moral, spiritual or sexual conflicts
are conflicts with society. . . . A time in which the relatonship of in-
dividuals in the community to one another, the revision of human
values, the realignment of social relationships is the order of the day
cannot fail to see mankind in terms of society and the social problems
of the times, i.c.. as a political being. . . . The excessive stress on
the political angle —and it is not cwr work, but the disharmony in cur-
remt social conditions which makes every sign of life political — may in
a sense lead 1o a distorted view of human ideals, but the distorted
view al least has the advantage of corresponding 1o reality.®

What are the forces of destiny in our own epoch? . . . Economics
and politics are our fote, and the result of both is society. the social
fabric. . . . Therefore. when | designaie the elevation of private

scenes 0 the plane of the historical the basic intent of all stage ac-
tions, that can only mean elevation into the political. economic and so-
clal. Through them we put the stage in touch with our lives, '

The basic formula for Piscator’s effons. the elevation of the scenic o the
plane of the historical (formally speaking, a relativizing of the immediscy of the
setling by nonsctualizged objectivity) destroys the absoluteness of the dramatic
form and makes way for the rise of epic theater. The use of motion picturcs was
one means of showing “how human/superhuman factors interact with classes or
individuals,™ a means that, furthermore. was one of Piscator's clearest and most
significant epic gestures.

(performance theory, )
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