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SUMMARY

Dramatists have used their work to express

criticism of the prevailing sociar order since the first
beginnings of drama itself . lüÌrile they by no means in-
vented critical drama, the playwri_ghts of the German

l{ej-mar Republic nevertheress brought suctr outspoken

topicarity and political controversy to the theatre that
they seemed to be inventing a whorty new form. This .w.as

variously known

Zeíttheat er.

as Tendenzdrama poJ-itisches Theater or

The rise of socialty critical drama in the years

foJ-J-owing the establishment of the Republic in I9I8
followed the riwery; eXperimentar dramatic tradition of
Expressionism and gave voice to a serious concern with
modern sociar conditions and political dewelopments. At

the height of the Zettstluckrs influence in the late Ip2Os

it was commonly assumed. by writers of all political

shades that a dramatist t s first responsibirity was to
preach a poritical doctrine or expose social ewils; the

theatrers major corì-cern was no ronger entertainment or
artj-stic excelrerrce but denunciation and persuasion.

The authors of Tendenzdrama were soorr obliged to

adapt existing dramatic techniques or invent rì.ew ones in
order to present a comprex modern society on stage and

to convince audierì.ces of tl" e truth of their portrayal or
the desirabirity of a particurar ideorogy. Among the new

developments rd'ere Piscatorrs use of filmr projection and

comprex stage machinery and Brecht I s establishment of ttre
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basic rules of epic tkreatre; through these two in-
novators in particrrlar, Zetttheater achieved an import-
ance beyond t}:at of specific relewance to its owr3. age.

The decline of Expressionism and the emergence of

Neue Sachtichkeit which can be observed in the literature
of the l{eimar Republic is also reflected in the Tendenz-

stucke of the era as a graduar progression from passive
to active characters, from generalised social dj_scontent

to specific attack, and from vaguery expressed ideals to
a distinct politicar i-deology. Expressionist d,rama

showed powerress idearists struggling against evils more

symbolicalry than rearisticalry expressed, inspired by

only indistinct visions of reform or revorrrtion. The

heroes of the finar phase of l,{eimar drama a,r^e muckr more

active and aware: they have a party and an ideorogy to
back them rrp, a precise grasp of what is amiss with the

worrdr and are set specificarly in tl.e Germany of the

early rtJos. That they are stirl unable to achieve their
aims is shown to be the consequence of the growing

politicar reaction rather tl.an of their own fairings
a pessimistic but accurate picture of the last years of
the Republic.

The J-eft-wing Zeit.stuck became more extreme brrt

also declined during this period, for reasons both
literary and poriticar, and the NSDApT s assumption of
po!\rer in L933 brought arl critical drama to an abrupt
end. The Tendenzdrama written in exi]-e exerted some in-
fluence but its scope was perforce rimited. rn the rp6os,

however, tkre rise of d.ocumentary theatre showed that the
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hleimar concept of drama as

vived; tl-eatre once again

for the thoughtfuJ. analysis

criticism had sur-

a controversia]- forum

of contemporary society.

socia]-

became
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the text of this study.
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INTRODUCTION

In the present climate of German literary scholar-

ship, it has become a matter of course that a proper study

of literature shoul-d proceed by way of socioJ.ogica1- as well

as purely aesthetic or phi1osophical principles. A know-

ledge of the sociopolitical, economic and cultural factors

influencing the author of any work and the placement of

that w'ork in its own time is regarded as vital to proper

understanding. Yet thj-s has not always been the case; the

sociological view of literature, while no longer new, has

gained widespread acceptance only in the last two decades

of this century.

In his survey of modern J-iterary scholarship, Jost

Hermand.I outJ-ines several schools of thought whj-ch have

influenced the study of German literature. At about t}.e

turn of the century, data-col1-ecting Positivists w'ere super-

seded by those espousing a more philosopkrical and contem-
2plative approach the exp onents of Geistesgeschicl.te

during the same period relied on instinct, intuition and

emotion to evaluate works of art. Another increasingly

popular view was the national or vo]-kisch int erpretation

of art or li-terature according to the racial origin of its

author, which became orre of the central tenets of National

Socialist aesthetics. T}-e psychoanal-ytic approach, which

used the work of Freud and Jung as a basis for interpreting

art as the product of its creatorrs inner urges and com-

plexes, was yet another theory in circulation during the

1!20s and ' 30s.3

The sociological approactr to literature found expres-
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sion as earry as L937 with Bramstedtrs Aristocracy and the
Middle C].ass in Germ unu4 , brrt took many more years to
estabrish itserf as a popurar and. varid wiew. post-war

Germanistik preferred to concentrate on the philosophical

and spiritual- el-ements of literature, or on a crose textuar
anarysis which highlighted the formar and aesthetic
qualities of a work and left no room for the corì.sideration

of social or historical factors. Even Hauserrs sozíar-
geschichte der Kunst und Literatur , which appeared ín L953,

made littre impact at the time.5 During the corrservative

195os the Marxist origins and connotations of the socio-
Iogical -ri.*6 proved a barrier to its acceptance, but in
the following years it slowly estabrished itserf. Hermandrs

Die Literarische Formenwelt des Bi edermei ers , whictr first
appeared in 1958, w'as a significant part of the new w'ave.

since 1965 the sociological approach to riterat're
kras tended to dominate tkre fieldT, and its Marxist expo-

nents have become more than acceptable. Georg Lukács Ïras

rrndoubtedry been the greatest infruence on Marxist aesthet-
ics betwe en L945 and L956; he is sometimes regarded. as a

political heretic amon-g communists, but his theory of art
as a dialectical refJ-ection of reality8 has helped to
establish the view of literature as aït instrument of social
change as welt as the product of a ?ristorical period.

rn recent years literary sctrorarship has been firm-
ly in the grip of a Marxist orthodoxy which is onry now

showing signs of lessening: AdornoI s kritische Theorie has

been one manifestation of this. such a domination of the

fierd by one political viewpoint has had its disadvantages,

but one result tras certainly been that literatrrre is rrow

universally seen as part of a social context.
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The forrowing thesis does not take a Marxist stance

but neverthel-ess examines the dramatic literature of the
trúeimar Republic from the point of vj-ew of an interaction

between riterature and society. rt treats issLres commorì. to
sociarly oriented criticism, brrt does not forlow either of
the two current sctrools of LiteratursozioJ-o.gie Fügents

emp irj- s chrro s i t ivi s t i s ch study of literary institutions or
the kritische Theorie of Horkheim er and Adorno. 9

A sociaJ-J-y oriented approackr is virtualty unavoid.-

abre in the study of satirical or critical literature. rt

represents arL extremely comprex and interesting aspect of
the interplay between a written work and its cur-trrral

setting, and orre in which the precise details of an authorrs
reaction to life in the contemporary world ar^e of more

importance than usual.

Historical materiarists such as Lukács berieve trtat

every aesthetic refrection of reality bears ttre stamp of
its autkrorrs opinions and thus of a historicaf period. rn

his Asthetik Lukács claims that any work of art contains

a.rr rruntrennbare simuttaneität von Reproduktion und stelrung-

nahme, von objektivität und Parteinahmer'. This simurtaneity

mactrt die unaufJ-ösbare Historiz¡tät eines jeden
Kunstwerks aus. Es fixiert nicht einfach einen
arr sich seienden Tatbestand, wie die l{issenschaft ,sondern verewigt einen Moment der geschichtlichen
Entwickl-ung des Menschengeschlechts. 10

Critical or tendentious literature is thus a more pronounced

form of this reflection of contemporary circumstances. That

society infl-uences literature is beyond dispute, but here we

have the ptrenomenon of literatrrre in turn attempting to in-
fluence society by noting íts farrf ts and suggesting reform,

by trying to become in itself an instrument of change.
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sociar criticism through literature is an ambitious
and uncertain undertaking, for the influence of riterature
at any one time may be minimal in comparison to the other
powerfur economic or poritical forces shaping society.
Auttrors Lrave nevertlreless persisted in exercising their
role as social critics throughout a number of different
historical periods. Drama kras often proved to be the most

poprrlar medium for sociar criticism, because the public
nature of a performance obviousry provides the idear setting
for discussion or persrlasion on a rarge scale. Even the
very earliest plays known, Aeschy lusr The Persians and

his Oresteia , w'ere overtty political statements which had

the effect of forcing thej-r author into exil".ll The

history plays of shakespeare and the satires of Molière
certainly reflected their authorsr opinions of the social
and poritical situation of their own time, as did the prays

of Schi].Ier and Büchner.

During the years of the Ideimar Republic, dramatists
set themselves up deriberately and openly as the conscience

of contemporary society. The critical plays written during
this period were remarkabry direct and outspoken, sometimes

tending to abandon artistic consid.erations altogether in
order to concentrate on propaganda. A ri-terary term was

coined to describe what appeared to be a new phen-omeïrorl:

Tenderrzdrama. Tts product w'as the Tendenzstuck or Zeít-
stuck, and its corì.cerns w'ere criticism and persuasion:

attack on prevairing cond.itions and an appear to the
audierì.ce for action.

As a literary form, the socially critical- play pro-
voked a great deal of antagonism and controver=yl2, but it
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'was immensely successful in terms of public involvement,

and firmly established itsetf as the dominant form of

drama in the latter years of the hleimar Repub1ic. Social

criticism was far more than subject matter; it was the

driving force and major creative impulse for writers such

as Bertolt Brecht, Ernst To1ler or Friedrich I,üoIf , whose

anger aL the srrffering and ì-njustice they witnessed in

contemporary society led them to denounce ttre system wkrich

caused it. The urge to crj-ticise and to reform proved a

very powerful motivation in the search for new forms of

dramatic expression.

In extremely troubled times such as the fourteen-year

span of the I{eimar Republic, a w-riterrs desire to express

personal commitment to some cause or belief becomes more

than a matter of individual conscience; it becomes a

necessity. In the I92Os theatre in particrrlar responded

to a public desire to see contemporary issues portrayed orì.

stage, to have important questions brought out into the

open and fairly debated. Objections tktaL political con-

troversy was not the proper concern of a literary form such

as drama proved ineff ectual: Aktualitat w-as everything.

The critic Herbert Thering at first numbered him-

self among those wtro mistmsted the use of drama for

political- purposes. He nevertkrel-ess came to realise that

the age he lived j-n demanded to be portrayed. in controver-

sial drama. In answ'er to charges that the topical pro-

ductions of the Volksbuhne amounted to a rrBedrohung der

Kunstrr , Ihering wrot e in L927 :

In einer politisch aufgewühtten Epoche kann man
nicht anders a1s rrpolitischrr Theater spielen.
In ruhigen Jahren denkt der Zusctrauer rrunöffent-
lictrtr. . Er betritt das Theater als Einze]--
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person. In erregten Zeiten denkt der ZuschauerItoffentlichrr. I,üas außerhalb seines privaten
Kreis es vorgellt , ergreif t ihn mit. . AlIe
Fragen sind J-armend in Bewegung. Die Justiz
steht im Tageskampf wie die Kirche, die Schule
wie das Militar.

Die Situation fordert die poJ-itische
nicht der PropagandawiJ-J-e eirlzeLner
menschen. Der Zuschauer fordert das
nicht J-iterarische Theoretiker. 13

Butrne,
Theater-
Zeit stück,

The praywright Friedrich l,üorf was arso in no doubt that
the troubled times calted for expricit sociar comment:

Ein Dichter, der heute noch J-rart pour J-rart:
die ttKunst um des ästhetisckren Spiãtes willenil
votJ-führt, dieser Verse- und Szenenbastlerr êr
ist in unserer Zeit der Arbej_tslosenheere, der
Uütters elbstmörde und Abtreibungsparagraphen,
der..l,{okrnungsnot , Grubenunfal.l e und Eis enbeton-
geruste ein Zj-seJ-erlr, ein FiJ-igransctrmied
aber kein Dichter, der unsren Tagen etwas ztt
sagen krat ! L4

rn the face of extreme poriticar choices, alignment of
some kind was clearly rì.ecessary. To remain aloof in
literary isoration as the order estabrished figures rike
stefan George or Gerkrart Hauptmann managed to do in those

years was regarded by many as a shirking of responsibility:
not to make a choice was in itself a choice.

of the dramatists who responded to the pressures of
the time by espousing a particular poriticar ideorogy, the
majority arigned themselves with the Left. Those few like
Hanns Johst, Arnolt Bronnen or Heinrich zerkau.Len who up-

held the nationalist ideal- produced heroic and militaristic

epics which became part of tkre ri-terature of National

socialism; althougkr they sometimes imitated the fashion-

able documenLary form of the Zeítstuck they contributed

nothi-ng new to its dewelopment and remained very mrrctr orì.

the fringe of the movement. I,{'hen discussing Tendenzdrama

or Zettdrama in general, it is therefore fair to regard it
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Iargely as a manifestation of Ieft-wing opinion. The

sociar criticism which it brougl.t forth seems usually to

have been based on a Marxist or sociatist viewtrroint. That

there was wide divergence everr within this leftist group

will- become apparent in the course of the present stud.y,

but most dramatists were agreed upon one thing i a great

deal- was rotten in the l,üeimar state, and it was their

responsibílity to point it out.

The period \9LB-I933 saw the productiorì. of 1iteralty

hundreds of new topical pl.y=15, and their concern was

wide-ranging. Some documented great events such as w-ar,

revolution, inflatior:. or the rise of Fascism; others

attacked the sPD (trre ruling social Democratic party) for

its faj-lure to l-ive up to the high hopes of the Repubric's

first days, castigated the legal system for its reactionary

bias r or deprored the blind miritarísm and nationarism

which had inworved Germany in one war and seemed to be

leading to another. sexuar morality was an important con-

cerrr. Previousry forbidden topics such as homosexuality

were mentioned more openly, and the promiscuity and dis-

orientation of the post-war generatiorr was discussed a

great deal-. Issues like abortion and the campaign to

abolish the notorious Paragraph zLB aroused tremendous con-

troversy in pubríc life as well as in the ttreatre. contem-

porary types worthy of pity or contempt were paraded acros-s

the stage for the spectatorsr edification: the demoralised

Hei-mkehrer , ttre ruthless war profiteer or inflation specu-

Iator, tkre backstiding SPD man made soft by success, the

suicidal mother, ttre starving unemployed worker, the self-

sacrificing Party member or the pompous uniformed Fascist
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al1 made an appearance in contemporary drama as objects

of bitter satire or humanitarian pathos, reflecting thc

rich variety as weJ-l as the serious divisions within

I,feimar society.

The nine plays which this study undertakes to

examine in detaí1 provide a fair sampling of these con-

cern-s. Chronologically they span the whole tr{eimar period,

and their subject matter covers the major problems which

occupied both writers and reformers at that time. Eackr

represents an aspect of social criticism in drama which is

of interest both as an example of the playwright's

technique and for what it reveals about social conditions

and public attitudes in a particular period.

Georg Kaiserrs Gas (written ín L9L7-IB, first per-

formed in November f91B) indirectly ref]-ects the catastrophe

of war and the first stirrings of a mass movement and a wilf

for power amorrg the proJ-etariat. Breckrtr s Trommeln in der

Nacht (written in l-919 and L922, performed in 1922) Iooks

at the aftermath of war, usirrg the plight of the returned

sol-dier and the confused enthusiasm of the lgf8-lg revolu-

tion as the background for his story. Tollerrs Hoppla, wJ-r

Ieben! (written and performed in 1927) shows a former

revolutionary attempting to come to terms with the bizarre

contradictions of tkre new Republic and despairing aL its

cynical abandonment of socialist principl-es. Ferdinand

Brucknerrs Die Verbrecher (written f 927-8, performed L928)

examines the probJ-em of justice, following a number of

cases through to judgement in order to prove the legal

system both rigid and cormpt, strowing how it imposes harsh

and misguided penalties on victims whose only crime is
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poverty or human weakness. Lamp el 's Revolte im Erztehun.qs-

haus (tgZB) concerns itsel-f with the problems of youth,

demonstrating the inappropriaten-ess of trarstr authority

exercised upon young people wtro are more victims than

troubl-emakers. I,falter Mehring rs Der Kaufmann von Ber]-in

(t9z9, l-929 ) aocuments ttre inflation of L923, showing a

succession of profiteers, military fanatics, society

ladies, whores, beggars, national-ists, Jews and anti-

Semites in a fascinating sketch of Berlin fife. ö¿ätt von

Horváttr's Italienische Nacht (tgZ9, I93O) concerns itse]-f

with the growing threat of Fascism and the b]-ind complacency

of Republican supporters who refuse to face the danger.

Gustav von l,üangenheimr s Die Mausefa].le (f 93f) is a desperate

exercise in propaganda aimed at diverting the middle classes

from their drift to Nazism and allying them in solidarity

with the Marxist proletariat. Friedrich I{oIf ? s Prof essor

Mamlock (t933, L934) is one of the first exile plays,

written after its author had escaped from the new Nazi

regime; it documents the major events of L932 and L933

which lead up to Hitlerrs assumption of power. Together,

these plays provide a quite remarkable history of their

âSêr reflecting the exhilaration or outrage fel-t by those

caught up in contemporary events. I,ühile such reportage

certainly Iacks the objectivity of the historian, its

emotional- immediacy and wealth of carefulJ.y observed detail

provide a vivid impression of arr era. The documenLary

value of srrch plays certainly remains one of theír chief

assets today.

ft is commonly cJ.aimed that J.iterature wkrich corì.-

too specifically with contemporary issuescerrrs itself
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suffers the disadvantage of Zeitsebundenheit , of being too

crosely tied to its own age to s'rvive in rat.r 
".rr".t6Neverttreless, it is precisery the croserress of these prays

to their ow.n age which. makes them of rer-evance to the pre-

sent study.

This thesis aims to examine the socialry critical
drama of tkre l,{eimar Republic not simpry as riterature, but

as a product of íts historicar backgrorrnd, observing how

the authors have interpreted and portrayed their ordrl age

through the medium of drama. Each pray is taken as an

example of one manrs attempt firstJ-y to encompass a sig-
nificant aspect of the contemporary world., then to pass

judgement on it, and to impart this judgement to an audierrce.

The literary skilt emphasised here is the dramatistrs

ability to serect and present aspects of rearity, to formu-

late a criticism and successfurry persuade the onlooker of
the justice of his opinion.

A number of questions which arise from the topic
wilr be answered or at least considered in some detair.
They include the fol1owing: Iùrat sociar conditions, pubric

attitudes, pofiticar events or trends were refrected in the
prays of the l,{eimar Repubric? I{hat kind of social back-

ground or political orientation served to motivate the

criticar dramatists? l{hat techniques did they emproy in
order to persuade the audience to see the world through the
pJ-aywrightf s eyes, to begin to think seriously about tl.e

issues raised, or even to fight actively for a carrse? lùrat

effects did these prays have orì. their first audiences, and

was there arry demonstrable success ín terms of an inflqence

on public opinion? Did the theatrers involvement with
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political and social issrres lead to arry important new

J.iterary developments? I{hat precisely

contribution to German drama?

ltl'as the ZetLstrrckr s

The first part of this thesis sets out the histo-

rical background of the Iiterature of the l,{eimar Republic,

from its beginnings in the war to its demise under ttre Nazi

dictatorship, indicating the constant interaction between

historical and ].iterary movements. Factors suctr as the

failure of the November revolution and the dec]-ine of

Expressionismr or the economic recovery of the years L9Z4-

I92B and the rise of Tendenzdrama are shown as interrelated

parts of a whole progression rather than as individual frag-

ments of political- or Iiterary history.

The secon-d part of tkre thesis examines the nine plays

in detail. In general, each play is treated under four main

Ïreadings: the r^'ay it reflects the contemporary w-or1d, the

aims of the playwright or the special target of his

criticism, ttre dramatic tectrniques emproyed to persuade an

audience., arrd finarry the effects of the fírst performances

ín terms of audience respon-se or public reaction to the

playrs message.

The conclusion summarises and evaluates

findings of the thesis, assessing i-n particular

stück's contribution to z}Lln Century drama.

the major

the Zeít-
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Stadtische Buhn en Freiburg) an¿ Hoivãttr' s Italie-

nis che Nacht (l andes theat er l{urtt emberg-HokrenzoJ-l errì.,
successfully J-inked to present-dayTübingen) were

concern with abortion law reform, child weJ-fare and
political extremism.
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PART ONE: THE ITEIMAR REPUBLIC

HISTORICAL AND LITERARY BACKGROIIND.

The fourteen-year span of the ÌrTeimar Republic w-as

a time of immense change. Potiticarry, ttre period saw the

shaky foundation and brief survival of a nominally Socialist

democracy, tkren a rong-drawn-out struggle of increasì-ngry

extreme parties, and finalry the swift and violent triumph

of the National- socialists. sociarry the Republic brought

prevj-ously untried freedoms, new ideas, enormorls upheavals

in the o1d social order; economically it suffered the

traumas of infration and then depression with their regacy

of bitterness and disillusionment.

The artístic J.ife of the Republic was no less pro-

lific and diverse. rts tremendous upsurge of creatiwity

included the Bauhaus schoor of architecture founded by

hralter Gropius, a flourishing film indrrstry whose great

srlccess es ranged from Dr. Cali.qari to The Bl-ue Angel , tkre

art of Ernst Ludwig Kirchner, I,{assity Kandinsky, Emil

Nolde, Max Beckmann and George Grosz and the musical

revolution of Arnold Schänbergrs twelve-tone system and its

application in Arban Bergts 4Lg. The Republic provided a

framework for the continuing literary output of already

estabrished figures such as stefan George, Rainer Maria

Rilke and rhomas Mann as welr as other such varied and. in-
f1uentiat talents as Hermann Hesse, Ernst Jünger, Kurt

Tucholskyr Gottfried Benn, Carl Sternheim, Georg Kaiser,

CarI Zuckmayer', Ernst TolIer, Bertolt Brecht, ödön -ron

Horváth or Friedri-ch I,{o1f .

I
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Of al-I J-iterary forms, d.rama was und.eniabJ-y the

most prominent and controversial. Berlinrs muttitude of
theatres and the major theatrical centres of the provinces

provided an insati-able demand for old and new prays, for

frivolous entertainment as well as serious sociar comment.

Political controwersy took its prace orr stage from ttre

very beginning. The lifting of the old cerì.sorship laws in

r91B quickry brought a new wave of tendentious material
before the public. Goeringrs Seesckrlacht , TolJ-errs Die

I,üandlung and Kaiserrs Gas were alJ- performed in IgfB and.

L9L9, and Jeßner scandarised conventional audierrces in rp20

with a revolutionary production of schilrerrs l,fitherm Tetl
and his assertion that rtdas Theater hat poli-tik zu trei-

'l
benrr-- The lengths to which authors pushed the propagarì.-

distic potential of theatre in those years caused fierce
debate about art and poritics as the extreme commitment of
directors ].ike Piscator or writers such as trtlolf made it
difficurt, if not impossible., to judge their work only by

conventional aesthetic standards. Throughout the lifespan
of the Republic, social and political contradictions con-

tinued to give rise particularry to critical drama, to
plays which examined many aspects of this unfamiriar new

Germany and invariably found it wanting.

The tr{eimar Republic was born out of the chaotic
aftermatkr of the war. Begun with optimism and ended i_n

misery and disillusionment, the war was the most powerful
shaping force influencing the earry history of the new

Republic and its subsequent development.

The most disturbing regacy of the w-ar w-as a rarge
number of ex-soldiers who for some time constituted the
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dominant group in a confused and violent society.

Soldiersr and sailorsr revolutionary councils heJ-ped to

force the peace and then formed tkre basis of the November

Revolution and thus of the new state itsetf. Whether as

recrr.its for the Spartakus revolt orr paradoxically: âs

the reguJ-ar troops and mercenaries wkro fought against the

rebels on behalf of the tentative new government, returned

soldiers were the agents of much bloodshed in the first

few months.

Experience of the war was a decisive influence orr

the lives of those who had lived through it, but tkre same

experience led different men to very different courses,

sometimes to the Left and sometimes to the Right of tkre

political spectrum. One group was driven by loathing of

the war and its devastation to reject the society which had

caused it: such men became the rewolutionaries of 1918 and

members of tkre USPD (Inaependent Socialist Party) or KPD

(Communist Party) in J-ater years. Ernst Tollerrs play Die

I,{andIun.q (f9f8) shows the classic pattern of an inte]-]-ec-

tualrs development from patriot to revolutionary. The

horrors of war are seerr to destroy the traditionar concept

of Vaterl-and and repJ-ace it with a disgust for militarism

and a desire for international- brottrerhood. A contrary

tendency, however, led others to regret not the war but the

defeat and to seek compensation for remembered humiliations

in hopes of renewed national- superiority. The voice of

srrch a diehard wl.o kras learned nothing from the lost r^rar is

heard in Hanns Johstrs play Schlageter:

Ein verJ-orener Krieg ist kej-n Grund, seinen
Glauben abzusclrworen! Er ist nur Grund,
den Sieg tiefer,^fanatischer und frommer
zu beschwõren! ! 2

ExzeIl- erLz:
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The major 1-ong-term problem left by the war and the

decades of militarism which had preceded it r,e'as the exist-

erì.ce of ttrousands of disaffected milj-t,ary men who l-ad lost

their profession but not ttreir manner of thinking. Trained

in loyalty to the old Empire, they were unabJ-e to accept

the new socialist Repubtic as anything but a distasteful

interregnum. under the terms of t}-e Treaty of versairles

the size of the German army was limited to IO,OOO men;

this rendered redrrndant a large group of officers wtro were,

not surprisingly, unable to find a place for their par-

ticul-ar abilities and attitudes in civilj_an J-ife. Many

veterans became members of organisations such as the stahl-

trelm in order to keep alive cherished feelings of patriotism

and Frontkameradschaft ottrers joined the Freikorps to

fight the unofficiaJ- war against left-wing insurgents in

the easterrr provinces, and many forrnd a place in the

Schwarze Reickrswehr , the iIIegaI extension of the army dis-

guised under other names. In this manner the military pro-

wided a constant and largeJ-y hidden threat to the demo-

cratic and conciliatory aims of the Republic, which it

regarded as an imposition of the enemy, to be toJ-erated

onJ-y under duress and abolished as soon as possible.

Es ctrenburg explains :

So entstand in der ldeimarer Republik eine der
Demokratie wesensfremde, nackr monarchischen
Prínzipien aufgebaute, weitgehend autonome
Militarmactrt, die rrnter dem S chutz des Vater-
J-andes geschaffenen Illegalit;t sich demokra-
tischer KontroJ-le entzog. Sie hatte ein
geheimes Vetorecht, was in KonfJ-iktsfällen
von entschej-dender Bedeutung sein konnte. 3

This mílitary pressure-group constituted a very serr_otls

gave rise to asource of opposition to the Republic. It
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series of abortive military coups tike the Kapp putsch of
L92o as well as providing the backbone of support for
Hindenb*rgts election as President in L925 and L932. rt
was particularly responsibl-e for propagating sucl. dangerous

myths as that of the Novemberverbrecher who had signed the

Treaty of Versailles, and the Dolchstoßte.eende.

The rumour of a treachero's ,stab in the backr which

had supposedly sabotaged the German army and brougtrt it to

an undeserved defeat began to circurate soorl after the war

and was given officiar credence by rì.one other than Hinden-

burg himself in L9L9 when he declared before a commission

set up to examine the cond.uct of the war that the German

army had been betrayed - rrvorr hinten erdolctrtr. such arL

idea naturally appealed to many people who courd not face

the fact of defeat; soon a widespread conviction arose

that Germany had not really rost the war aL atl and would

orle day be able to wipe out the shameful defeat in a second
lawar.' Both Jews and sociarists r,e'ere herd to be responsibre

for sabotaging the war effort at the last moment - and both
groups were well represented in the new.Repubrican govern-
ment, which for a nrrmber of reasons th.us found itself
bitterly opposed by mil-itary men of arl- kinds, including
tkre new Reichswehr commanded by General von Seeckt, tkre

unofficiaJ- Freikorps , and the many other private citizerts
whose war experíence trad confírmed them as coïrservative
patriots who ronged for a return to the monarchy and

despised and distrusted tl.e new order.

The

pol iti ca1

many years

and economic crises

of the Republicrs

the sollrce of both

lingered on through

Treaty of Versailles was

which

history. The enormous repara-
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tions insisted on by the Allies kept Germany poor and

contributed not a rittre to ttre inflation which reached

grotesque proportions in 1923. other humitiating and un-

fair clauses such as the Kriegsschuldpara.qraph which main-

tained that Germany alone had been responsible for tl-e war

made the treaty universally loathed, and with it the un-

fortunate men who had been forced to sign it orr the rì.ew

governmentrs behalf. The Prime Minister, Scheidemann,,

refused to accept the treaty and resigned, but others w-ere

forced to take over his task, condemning themserves to the

burden of unjustified political vilification which
5foIIowed. Herzfeld relates the consequences:

I,üie die Dotchstoßtegende, die eine rrnl-eugbare
militärísche Niederiage im Kriege in das Feld
einer innerpolitischen Fehde hinuberspieJ-te,
ist auckr dieser Entschluß der Unterzeictrnung

. ztrm Gegenstand eines erbittert er-¡. KeLzer-
krieges gegen díe Parteien und Persänl-íchkeiten
geworden, die . am 28. Juni I9L9 im Spiegel-
saal von Versailles ihre Unterschrift im Auftrag
d.er Mehrheit einer frei g.*äfrtten Nationalver-
sammlung geben mußten. Der agitatorische Kampf
gegen den ?rSchmachfriedenrr wurde zum dauernd.en
Gegenstand eines maßlos erbitterten inner-
deutsctren Agitationskampfes, der die ga'r'ze Ent-
wicklung der deutschen Demokratie unságIich
belastet hat. 6

This bitterness and resentment rras to plague the Republic

for many years. Outrage at the demands of the Treaty of

in many mj-nds Germanyr s

AIlies? betraviour over the

obs curedVersailles convenientJ-y

strare of blame for the w-ar; the

peace agreement was claimed to be as bad. Right-wing

rhetoric tkrrived orr demands for an abrogation of the
rdictated peacer and punishment of the rNowember crimina].st

who had accepted it. The Nazis in particurar knew how to

turn this dissatisfaction into practicat political g.irr=.7

With the treaty signed, however, the peace was
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official and life had to continue. Germany faced a

disastrous situation at home: wíolence threatened from

both Left and Right, while despair at, the lost war and

hope for the new democracy mingJ-ed to create a tense and

disruptive atmosplrere. The ecorromy w'as in ruins; hunger

and desperation trad embittered the same masses who had

rejoiced at the outbreak of *rr.8

In this atmosphere of excitement, hatred, dis-

ill-usionment and hope the Expressionist playwrigkrts were

creating highJ-y subjective portrayals of the world in

drama. The w'ar and its aftermattr gave rise to such bteak

visions of a perverse and doomed world as Krausr Die

Ietzten Ta.qe der Menschheit (f 9L9) , Hasencleverrs Die

Menschen (f 9f B) , Cart Hauptmanrì.rs Krieg (rgf 4) and Unruhrs

Ein Geschlecht (f 9IB). Blame for the war was assigned to

tl.e previous generation and the society which had produced

it : Has encleverr s Der Sohn ( f 9L3) and Kornfeldrs Die Ver-

fuhrun.q ( f 9L3) condemned its bigotry and authoritarianism.

visions of a new humanity and a quest for peace and brottrer-

hood inspired Rubinerrs Díe Gewaltlosen (rgr8) and Kaiserrs

Gas (fgfB). The characteristic Expressionist mixture of

horror at the depths to wkrich humanity can sink and elation

at ttre wonders which it rnight achieve in the future

accuratery refrected the moods prevalent in early l{eimar

society. Expressionism gave voice to what one observer

calted the rraJ-lgemeinen Fieb erzwstand der Zeit,,.9

The movement saw itself as a revolt against every-

thing to do with the old order, a youthful and ecstatic

breaking forth from narrow-mj-ndedness and conservatism.

ToJ-ler described its origin thus:



2I

I,fahrend des Krieges drang durch die strenge
Zensur nrrr wenig j.n die Offentlichkeit. Nach
dem Zusammenbruch brachte jeder T¿g neue l,üerke
freiheitl-ichen Geistes. Die Form jener Krrnst
nannte marr Expressionismus. Der Expressi-onis-
mus war ebenso Reaktion wie synthetisctre,
schöpferische Aktion. ÌO

The revolt was primarily aesthetì-c, but ethical , social

and some political elements were present too. The Expres-

sionists felt themselves to be closely allied with

pacifism, humanism, Socialism and other emotional, vaguely

Utopian movements of their age. Their plays refJ-ect the

excitement and revolutionary energy of the years following

the war - extremes of language., distortion, exaggeration,

grotesqrreness , impJ-arrsibility, violent outbrrrsts of hatred

and lyrical visions of peace jostle each otkrer in what

proved to be a sometimes naive and preposterous but also

importantly innovative literary movement.

Many of the dramatists of the early l,Veimar Republi-c

were part of the movement or reflected its characteristics

in their work. Kaiserrs Gas belongs almost completeJ-y to

Expressionism and the early plays of Brecht show strong

infl-uences; playwrights srrch as Toller never wholly

escaped from its emotionalism, everr while attemptíng a

sternJ-y intellectual Marxist interpretation of the world.

Perhaps the most important legacy of Expressionism, however,

w'as its renewed assertion of the artístrs role as social

critic. As Toller explains, the young Expressionist rebel-s

were not content simply to mirror the world around them,

but wanted to go further and change it:

Denn auf diese Umwelt woJ-J-te der Expressionismus
wirken, sie woJ-J.te er ändern, itrr eirr gerechtes,
helleres Gesicht geben. Die ReaJ-itat sol-Ite vom
StrahJ- der Idee neu erfaßt., rrell geboren w-erden. tt
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rt is crear that Rej-nhard Goering and Frítz von unrr.h, for

example, fel-t a compulsion to combine literary concerns

with serious social comment and to warn against those self-

destructive tendencies of the human race which w'ere only
too apparent in the world about them. Torler saw commit-

ment to social change as a significant new trend in the

literature of the time:

Seit SchilIers rRaubêrt, seit rKabale und Lieber
'w'ar das Theater nie mehr so Tribüne zeitLichen
Gesctrehens geweserr, so umwogt vom Streit und
l{iderstreit der offentlichen Meinung. Leiden-
schaftliche Anteilnahme auf der einen Seite,
heftige Vorwürfe einseitiger Tendenz auf der
anderen. L2

Tolterrs observation was accurate; preci-sely this division

of attitudes w-as to become a familiar pattern in the

future, setting up hostile di-visions between reforming

entkrusiasts and ttrose who decried the intrusion of pro-
paganda into literature. The question of tkre proper rera-

tionship between art and politics became oïre of the major

artistic controversies of the lüeimar period.

Ludwig Rubiner was another dramatist wtro regarded

art as something functionar, a rrsefur changer of society

and an expression of commitment to some poriti-car ideal.
In essays J-ike rrDer Dichter greift in die Pof itikrr he

described theatres as lüirkungszentren for new ideas; drama

'w-as to be the instrument of renewal .13 Rrrbirr". and the

writer Kurt Hi1ler w-ere leaders of the short-f ived Activist

movement whickr reached its peak in Berrin and Munich in

L9L7 and fgIB - others involved for a short time included

Alfred Kerr, Ernst To11er , ldalt er Has encl ever , Johannes R.

Becher and Leonhard Frank. Motivated firstry by rejection

of the war and alr it stood for, the Activists corrstituted
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that branch of Expressionism most corrscious of the

propagandistic pow'er of the word, of literaturers poten-

tial to effect change j-n the outsj-de world. Their journal

was christened Das ZíeI. Viviani explai-ns its phiJ-osophy:

Der Glaube an die Macht des trr7ortes, die politiscl-e
Aufgabe des Dichters, die zivilisatorische Bedeu-
tung des Literaten, der die l{elt verbessern sollte,
wurden dort am Beispiel der Franzosischen Revolution
auf gewi es erl .

But the movementts basic weakness was this:

Das Ethos der Aktivisten zei-gte sich als Gesetl-
schaftskritik..ohne metaphysischen Unterbau.

. Da sie uberzeugt w-arert, eine kuJ-turelle
Erneuerung und durchgreifende GeseJ-J-schaftsreform
mit Hilfe der Vernunft aJ-s Träger des rGeistesr
durchfükrren zu kännen, glaubten sie auch an den
Zündungsrrrert der Spractre, di e sie aJ-s demago-
gisches Instrument benutzten. L4

The Activists represent looth the strengths and the timita-

tions of Expressionist social criticism: ttrey showed

tremendous commitment and idealism but facked a reasoned

intellectual basis and they created visions of renewal

which were strongly emotional- and appealing but disappoint-

ingly vague in substance. Líke the rest of the Expres-

sionist movement, they regarded the November Revol-ution as

the climax of all their striving, and the collapse of that

movement into defeat and dísillusionment signified the

disintegration of their ow-n. ft appeared at first to aII

such groups of spiritual rattrer than political- revolu-

tionaries as a practical realisation of their dream, but

they w'ere prepared neither for its wiolent reality nor for

the shabby, though necessary, compromises into which it

soon- subsi decl .

The revolution of 1918 marked the end and the begin-

ning of many movements. ft was the culmination of years
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of growing restlessrress in which factory strikes and rravar

mutinies Ìrad been the orrtward signs of hatred of the w-ar

and a steadì-ly increasing demand for popular democracy;

it brought once and for aII the end of the war and of the

old Empire. l{hat it gave birth to was more than the

hastily improvised socialist Republic; it marked the

beginning of the extreme divisj-on in German politics which

proved disastrous in tater years. After November lgl8 the

Left fel-t itself to have been betrayed and spoke bitterJ_y

of frdie sogenannte Revolutiontt; they felt that nothing had

really changed. The Right despised a Republic founded on

the uprising of a dangerotts rabble, and regarded it as a

morar and politicar disgrace to be ended as soon as possibre.

Ltlhile bitterly at odds with each other, both groups were

thus united in resentment of the ldeimar democracy and worked

to undermine it whenever possibJ-e.

The German revoluti-on is so often dismissed as a

fairure or a mj-stake that it is perhaps necessary to state

its real and positive achievements. rt did end the war and

abolish the Prussian and other monarckries, it provided the

first opportunity that many people krad ever had. to take

politics into their own hands, and it establiskred a new-

state which wa-s democratic in aspiration if not always in

practice. Most importantry for Germanyrs curtural life, it

arso opened the door for countless tarented but hitherto

oppressed or ignored innovators, t}-e lroutsidersrl , as Gay

calrs them, who for the first time had some chance to strow

what they could do, unhampered by tradj_tional_ sanctions

against Jews or rad,icals or experimental arti=t".15 For

such people November 1918 must certainly have seemed a

turning point.
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Unfortunately ttrere was much to mar^ the new begin-
ning: nothing could disguise the fact thaL the revort had

been shot down by the army on the orders of the new social
Democrat government. once in power, the spD fett obliged
to defend its position with miJ-itary force, employing

regular sordj-ers and members of the Freikorps to sirence
the workers and ex-soldiers whose reberrion had recently

helped them to power.

The revolution-ts dismal end was to remain art un-

forgotten symbol of the l,{eimar Repubricrs failure to rive
up to its first promise - it rrow seemed a sham, a facade

for the old tyranny and corrserwatism whíctr continued under

a new' rrame. Had ttrere been a revolution at aLL? The

wri-ter Kurt ruchorsky commented wit}. characteristic

s arcasm:

Idegen ungunstiger ltritterung fand die deutsche
Revolution in der Musik statt. L6

Ruhle notes:

Die Skepsis, ob die Revolution uberhaupt statt-
gefunden habe, w'ar nach der Mitte des Jahrzekrnts
fur die fortschrittfickren Geister nicht mehr zu
unterdrücken. L7

This doubt proved central to the work of writers rike
Ernst roller, whose personal involvement in the brief
Bavarian soviet Repubric made him more sharply awar^e than

most of the consequences of fairure. Like his hero Karl
Thomas in Hoppla, wir J-eben! Toll-er was unab]-e to come to

terms with a socíety which had in fact deveroped out of
revorrrtion but managed to deny that fact in every way.

Politicar ]-eadership and corì.stitution had changed, but the
power structure of the l{eimar Republic remained identical

to that of Imperial Germany; industrial magnates, army
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chiefs and large Iandholders w-ere as ínfl-uential as
1Bever.

The fail-ure of the revolution in real.ity seems

nevertheless to have contributed to its greater triumph

in the theatre. A J-ingering revolutionary aw-areness and

the unresolved question of why it krad faiJ-ed inspired a

serj-es of plays about uprisings and revol-ts of alJ- kinds,

from Brechtrs Trommeln in der Nacht (fgfB-f9) and Tollerfs

Masse Mensch ( f gf g ) to l,üoJ.f ts Die Matrosen von Cattaro

(f9lO) and Plievierrs Des Kaisers Kulis (f 930). Perhaps

revolutionary enthusiasm orl stage

revolutionrs failure in reality.

this theory:

compensated for the

Grimm and Hermand support

Dj-e Deutschen waren nie imstande, ihre RevoJ-ution
zu vollenden. Sie haben keine Revo]-ution. l{as
sie haben, sind Revolutionsdramen. Mit einer
FuIIe und Vielfalt, die wohl von keiner anderen
Literatur übertroffen wird., sind sie ihrer Nei-
Sullg zul gestalteten Idee nachgegangen und haben
Stucke uber die Rewol-ution geschaffen. Es ist
ihre tragische Leistung die Revolution nicht
durch die Tat, sondern durch bildhafte Darstet-
Iung und Leidenschaft des Gedankens vollendet zrt
?rab en. L9

The Spartakus uprising

republik in Munj-ch were soorr crushed, but their effect on

cynicism and aIiterature w-as more Iasting; bitterness,

painfuJ- aw'areness of t}.e confused and imperfect conse-

quences of revolutionary action became part of the

experier¡.ce of new auttrors - Brechtrs Trommeln in der Nacht

reflects the feeJ-ing particularly strongty. Such an in-

sight was instrumental in transferring revolution to the

theatre: the guJ-f between aspiration and attainment cou1d.

not be forgotten, even by those writers as unflaggingly

faithful to ttre revol-utionary ideal as Friedrich Idolf . It

in Berlin as well as the Rate-
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was ldolf who noted that

the

no less an observer than Kar]-

Marx ?rad described discrepancy between German revo-

lutionary thought and action:

So sei Deutsckrland eigentlich stets um seine wahre
Revolution betrogen worden, weil es seine Revo-
lutionen im Gedank]-ichen - rrnd wir durfen hinzu.-
fügen: auf der eühne - ausfocht. Es stimmt schon:
wir setzten rrnsre politischen Leidenschaften und
Erkenntnisse nicht in konkrete Taten um, sondern
wir reagierten sie im Geistigen und auf dem Ttreater
ab. 20

Idhatever the consequences for practical poJ-itics, srrch a

transfer of energies certainJ-y enriched German drama.

Historyrs loss seems to have been titeraturers gain.

The incomplete revolution did at least give rise to

a new Republic, al-beit under ratlter confused and at times

armost farcical circumstances: the actuar proclamation of

a socialist Repubric was made hurriedry by Scheidemann oïr

November 9th, 1918, simply to forestall Liebknechtrs

proclamation of a Soviet Republic a few hours Later.2L Ttre

event was ctraracteristic of the almost accidentar nature

of the revolution itself; t?rere was no guiding plan or

oversight , aïrd no organised teaderskrip to shap" .r.r.t=.22

One of the most serious consequences of the

Republicrs hastily improvised foundation w-as a lack of

foresì ght which allowed much of the established hierarchy

of power to linger on. The burearrcracy, the legal system,

the universities, churches and economic organisatj_on of

the Iúilhelminian era continued almost unchanged, to the

serious detriment of tkre new stat ".23 Many of the govern-

mentrs endeavours were undermined by the opposition of

entrenched and powerful officials wttose training and

experience kept them stubbornly loyal to the attitudes of

the old Empire and incJ-ined to oppose ttre new order. The
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cort-sequence of sucLr reactiorLa]^y corrservatism in the Iegal
profession, for example, was soon notorious.24

During the first years of the Republic there were

serious problems to be solved. Hunger, disorder, the

demobil-ízation of the army arrd the reorgarrisation of aïl

ecorromy ruined by the war shoul-d hawe been the first con-

cerrì-s of the new government, but politicar chaos diwerted

much of its energy into the simple matter of srrrvival.

During the first years the Republic w.as orr several

occasions threatened by violent actíon from the Left and

the Right. The Kapp Putsch, the Munich revoJ-ution., the

Hitler-Ludendorff Putsch, the fighting in saxony, Thuringia

and Hamburg, separatist movements in the Rhinerand and a

spate of politicar assassinations w'ere symptoms of serious
.25urì.rest. - so many groups had reasorr to hate ttre Republic,

and so few of its supporters w'ere ever more t}-an unerr-

thusiastic Vernrrnftrepublikaner who reluctantly accepted

its existence without feering mowed to support or defend

the new order in any practical way. Gay comments:

To the rVernunftrepublikanerr the Republic w-as,
in a sen-se, the punistrment that the Germans,
aristocrats and bourgeois, deserved; it was
infinitely preferable to the barbarism of the
right and the irresponsibility of the Ieft; it
should enl.ist cooperation, even if it could not
command enth.rrsiasm. 26

This lukewarm support was insufficj-ent to defend a shaky

institution against the attacks of militarists and

monarchists who despised it as arr unworthy successor to

tl.e Empirer or left-wing revolutionaries wlro condemned its

betrayal of socialist ideals. As Knutter points out:

Linke wie Rechte betrachteten die Republik
Iediglich af s Drrrctr.gangstadíum ztrm Sozialismus
oder zur nati-onalen Diktatrrr. So kam das l,úort
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von derrRepublik ohne Republ-ikanerrauf . Zz

Not even tl.e sociar Democrats who had first created
the new Republic strowed much lasting commitment to its

welfare. After its initially important role in the revoru-

tion, the sPD wavered and declined into a position of com-

promise and weakness; the anomaly of a Marxist party find-

defend itse]-f with forceing itsel-f in power and having to

against more radical- Marxists proved. to be a major stum-

bling-bIock. As Motrler relates of the events of L92Oz

So kommt es beispielsweise zu dem grotesken
SctrauspieJ-, daß eine mehrheitssoziaListische
Regierung erst dem von Rechtskreisen ausge-
losten Kapp-Putsch mit einem General-streik
begegnet und hernach den mj_t durch diesen
Streik entflammten kommunistisckren Aufstand
im Ruhrgebiet mangeJ-s guter eigener Truppen
durctr Einheiten niedersckrlagen J-aßt, die
während Kapps Versuckr zum mi-rtdesten nicht
auf der Seite der Regierurrg gestanden traben. 28

Such r.izarre contradictions abounded in the first years

be theof the Republi c . However ,

ruling party; in practice

coalition group while stilJ-

theory. This rrStarr}.eittr,

sel-ben abstrakten Thes 
",,29

support.r= . 30

the SPD soon ceased to

it declined into a minor

remaining stubbornly firm in

this rtewige I,{iederholung der-

al-ienated particularly its young

Another of the partyts faitings from the start Ìrad

been an excess of fairness, arL easy-going riberarism which

rendered it too ready to share pouler with smaller parties

ress dedicated to ttre Republican ideal. The constitution

had been so writterr as to allow any party with a majority

the right to governr and the sPD w'ere scrupulous in defence

of the rights of other parties. As Mann remarks, tkrese

w'ere rtnoble, gute SpieJ-regeJ-n; gut nrlr, wenrl alJ-e mit-
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spielten, alJ.e an sie glaubt"r. "3I But as earl-y as Lgzo

public disenchantment with ttre achievements of the SPD

became apparent32; in the Jrrne elections its position

w-as weakened, and the retreat into ineffectual coalition

began. The party thus found itsetf in opposition to the

state whictr it trad founded, and control passed into the

hands of those who w-ere indifferent or at best only mildJ-y

interested in the preservation of the Republic, and later

to others wl.o activety opposed it.33

Gay has summarised the causes of the l,{eimar

Republicts eventual demise as rrpart murderr part wasting

sickness, part suicide".34 It is certainJ-y apparent that

successive governmerrts ignored the growing strength of

anti-Republican groups and were quite inexplicably toJ-erant

of open contempt for the democratic system, for example in

ttre universiti.=35 and in the ur^y.36 officiat tol-erance

of a legal system whose reactionary judges, prosecutors and

police official-s did their utmost to persecute left-wing

offenders and exonerate rpatriotict nationalists w'as yet

anotkrer factor guaranteed to weaken any J-ingering faith in

the l{eimar s tat e .

These rì.umerous abuses certainly had tkreir critics.

Journa]-s srrch as ttDie ldettbühne'r thrived on satirical

attacks against all aspects of the politicat system, and

novels and plays exposing the governmentrs corruption and

inefficiency abounded. Some observers have everl gone so

far as to claim that the satirists should be listed among

the RepublicIs enemies; Gol-o Mann, for example, claims

that rrungebundene Linksliteratenrr such as Trrcholsky only

helped to weaken a system whictr was deserving of more
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support.3T It is certainly true that ttre fJ-ourishing

group of social critics w'as itseJ-f despised as a part of

the ldeimar rsystemr by j-ts even fiercer critics on the

Right, who saw aII srrch rrAsphaltliteratrrrrt or "¡üaisctr-
zersetzende InteJ-ligen2"38 as part of the d.ecadence of tkre

n-eu-age. It worrld be a much sadder irony if the agitators

and reformers whose literary orrtput was designed to prrbli-

cise and if possible rectify various fauJ-ts in the system

only helped to destroy it. But satire itseJ-f is of no

threat to a democracy: the Republicrs stability was en--

dangered by more powerfrrl forces than a merely Iiterary

attack could provide.

One factor which put the democratic state in

jeopardy from the first was the complete lack of practical

experience on wtrictr to build. Decision-making by the

people w'as an unfamiliar concept; the institutions of the

Empire had prevented any real public invol-vement in the

process of government. But democracy was now to be tried:

the authoritarian state had failed and as an alternative

the people were presented with responsibiJ-ity - an ideal-

istic but perhaps fooJ-ishly optimistic measure. In-

experience as well as extreme internal- division made das

VoIk an unlikely source of wise decisions, nor was " *.rr-

íntentioned constitution sufficient guide in itseJ.f.

Attempts at democratic government w'ere made difficult by

political extremism: radicals of both Left and Right

rejected ttre l,{eimar experiment from ttre outset, and tkrose

occrrpying the middle ground soon had cause to lose faith in

it as weIl.

By L923 most of tLre serious social problems wl.ich
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led writers, arrd particularly

manifold imperfections of life

dramatists, to document the

apparent. Brechtrs Tromme]-n in

in the rrew-Republic were

der Nacht and a number of

plays outlining the Heimkehrer problem and the troubled

aftermath of the war had already appeared. Ernst Tol1er

was still imprisoned and coming to terms with the faiJ-ed

revolution with plays like Mas s e Mens ckr and Die Maschinen-

sturmer. Plays which J-ooked back to the war and its corì--

seçluences, suckr as Hasenclever I s Antigone (produced in 19L9),

von Unruhrs Ein Gesctrlec}.t and PLaLz (produced in 1919 and

rg2o) 1
Krausr Die LeLzt en Ta.qe der Menschheit ( pubJ-ished aït

Germany ín L922) and Tol].errs Hinkemann ( produced in L923)

'w'ere giving way to more analytical portrayals of society in

general such as Frartz Jung rs Die Kanaker ( produced in 192I),

I,{olff s Der arme Konrad (f 922) and Brechtrs Im Dickicht der

Städte (tgzl). The irrationat extremes of Expressionism

the critical Inew' realismr.were being slowly replaced by

The failure of the SPD which Toller and Horváth ]-ater

exposed was already apparent. So too was the gross bj-as

of the judicial system which Bruckner and a host of other

writers rrsed as material for critical- drama; the demorali-

sation of the younger generation had also been obserwed

with concern and was to feature in the next few years in

plays by Klaus Mann, Bruckner and others. But L923 was

also the year in whj-ch a more immediately seríous problem

became apparent: social and political disorder was for a

time completely overshadowed by economic crisis.

The infJ-ation whictr reactred its peak ín L923 was not

the first sign of economic malaise: even in the very

earliest years of the Republic, trorrbled times gave
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opportunities to profiteers and specrrlators while others
found ttremselves inexpricably impoverisrre¿.39 By L)2),,
however, the situatj-orr was extreme. A combination of heavy

borrowing during the war, the burd.en of reparations and the
foolish practice of printing ever more paper money to cope

with the demand4o reduced ttre mark to a tiny fraction of
its pre-w'ar walue. The government clearry di-d not under-
stand the causes of this mysterious probrem and sougkrt the
questionable advice of financiers and industrialists4l,
with disastrous results. The colrapse of the German

crrrrency impoverished the middre and rower crasses, yet
still enabled the rich to speculate and consoridate. Ttrose

dependent on paper money - pensioners, small investors,
employees - were completeJ-y ruined. Those few who

possessed property of real warue such as land, factories
or mines, made enormous financial g.irr=.42 The revaluation
of November l-923 left most of the popuration desperate,

embittered, and furl of the not unjustified suspicion that
they Ïrad been cheated in some mysterious way.

Becarrse the government l.ad been unabre to improve

the situation, inflation became one more evil to be laid
at the door of the Repubric, and of those wl.o began to
search for some alternative, many were attracted. to

LcFascism.') The increasing drift to the Right was one indi-
cation that democracy had arways seemed to maïly to be a

temporary, unsatisfactory politicar aberration: strong
authority exerted from abowe seemed not onry more famiriar
but infinitely more desirabre. A passage from Feucht-

wangerrs novel Erfolg sums up this feeling:

fm Grunde habe sich der Kleinbürger immer nach
einer Autorität gesehnt, nach jemand.em, dem er
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andächtig gehorchen durfe. Im lHerzer: sei er
niemals Demokrat gewesen. Jetzt gehe rij dem
I,tIert seines Geldes seine demokratische Tunche
vollends dahin. 44

The J-ess perceptible but possibly even more serious

consequence of the inf1ation and its coJ-lapse w-as a wide-

spread feeJ-ing of uncertainty and irrsecurity. Money, a

basic and crucíal commodity, had turned unpredictabre and

false; a whole nation had suffered while the gowernment

skrowed itseJ-f powerless to help. Perhaps even more than

the war, the inflation of L923 shattered pubtic confidence.

The corrsequences took shape not only in poJ-itical- trends

but in literary developments as well: the infl_ation had

an obvious impact on the pessj-mistic trend in much later

writing. Thäming comments:

I,rränrend bei Kriegsende Hoffnung und Erbitterung
sich mischten, bis zunehmende Desillusionierung
eintratr l^râr 9i. Inflation Ursache eines aus-
gepragten Gefuh1s von Unsicherhej_t rrnd Boden-
J-osigkeit.,. das grundlegend für dj-e Literatur der
zwelten Halfte der zwanziger Jahre ist. 4S

fnflation, like war, represented a rlew kind of

catastrophe in which millions were involved together; the

fate of an indi-vidual seemed to count for little in the

face of srrch all-encompassing crisis. As Ruhle remarks:

Die zwartzi-g Jahre zwischen L9L3 und L933 brachten
drei rreue Formen von Katastrophen: die politische
(der Krieg), d:-e monetäre (lnitation) und die
Arbeitskatastrophe ( f 9 30/3f beides: I,{irtsctraf ts-
katastrophen). AlIe trafen d.as garrze Volk. Unter-
gange ej-nzeJ-ner darin hatten nrrr noch symptoma-
tisctren Idert, insofern sie das alJ-gemeine Schick-
sal be]-euchteten. Dj-e neuert Katastropkren wírkten
fast wie Naturkatastrophen, nur daß sie mensch-
lichen Hande]-n entstammten. 46

This was the important difference: the anonymous fate

w'as recognised by

writers and íntel-tectuals to be man-made; catastrophes

came rì.o longer from nature or from God but were seen to be

which overtook miIIi-ons of victims
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the resrrlt of human actj-on, however mysterious or un-

predictable the connection between cause and effect. Such

a realisation was a significant new development in manrs

perception of the wor1d, and its reflection in Iiterature

and particularly in drama - was to have several. important

impli cations .

FirstJ-y, it radj-cal1y al-tered the function of the
rheror in drama. If individual fates were of val-ue only

to tkre extent that they il-lustrated the general. dilemma,

then it was a dramatistrs task to portray not unique indi-

viduars but average figures representative of a whore crass

or sociar group; âs well as to firt in tkre historical back-

ground wkrich infJ-uenced Ïris clraractersr fate. SecondJ-y,

there was a significant change in the form of the play; as

events were the resurt of social processes rather than of

individual psychology, the pl.ot could no longer develop

organically through human interactj_on but had to refJ-ect

those processes at work. Plays came to be manufactrrred, to

be rmader,, iust as events in the real world were seert to be

rmadet by various factors. nüfrfe notes:

Das SchauspieJ- erscheint nun a1s etwas Zusammen-
gesetzt es, Gemachtes r so sehr es arrch durch die
Dynamik in der Vorfuhrung gebunden wird. Seine
montagehafte rGemachtheitr entsprícht der Auf-
fassung von der ebenfal-ls tgemachtenr l,firklich-
keit. 4Z

One implication of such an approach to drama was a new

emphasis on its topicality rather than its literary excer-

lence. Plays were produced for the moment; their chief

function was to comment on ttre contemporary situation, their

aím Zeitwert more than Kunst*"tt.48

The Late I92Os abounded in plays whj-ch had been put
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together with the intention of explaining a historical.

situation rather than teJ-ling a human story: the term

Stück which began to replace llqg as a tabel for such

works indicates the change of approa "n.49 Most of the

plays which Erwin Piscator produced were cortsciously

manufactured products, put together by a team of writers

and adaptors from the raw material of a novel or arr exist-

ing but inadequate play, as weJ-l as from the historical-

background: Rasputin (t927) , Schweik (l-gz9), Konjunktur
(tgz9) and Der Kaufmann von Berlin (tgzg) are perhaps tkre

huge and anonymous forces at work in society, the vast

kridden movers of events. nünf e explains:

Bis t9I8 war die Macht personafisierbar. Noch
die Expressionisten personal-isierten sie mit
den Vaterfiguren. J etzt wurden nerre, andere,
anonymere Macht e si clrtbar: I,{irts chaf t smacht e
zum Beispiel (VerteiJ.er ..ort ö1 , vorr l,{-eizen,
von FJ-eisch, die Verwerter von Kapital) oder
die Justiz, deren gesellschaftJ-iche MactrtroJ-J-e
marì. entdeckt.., Poetologisch geseh.en sind das
rteue Stoff e frrr das Drama, das immer von den
schicksalsbestimmenden Machten handelte. In-
dem sie als solche aufgegriffen werden, ver-
ändern sie auch die Voraussetzungen für das
Drama. 50

best examples.

Piscator was one of the first

new to contemporary theatre: ?row to

to confront a problem

portray on stage the

human characters

interaction - and thus

because there was rro

individual I s relation-

Piscator was

against these

found himself

prec edent

ship with

and economic

varl-otls

int ended

obliged to

forces and

balance his

show tkreir

breaking new

for the portrayal

novel

ground,

of the

those networks of class struggle, vested interests

pressure which constitute society. The

production techniques which he deweloped w'ere

to solve preciseJ-y this problem: photographs,
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film clips and statistics provided constant reminders of
the larger world inside which the smaller action was taking
place, and stage mactrinery (for example the different stage

levers in Der Kaufmann von Berlin) contributed visuar

symbols of sociar crass. Human indiwiduars r{'ere made to

appear as part of a vast sociar and historicar process: the

background of every story remained omnipresent. History

and the forces which shape it loomed larger than human

figures, just as the huge sets and mechanicar apparatus

oversLradowed the individual actors. Processes, and not
people, w-ere intended to dominate.

There w'ere marry dramatists, of course, whose

interest in the psychologicar development of their charac-

ters tended to conflict with the intention of portraying

society as more important than singre characters. Ernst

To11er, for exampre, for art of his insights into the com-

plex relationship between the individual and his social

environment, generally alrows the individuar to dominate -
Die l,{andlunE Hinkemann and Hopp1a, wir J-eben! are hi ghlv

subjective portrayals in wtrich the personality of the tLreror

seems to be of far more interest to the author tLran thre

problematical sociar background. Brecht, too, often al-rows

his characters to develop a fascinating individuality whj-ch

is certainly at odds with their function as exemplary

figures (and incidentally with Brectrtrs stated aims of
creating non-involving repict theatre); Krag1er, Galy Gay,

Mackie Messer and Johanna Dark are memorable for much more

than their didactic functionl and the motiwations of eactr

are intrj-guingly human rather than just sociarry determined.

The indiwiduarist tradition of riterature must inevitably
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trave found itself in conflict with the Marxist-determinist

interpretation of ewents - and yet a mixture of the two,

whire pertraps ideol-ogicalry unsound, most certainry made

for more richly complex and engaging theatre.

Studies of the l{eimar Republic usual.ly divide its

history into three distinct segment=.5I First come the

founding years L}LB-?3 1 the period. of confusion and in-

stability bordered by the November Revorution and the great

inflation; Iastly comes the economic slump of L9Z9 and the

subsequent lapse into politicar extremism and. viorence end-

ing with the Nazi takeover in I933. The years between,

however, rdere more stable and saw some prosp erity5z;

between L924 and L929 the ecorromy became reratj-vely healthy

as the Dawes Plan took effect, and a series of ì_mportant

internationar conferences such as the one at Locarno gave

Germany a significant voice in the world again and cul-

minated in its admission to the League of Natiot=.53

Prosperity managed to bypass a still dangerously unbaranced

politicar situation and concentrate on economic essen-
( /t

tials.'" The period L924-29 was perceived as a rbreathing-

spacer , a welcome interlude during which the Republ_ic?s

more pressing probrems courd be set aside, if not forgotten.

The literary expression of the period came with prays such

as Zuckmayerrs Der rrärrriche lr/einber.e (t925) and a return

to simple, rustic comedy. As Ruhle notes:

Zuckmayers ErfoJ-g war der einer Atempause. Die
Inflation mit i}.ren Angsten war vorbei; die Renten-
mark hatte zu. einer Konsolidierung der wirtschaft-
lichen wie der politisckren Verhaltnj_sse verholfen,
die neuen Radikalisierungstendenzerì. von Anfang
L924 w'aren im Dezember, als die Kommunisten und
die Volkischen bei der Reictrstagswakrl die Stimm-
gewinne einbüßten, wieder aufgeñoben; die Repub-
Iik schien sich zu stabilisieren. . L925
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schierì. ja ein Jahr der Entspannung. 55

Zuckmayerrs play marked a retrrrn to earthy humourr ü[-

complicated sexuality and a freshness and natural-ness

which had been absent from German drama for years; it

prompted the critic Alfred Kerr to remark: trsic transit

gloria expressionismirr56 and seemed to prom1se a respite

from those troubres of the outside world which had started

to appear in drama. The complex arrd threatening problems

of tl.e Republic are in fact represented in Zuckmayerrs

play, but tn:" are still mild enough to be merely laugkred

off . Der frohliche l,{einberg portrays a right-wing student

full of unpJ-easant rhetoric, a pair of timid Jewish

merchants aw-are of the veiled hostility of their corleagues

and a group of corì.servative and aggressive war veterâfisr

but arr confricts are kept on a personar level arrd threats

are simply J-aughed arrlay.

Even during its relatiwely stable period, the

Repubríc continued to face more and more serious problems.

Constant political crj-ses weakened the governmentrs grip

orr any given situation and undermined public confidence.

The superficial gaiety and frivolJ-ty of the rRoaring

Twentiesr or .qoldene Zwanzíg.er hard]- y disguì-sed the very

real conflicts beneatkr. GoIo Mann recal]-s that crisis and

struggle seemed at the time to be commonplaces of daily

Iife:

So i=! die gute Zeit der l,{eimarer Republik, weïlrì.
man naher zusj-eht,, doch keine recht gute Zeit..
Sie wrrrde aucl. nicht als solche empfunden. Von
Krise, Schande, hockrster Not schrieben die Zei-
tungen, als sei es nachgerade etwas eewähntiches.
Die Regierungen, weJ.che verfassungsg.räß einer
Mehrheit im Reichstag bedurften, sturzten haufig,
rlm in nur wenig veranderte Gestalt wiederzrrketrren.
Das VoIk gewarrn den Eindruck, daß ihr mühseliges
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ZusammenstelJ-en nahezu so lang dauerte wie ihr
Amtzeit, und fand den ganzen Betrieb unwürdig. 5Z

Tn its brief fourteerr years the l{eimar Repubric experienced

twenty different governments and forrrteen chancell-ors, with

an average of onJ-y eight months eaclr in offic..58 Endemic

disunity and extremism plagued all J.eveJ-s of political-

life, expressing itsel-f in monumentaJ- struggles over petty

affairs such as the question of the colours of the German
qo

flag-' or the participatj-on of the Kaiserrs grandson in
6oarmy manoeuvres minor issues whickr became the focrrs

for serious and deep-seated dissension.

It w-as also during the perio d L924-29 that the

theatre finally came into its owrr as the pJ.atform for

fierce and outspoken social criticism. The Zeitstück

fl-ourished; Neue SachJ-ichkeit cast a cold, shrewd eye on

the contemporary world and noted its fauJ-ts in detait. A

krost of plays and revues estabtished the dramatistrs right

to outspoken social criticism and brought recent events

like the war or the inftation as well as sensitive topics

like justice, secret rearmament, the problems of youth,

political assassination or abortion into pubtic debate.

Typical- manifestations of this urge for actuatity were

Piscator and Gasbarrats Revue Roter Rummel (f 924) and

Trotz Al-l edem ! ( 1 925), Rehfisch's lúer weint um Juckenack?

(l-924) , Bronnenr s Rheinisctre Rebellen (l-925) , Paquetrs

Sturmflut ( 1926) , Brucknerr s Krankheit der Ju.qend ( f 926) ,

tr{olf rs Ko]-onne Hrrnd (t927¡, Rehf isclrts Der Frauextarzt

(t927) , Tollerrs Hopp1a, wir leben! (f 927) , Piscatorrs

adaptations of Rasputín (f 927) and Sckrweik (r9zB), Hor-

váth's Sladek, der schwarze Reíchswehrmann ( rgzB ) , Brechtr s

g2B) IDreigroschenoper ( f Brucknerrs Die Verbrecher (f g2B) ,
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Lamp e]rs Revolte im Erzj-ehun.qshaus (r9zB),

(l-gz6)

!üolf f s ZvankaLj-

(tgzg) , Mühsam's

Der Kaufmann von Berlin (tgzg). nünre has

genre thus:
ttZeíLstuckrr meint das Schauspiel , das sich un-
mittelbar mit den Problemen der Gegenwart, der
nahesten Zett, bescfräftigt. . Das Zeit -stück ist selbst herausgãfordert vorr g.r Zeit.
Seine Gebärde ist aufktärerisckr, aufsässig oder
revolutionär, die Tntention päaagogisch, die
Absicht heißt: Erkennt Euch, Eure Umwelt, und
entscheidet truckr. 6f

critics have also defined the ze:-tstück as rrDebattenstückrl

or trReportagestück"62 and the genre as ,zeittheater, Ten-

denztheater, Aktualitätstheater,t63 ot simply'rpolitical
theatretr: íts trademarks w-ere topicality and critical
intent. Brechtts Trommern in der Nacht w'as the first suckr

pray to gain public attention (Gregor's schauspielführer

actually defines it as 'the t Zeitrtü"t64 ), and its srrccess

red to many more widery ranging portrayars of contemporary

or recent events. The Expressionists had crothed their
social concerns in lyricar language and symbolism, but the
writers of Zeit.theater r^¡ere more real-j-stic and direct,

and Mehringrs

defined the

most a historica]. situat j-on ( 
". S. I,{elkt s

Got t].and or Rehfischrs Die Affäre Drevfus )in

Sacco und Vanzetti

employing

Gewi t t er

at

ür".
order to make a point. applicabre to their own time. The

language of tl.e new plays w-as corrversational , eveïì. vulgar
prose and their concern w'as very much with the present.

The relative novelty of such topical theatre is
revealed by the reaction of a contemporary observer to
Jungr s Die Kanaker in I92L. Tts closeness to everyd.ay

affairs becomes apparent to the spectator just as the cllr-

tain falls and the ptay ends:

trrir sind wieder im Leben rrnd merken jetzt, daß
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wir eigentlich gar nicht weit vom Leben weg
warerr, die garrze Zeit ü¡"r. Das ist das
grundl egend Neue an di es em Ttreat er , daß Spi eI
und ldirklichkeit in einer gatLz sonderbaren
lüeise ineinander üU"rgefren. Du weißt oft
nicht, ob du im Theater oder in einer Ver-
sammlrrng bist, du meinst., ¿u müßtest ein-
greif en und helfen, du mußtest Zwisc?renrufe
mactren. Die Grenze zwischen Spiel und l,{irk-
l-j-chkeit verwischt sich dauernd. 6S

Theatre has ceased to be a remote artistic experieïÌce for
this onrooker - the drama is asking its audience to take

a stand on important issues inside the theatre as wetr as

in the outside world.

Zeittheater was part of the larger movement known

as Neue Sachtichkeit which al-so embraced painting, music,

and forms of literature other than drama. Neue sachrich-
keit is generarry held to have replaced Expressionisffi as

the dominant artistic style during the early ir|ZO=.66

Just as the passionate ideal-ism of the Revorution turned
graduarly into a refuctant and srightly cynicaJ_ acceptance

of the status euor so Expressionist emotionalism gave w.ay

to a more sober and objective approach to literature. The

word sachlich was being used to mearr praiseworttry matter-
of-factness as earry as L92o, but the term Neue sachlich-
keit was fixed by the art historian Hartraub in L923 as

the title for an art exhj-bition and subsequently for the
whole movement. 6Z

Some critics have accused the dramatists of Neue

Sachlichkeit of failing to live up to the objective

neutrality which ttre movementf s ïrame seems to irpry68, but
this is to misunderstand its basíc nature; S achli chkei t

mearts simply a devotion to the thing itsel-f ., to facts , to
authenticity and accuracy. A contemporary observer noted:

Der Name Sachlichkeit enthält viel mehr, als die
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meisten ahnen. Er ist nicht, wie seine Urheber
im Anfang meì-nten, eine einfacLre Übersetzung
des Namens trRealismrlsrt. Er besagt: an die
Stelle des Kunstwerks will sich die rrsache
sel-bstrt schieben; das Ding selbst, der auttren-
tische Gegenstand. 6g

Plays of the rrew type concerned themselves with factual

reportage about matters of pubric corrcern: Paragraph 2lB,
the í11egal army, i-ndustry, education, the operation of
the stock market or the legal system. Authenticity was

assured by the author?s expert knowredge - credê (para.qraph

218) and l{oIf ( Zrrankali ) w'ere doctors, Alsberg ( Vorunt er-
suctrun.q ) a Lu*y"r7o - or by painstaking research into the

details of a reported incident; l{orf based. Die Matrosen

von Cattaro on interviews with men actually involved in the

mutiny, and PJ-ievier

views before writing

is said to have conduct ed L92

b.r.7r undertying art such prays was the berief that facts

speak for themselves: once a situation was explained,
public indignation and reform should automaticarry forrow.
ft may be true that in this assumption the writers of Neue

Sachlichkeit orrerestimat ed their potentiaJ-; Gruber certain-

ry craims that ttthey expected more of literatrrre than it

could hope to accomplislr,,.72 yet many of their ptays did
provoke hoped-for public discussion ( ttre debates about

abortion and justice were particurarry fierce) and in rare

cases 1ed to actual ,"f ot^.73 Most importantry, however,

the Zej-tstuck became accepted as a wal-id new form of drama.

sociar and political controversy w'ere transferred from

public lif e into the tfieatre and sometimes back again; the

stage became a focus for contemporary concerrls as rarely

b efore.

It may perhaps seem strange that Zel ttkreater

Der Kaiser gin.q. die Genera].e

int er-

bIi e-
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flourished most strongly during the Republicrs stabl-e

period,, at a time when its more urgent problems seemed to

have subsided. The social abuses which inspired critical

drama continued, however, in spite of relative economic

stabirity, and documenLary prays about t}-e immediate past

- the Revolution or the inflationary period - were still-

being written. More importantly., there was now money avail-

able for theatrical enterprise and the politicar situation

w-as settred enougtr to permit public tolerance of radicar

plays. The Piscatorbuhne , for example, was very much a

product of this er^al onJ-y a few years later, financial.

difficulties and growing opposition to outspoken left-wing

drama made the establishment of such theatre impossible.

The economic crisis of L929 and tLre increased un-

employment and poriticar extremism which followed marked

the finar stage of the l{eimar Repubricrs history. The l{arl

street crash of october L929 had repercussions all- over the

world, and for a country as economically unstable and

dependent on foreign aid as Germany, it had especially

serious con-sequences. unemployment krad been steadiry grow-

ing even in the stabre period, but during the severe winter

of itgz}/zp there were over two million out of *ork74, and

by the end of L93O the figure had risen to over four

mittion. T5 The consequences of higher unemproyment in terms

of decreased government revertue from taxation and the

increased burden of unemployment relief contributed frrttrer

to Germanyrs economic chaos.

Political extremism thriwed j_n srrch an atmosphere of

crisis and corlapse. A tendency to abandon the reasonable,

middJ-e-of-the-road parties for the potitica1- fringe groups
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had been observed as early as LIZO and L92476; when the
sj-tuation worsened, more peopre sought a radicar sol_ution.
Both communists and National sociarists mad.e gains in the
elections of L93O and 1932, but the Right profited far
more than the Left. Ttre Nazis in particurar seemed to
promise strong leadership and hope to the masses of im-

poverished smalr farmers and middre-crass emproy ""=77 and

to offer in their mixture of ideologies something peculì_ar-

Iy attractive to a growing rrrmber of support..=.78 Many

unemployed men are said to have joined the Nazi sA (sturm-

abteit) simpry for the free uniform, food and accomodation

which it offered. T9 Politics soon became a matter of fists
and boots and hysterical demagogy; those who stilt
espoused caution or compromise went unheard.

The effect of radicar politicar porarisation on the
tkreatre was twofo]-d: the Zeítstuck became more extreme,

abandoning artistic considerations in an attempt to be more

hard-hitting and persuasive than ever, and financial
probrems combined with harassment from the Right forced
many theatres to close their doors altogether.

rn L929 Piscator reviewed his past achievements brrt

looked to the future with misgiving. This is krow kre saw

ftDie Si-tuation 1929,, :

Die erste Periode der Piscator-Buhne lag in
einer reJ-ativ stabilen, ruhigen Situation.
Die zweíte Periode der Piscator-Bühne, die
Periode, die vor uns liegt, sietrt bei weitem
weniger ruhig alls. Proletariscl.e Organisa-
tionen, wie der Rote Front-Kãmpfer-Bund,
werden unt erdrückt , rtnational- eìt Organisationen
durfen j-hren Aufmarsch planvoll und ruhig vor-
bereiten. Die rrGefahr voïr rechtsrr wächst
sicl.tbar. BO

Piscator goes on in this passage to detail rrnemproyment and
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ecorromic crisj-s r tl-e major industrial_istsr support of

HitIer, the impoten-ce of the League of Nations, massive

the rnext war I r âs well as a

by the rapid changes in modern

rearmament and open talk of

spiritual crisis brought ort

thinking. He contimres :

Dieser gewaltige Umschichtungspro zeß,, in dem
sich wie vor trundertfunf zíg Jahren die Geburt
einer rrerren Ges eJ-ls chaftsordnung abzeíchnet ,kann nicht spürlos am Theater vãrbeigetren.

. Das Krrnsttheater beginnt abzusterben.
Es ist kaum noctr moglich, die Linie der reinen
Kunst (¿i-e Verteidigungslinie der politischen
Reaktion) zu haLten. Das Pubfikum interessiert
sj-ch nicht mehr dafür. Auch das bürgerliche
Publikum nicht. ,. Es beginnt, aufgescheucht
durclr die Fragwurdigkeit seiner eignen Existertz,,
auch vom Theater Antwort auf politisch-gesell-
schaftliche Fragen ztr fordern. Bf

Piscator?s description of the mood of L929 is very
revealing, but his conclusion certainly overestimates

pubric demand for his own kind of theatre. piscator was

observing the end, not the beginning, of a wave of public

enthrrsiasm for political controversy orr stage. The real

situatiorr w-as becoming so serious that tendentious ttreatre

onry seemed to rdorsen poriticat porarisation, and peopre

were tiring of agitation in the prace of reraxation and

entertainment. By this stage, as nüfrf e suggests , the

theatre had probably passed its peak of usefurness as a

political fotrm.82 The growing threat from the Right w-as

nevertheless such an overriding corrcern ttrat teft-wing

drama, still charged with the urge to warn and convince,

became ever more extreme. Friedrich lüol-f , for example,

certainly fert that he was being forced into a more crudery

persuasive style as the situatiorr worsened. He wrote in

l-930:

Es gilt kreute mit dem Hammer zu arbeiten, nickrt
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mit Pinzette und Seziermesser. Und deshalb
wollen wir Stücke, die die Menschen vorwärts-
treiben, die die Menschen packen, erregen,
ihnen ldege zeigen, Stücke, die die klare
Linie, wokrin der Kurs geht, beleuchten, Stücke,
die Kompaß und Fackel sind. Bl

There was certainly a reflection of this resolve

owrr work; whereas ZyankaLi (l-929) sti1l appeals

plea for

Marxis t

in l,{olf rs

to the

humane law

and revo-

l-iberal bourgeoisie w-ith its emotional-

reform, his next plays are specificalty

lutionary.

There r,e'ere fewer left-wJ-ng Zeítstucke in the fina]-

years of the Republic, but those whictr did appeailw-ere more

radical in intent: l,{olf ?s Die Matrosen von Cattaro and

Plievierrs Des Kaisers Kulis rdere produced in L93O, l{olf 's
Tai Yan.q erwacht and Wan gentreimr s Die Mausefa].]-e in L93I,
and Brechtrs Die Mutter arrd l{ang enheimrs l,{-er ist der

Dümmste? in L932. These later plays were in fact so

closely tied to KPD propaganda that they can be said. to

form a separate group: Rüfrte claims, for example, that

the Zeitstuck proper (which he regard.s as a product of

riberarism) uras exhausted by L93o and repraced by a differ-

ent form, the engagiertes Parteistück or Leh.rstü"t .84 The

propaganda plays of the early 193os can stirl be crassified

as Zeítstucke by their topicality and critical- intent, but

their revorutionary directness d.oes make them more closely

allied to the A.eitProp tradition of factory-gate pro-

paganda than to the more sophistícated products of Zeit-

theat er .

The Ze:-tstuck undeniably

PoJ-itical theatre was not simply

Hitlerrs rise to power; it had

years before that.85 Tl.ere are

declined in íts final- years.

cut short in L933 by

suffered a crisis several

several- explanations for
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this. Firstly, Zeittheater too quickJ-y became a medium

for mereJy party-poJ-iticaJ. propaganda, whictr lessened its

appeal to the wider publi".86 There was aJ-so opposition

from reactionary forces which constantly attacked Ieft-

wing drama for its excesses; as Laqueur remarks, although

the theatre stayed Left, pubJ-ic sympathy was moving

irresistibly to the Right.BT A small-er but sì-gnificant

branch of right-wing Zeit tkreat er appeared, prodrrced by

authors like Bronnen, Johst and Mötrer and espousing }-eroic

and nationalistic ideals; srrch plays were entkrusiasticalty

received by the increasing numbers of Nazi supporters and

became the basis for the official theatrical- style estab-

lished by the National Socialist government in I933. But

most seriously of all, Zeittheater became a fashionable

trend which was overindulged and ttrus extrausted pubtic

interest. IrresponsibJ-e and uncommitted auttrors who turned

out weakly imitatj-ve Zeit=tü"t"88 ted Herbert Ihering to

wrote indespair that the genre had

L930:

become corrupt. He

Zeitstück, politj-sches Stück, welche Mißver-
standnj-sse kraben sickr hier eingenistet ! Aus
der harten Notwendigkeit, endlich das Theater
an die ZeiL heranzufuhren, endlickr das Theater
wieder ztr einer AngeJ-egenheit des äffentlichen
Tnteresses zu macherr, ist längst eine behag-
liche Mode und spießige Gewohnheit geworden.
So war es nicht gemeint. . Das Theater
ist rrur ein kleiner Teil- der Kulturkrise. Aber
sie wird hier am rapidesten deutlich. Bg

The problem of arranging performances at all plagued

those left-wing authors

the Republic. The few

of increasing financial

form everr the works of

stiJ-J- writing in the last years of

theatres which had survived in spite

reluctant to per-difficulties were

]-iberal authors,

bi t t erly

Iet alone revolu-

in L932 that thetionary ones. I{oJ-f complained



4g

same marì.agers who had eagerly profited from tris plays in

better times now' shunned anything controwersial-: rrKeine

deutsche gütrne wagt heute noctr, un-sere Stücke ztr spielen

. Heute nimmt kein Hund mehr einen Knochen vorì- uns,,.90

Looking back in 1934, he wrote:

Nach 193L war..a-rl der Theaterfront kein Zweíf eL
mekrr moglich uber den Aufmarsch des Faschismus:
alle Brrhnen, die fruher mit unseren Stucken
rrvoJ-le Hausertr erztelt tratten.r. leLrnten jetzt
rrprinzipiellrr j edes rrrrsrer Stucke ab , schon
wegerr der Theaterskandal-e, die immer haufiger
mit einer Auffuhrung von Brecht oder l,{'olf ver-
brrnden waren. 9L

Theatre managers with a careful eye on public trends sensed.

a growing sympathy for the Nazi view and also refused to

risk tl.e violence caused by agitators sent to disrupt some

performances. Police prosecution of l_eft-wing productions

was more frequent, needi-ng no other justification than

their political- content. I,{olf himself was arrested in L93L

ostensj-bly on charges connected wítkr Zyarrka1-i- , but actualJ-y

because he was a known agitator and a threat to the right-

wing pressure group whích was gaining more and more power
.92over government actlorì.. -

The formation of actorsr collectives, Notgemein-

schaft "n93 , during the period L92B-32 provided a temporary

solrrtion to the problem of unempÌoyment among actors and

the closure of established theatres to radical drama. Some

of the most important plays of the l,{eimar Rep'ublic's final

years w'ere presented by these groups, wkro hired theatres

where they could and travelled from town to town with out-

spokenly propagandistic plays. The trGruppe Junger Sctrau-

spielerrr (formed in Berlin in L928) toured with Lampelrs

Revolte ím Erziekmn.qstrarrs the rrPiscator-Buhne Kollektiverl

( BerJ-in, 1930) toured with tUüfrsamrs Sacco und Vanzettl and
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I,{oIf rs Die Matroserl von Cattaro and Zyanka]-i i l{angenheimrs
ttTruppe L93Irr ( formed in BerJ-in) p resented Díe Mause-

oh
falle. ,: They continued to bring lively and topical. plays

;" a wide pubri c at a time when the f ew remaining

traditional theatres were retreating into vapid musicals

or sabre-rattling clas=i.=95, but their infruence w'as too

limited and came too rate to }.awe much effect on politicar

Iife.

The history of the l{eimar Republic and of its

theatre came to an end wittr the NSDAP's rj-se to por^r'er in

L933. Hitler became Chancellor as the result of a

political- deal in January L933 and worked rapidly to con-

solidate his power; the Reichsta fire and the elections

which forlowed gave him tkre support necessary to suspend

the I,{eimar constitution and rearise Nationar sociarist

anti-communist and anti-semitic polícies, both officiatly

as legislation and unofficially as street-corrrer viol-"rr...96

As a result, a f1ood of refrrgees began to pour out of
Germany, perhaps the most illustrious group of exiles of

al1 timer âs Auy97 and otkrers have noted. Most of the

major dramatists were forced to leave, among them Brecht,

Bruckner, Ferrchtwanger, Horváth, Kaiser, ToIler, Rehfisch;

l,úangenkreim, von Unrutr and Zuckmayer - and with them the

great directors who ?rad herped make their success, such as

Jeßner and Pi=".tor.98 The shock of the Nazi regimers

rapid rise to pow'er, tkre hardships of escape and the

difficurties of finding acceptarrce in a forej-gn country

reduced many previously outspoken auttrors to silence, but

rage and ttre need to broadcast the truth about Hitlerrs

Germany made praywrights rike Brecht and ldorf continue to
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write. There was a brief revival of the Zeítstuck in

exile which centred largely around the Schauspieltraus in

Zrrrích, where Brucknert" .@ *.= performed ín L933 and

I,folf ts Professor Mamlock in L934. AJ.together there w-ere

some BOo performances of German Exiltkreater in various

countri"=.99 Trr"t" *.= obviously no shortage of material

for critical- drama at this time; the struggle to get pl-ays

produced abroad proved daunting, however, and most authors

were disadvantaged by the precariousrtess of their position

as a German alien in a foreign country.loo cut off from

first-hand knowJ-edge of current developments, rror{- out-

siders in every sense of the word, they w-ere exiled from

the socíety which l-ad given rise to their work as weII as

from the language itself.

Leonhard Frank gives a vivid first-hand account of

the exiled authorrs diJ-emma in his autobiographical- novel

Links w'o das Herz ist:

Das lrlort tterttwttrzeltrr bekam seine grausamste
Bedeutung. Die Emigranten gehorten nirgends
hin und bekamen Tritte wie Hunde, die sich
verlarrf en hatten rrnd umtrerstrerrrtten, und
besonders wrrchtige Tritte., wenn sie versrrckr-
ten, im Gastland zu verdienen, was sie zum
nackten Leben brauchten.

Der Kernsc}.uß hatte die emigrierten Schríft-
steller getroffen, die Arbeit am Lebenswerk
war unterbrockren. Er mußte erfahren, daß er
oh.ne den lebensvollen, stetig eÍa Zu.strom aus
dem Volk seiner Sprache und ohne die ,rrt*äg-
bare stetige Resonanz der Leser als wirkender
Schriftsteller nicl.t mehr existent war. lo]-

Most refugee writers suffered from the dilemma of

having no corrceivable arrdience in reach; for dramatists,

dependent on live performance of their own works for

continuing artistic deveJ-opment, the disadvantage was par-

ticularly severe. As nünfe has remarked:
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. Dieses deutsche Zeítstuck stirbt im
ExiI bald ab, weil es dem historischen Boden
entzogen ist, der Gesel_l_sckraft, arrf die es
sich bezieht und die es zur ResotT.arvz braucht.

. Im Exil hatte es die ihm gemäße GeseJ-l-
schaft verloren. LOz

under circumstarrces which combined physical_ hardship with
creative difficul-ties, it is thus hardly surprising that
the outburst of literary protest in exire was of only short
duration.

Theatre in the National- sociarist state was in the
meantime being reorganised and brought rrnder the personal

oversight of Goebbels, wkro defj-ned the desired new form of
drama in L933 as rrheroisch, stänrern-romantisch, national

ro3mit Pathos.tt-- ¿ A specially appointed Reichsministerium

für VolksaufklärunE und Propa.qanda had control of theatrical

activities. rronically, after years of right-wing criticism
of the left-wing dramatistsr tendency to surry art with
politics, art in Nazi Germany became politics, and politics
became a kind of rrt.fo4 Theatre and arl other kinds of
offlcial1y encouraged artistic expression rdere defined quite
openly as the mearì-s used to mould mass consciousness, and

the new state expressed itserf in artistic terms as a kind
of heroic tkreatre with banners, parades, uniforms and

emotional rtretoric. Nationar social-ist drama consist.ed

mainly of massi-ve Thingspiele ( trre ,nationar-kul_tisch-

heroisches Drama des neuen Deutsctrland=,,1O5) and tastel-ess
revivars of historicar plays about the Holy Roman Emperors,

Lutherr or Frederick the Great.

The polarisation which had ckraracterised tkre

political- and arso the artístic l-ife of the ldeimar Repubric

was tkrus taken to even greater extremes after 1933. rnside

Germany the nationalist playwrights had their way and were
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abre to indurge their Lreroic and miritaristic fantasies;

outside, the critical Zeitstück contimred for a while,
given added impetus by the bitterness of the exiles, but
handicapped always by a sense of its own futility as

auttrors turned to other concerns in their new homerands.

hlithin the German borders dramatists had no opportunity
to act as critics of contemporary society, and their

colreagues outside w'ere too cut off from that society to
make arr effective contribution as dramatists at arl. rt
was not until L945, when National socialist drama wanished

as completery as the regime which trad nurtured it, that
critical Zeíttheater had the chance to play a role again
this time as a remembered tradition which served as the

basis for post-war developments in drama.
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PART TI,TTO: TTIE PLAYS

GEORG KAISER GAS

Kaiser wrote Gas in L9L7-18, at a time when Germany

w'as endrrring the last stages of an apparlingry costly and

destmctive war. Although Gas is not obviously topical

a coming war is talked of but has not yet broken out - it

refrects much of the spirit of its time. Kaiserr s sensi-

tivity to the prevailing ideas of the age tre lived inl

brought to the pray severar central tLremes 2 a horror of

destruction, revursion against industriatisation and the

new technology and a vagrrery sociarist corrcern with the

werfare of the working class. The pray certainry has many

Expressionist features, srrch as its norr-specific setting,

the abstract and alJ-egorical figures, and the familiar

search f or an ideal nelrer Mensch , but Gas also reflected

enough of contemporary reality to appeal to its first

audiences as a parable of their or{n age. rts performarrces

in November 1918, in the very first days of the ldeimar

RepubIic, earned an enthusíastic response, rrdenn aJ-le

witterten d,ie ungel.eure Zeitgemäßt .lt der probIeme,,.2 Tt

is clear that Gas served to express already wíd.espread

misgivings about the real nature of the patriotic war^ just

ending.

Strongly supporting and encouraging the war at

every turn had been the massiwe force of German heavy

industry. Germanyrs wealth and power in I9l4 was the

curmination of over forty years of large-scale industrial
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enterprise which had had arr enormous impact on the economy

and on ttre lives of t}.e people:

Die Industriegesellschaft hatte die Aufhebung
des Agrarstaats betrieben, MiIIionen warerr vom
Land in die Stadte gezogen; Berlin, Hamburg,
die Industrieorte an der Ruhr w'aren sckrnelt ge-
wachsen; die Entwicklung der neuen ctremischen
Industrie, der Etektro- und Schwerindustrie am
Ende des vergangerren Jahrhunderts hatte Deutsch-
J-and in knapp zwanzíg Jakrren eine beherrschende
StelJ-ung auf den ld'eltmarkten verschafft. .
Kohle- und trisenindustrie sctrlossen sich unter
tr'ührung d"{ schnell wactrsenden Banken zllsammerl,
die schließIich die Macht des Kapitals repra-
sentierten. Eine kJ-eine Gruppe wirtschaftlich
Mächtfger wurde immer wichtigãr für das Schick-
sal der Nation. 3

This is the world which Kaiser portrays in þ1,
albeit in alJ-egorical form. The gigantic pow-er of in-

dustry is recognised as the real controJ-ler of kmman

destiny. Its destructiwe potentiat is made clear by the
Lexplosion in the gas factory', its sinister power is

symbolised by the fiwe schwarze Herren who appear in the

third act to demand a return to production, and its

crippling, detrumanising effect on tkre workers tkremselves

is made explicit in Act Four.

Kaiserts portrayal of the ruthJ-ess seJ-f-interest of

the technical and indrrst.ría].- eral not previously regarded

as a subject for drama at ai-l-5, makes Gas a significant

ptay. Something of the same insight t" to be found. in

Sternheimrs I913 (first published in IgL];); the critic

Gunther Ruhle, for example, sees in Gas

die Fortsetzung j enes urì.verantwortlictr
Ios gewordenen Kapitalismrrs, den Sophie
I9L3 arrkundigte und dessen Gewj-nndenken
die Arbeiter ubergegriffen hatte. 6

und zieL-
Maske in
auch auf

In 1913, however, ttre power of industry is simply a weapon-
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of the dynastic struggJ-e within an aristocratic family.

rn Gas it occupies centre stage: Kaiser shows a capitarist

monopoly industry in operation and thereby írlustrates the

connection between economic and politicar forces in the

modern state as well as the dehumanising drudgery which

the technology of mass production inflicts on those in-

volved.

Kaiserrs vagueJ-y humanitarian socialism, which is

revealed in this concern for the workers and in his por-

trayar of an industrial enterprise rurr entirely for the

profit of its employees, reflects another trend of his
time: the irrepressibre utopian dream. As nünre observes,
Itl,t/ie i-n keinem anderen Stück näherte sich Kaiser hier

sozíaren Gegenwartsproblemen und vor arlem: Gegenwarts-
-hoffnungerrtt. r Gas reflects some of the prevairing visions

of a better future which in their most overtry political

form manifested themserves as moves to end th-e war through

strikes in munítions factories (BerJ-in, January lglB), in
naval mutinies (Itief , October-November I9IB ) and at tast
in actua] revolution (Munich and Berlin, November f gr8).

Kaiser was acquainted with Gustav Landauer, one of tkre men

involved in the brief Municfr Räterepublj-k and was doubtless
Binfluenced by him and his Aufruf ztam Sozialismus , but

Kaiserrs ow'rì. version of sociarism w'as idearistic and

riterary rather than activist or seriousry politicar. He

can krardry be rabelled a Marxist, as Huder has pointed out:

Schon als Kaufmannsfehr1ing hatte Georg Kaiser
zwischen Zuckersäcken seinen Schopenkrauer ge-
lesen. Die Lektüre blieb durckr ¿1e gesamte
Produktion derart wirksam, daß man überalJ- dort,
wo man in Georg Kaisers lderk KarI Marx erw-artet,
schließtich Schopenkrauer vorf indet. 9
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But, as was the case with many Expressionists, Kaiserts

view of trumanity was often stri_kingJ-y similar to the

Marxist orre. Mennemeier notes for exampre Kaiserrs skil-
ful portrayal of alienation in a capitarist society, and

adds:

Auch der Gedanke der marxistischen Philosophie,
daß die bisherige Geschichte rrur die Vorgeschic}-te
des wahren 1 garlzeî Menschen sei, ist in Georg
Kaisers hlerk (wie in vielen expressionistischen
I,ferken) Iebendig. FreiJ-ich nur aIs Sehnsucht. J-O

Kaiser was a salesman by profession and had no

personal experience of the struggre of the working crass.
rn Gas , however, his revrrlsion against the encroachments

of indrrstrialisation and his concern for human freedom

led him in fact to take issue wittr the power of capital

and the exploitation of the proretariat, alttrorrgh he never

anarysed the confríct in suctr explicitry poritical- terms.

Kaiserrs social criticism is expressed both

implicitly and explicitly. rt is impricit in his projec-

tion of the ideal factory wkrere workers share alr profits

and there are no bosses: his exception condemns the more

usual power and profit hierarchy of capitaJ-ism.

Schreiber: Es gibt hier keinen - Chef!

Es gj-bt'tri"t keine - LohnJ-isten!

l,ü'ir .r¡åti.t, , und wir teilen! lt
rt seems at first an ideal situation; troweverr âs Bern-

hard Diebord observes, trDer sozial_istische Gedarrke trium-
phiert; aber nur im Sinne des Programms, der Formel ,r.L2

The structure has changed, but ttre workers are stirl erì.-

slaved; greed for profit and a fanatj-car obsessíon with
work drive them on.

Mil]-iardärsohn: Eure Arbeit - in eure Hände
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Häfrtung aller Lotrn. Das muntert euch auf
- das spornt noch ü¡.r den Gewinn - da wird
Arbeit um der Arbeit wiJ-len getan. .
- Graut euch nicht? Vor der Verstümmelung.,
die ihr arr euch selbst anrichtet? L3

The capitali-st system itserf , wittr its fixation on profit
and production, is the real enemy: isol-ated reforms are
seen to be ineffectuar in the face of tl.e greater evil.

Kaiserrs attack on the effects whi-ch industrial
mass production has on its human components is most

explicit in Act Four, wtrere the rmrrtirationr of whickr the
Milliardärsohn spoke is detaired. A girl telrs of her
brother, killed in the exprosion, and of his krand - only
t}-e hand was errer needed for his work, a hand to raise and

lower a single lever, hour by hour.
trlä¿chen: - rch wußte nicht, daß ich einen Brud.er

hatte. Ein Mensch ging morgeïls aus dem
Hause und kam abends - und schlief. Oder
er ging abends r,rreg und war morgens wieder
zuruck - und schlief! - Eine Hand war
groß - die andere klein. Die große Hand
schlief nictrt. Die stieß i_n einer Bewe-
gun
fra
Kra
bti

Où
1J

hin und her - T.g und Nacht. Die
an ihm und wuctrs aus seiner ganzen
. Diese Hand war der Mensch! - I{o
mein Bruder? L4

ft
eb

A mother speaks of her son and his .y."15, a wife of her
husband and hi= foot.16 The worker is seen to be reduced

by tkre machincs he serves to a mere function of their
activity; the whole persorr dwindles merely to a hand that
moves a lever' eyes that scan a glass, a foot that presses
a switch. Kaiserrs message is clear - Herbert rhering
paraphrases it thus: rtDer Mensch wírd mechanisiert, rrnd

das Produkt, das der Menschheit dienen soll , vergew-altigt
den Menschen, der es herstett ¡t,.L7 Kändrer arso notes:
rrDer Mensctr wird als Sk]-ave der Masch.ine gesehen, l.erab-
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rBgewürdigt, zu deren Zubehorrr - A strikingly similar

passage occurs an

that distrust and

To].]-errs Die Wand]-un.q (tgf8) revealing

resentment of the machine age was more

emphasis esthan Kaiserrs personal concern-. TolIer aJ-so

tkre degrading misery of factory work:

Fri edri ch : Ich kenne dich, Mädchen, feinknochig
und märzzart . Vor ein paar l{ochen
verließest du dj-e Schule froh, d3 du
glaubtest, Jugend und Freiheit Iauteten
mit himmlischen Glocken . Aber nun
stehst du in der Fabrik. Von morgens
bis abends schl-äS=t du immer wieder mit
einem Hebel zurlck. Immer wieder den-
se]-ben Hebel. Und dein Atem wird schwer
in der stickigen Luft und deine Arrgen
fullen sj-ch mj-t Tranen, wenn drr d,urckr
die verstaubten Fenster das Licht ahnst,
und die Freiheít und BJ-umen und Jugend.
L9

Unlike Kai-ser, however, ToIler lets this vision pass as

just orì.e of many ttverzerrte Bilder
20

s c?r enrr ; industrialisation is orre

as poverty 1 war., religious oppression or mat-erialism whickr

prevent humanity from reaching its full potentiar. Torrer
proceeds to arì. ecstatic cry for revolution2l without

really examining the problem he Ìras raised. Kaiserf s

criticism goes frrrther; he condemns not merely the

factories but the human exploiters behind them, the pro-

fiteers and politicians who manipulate wtrat others have

produced. T}.e owrrer-w'orkers of Kaiserrs reformed factory

are stirr vulnerabre to the pressures of the sinister

schwarze Herren who represent other industries dependent

on their sas r or the demands of a gowernment which requires

the gas for its next war.

des

of

wirk]-ickten Men-

the many ewils such

Kri ege.
das

Arrs

Regierlrngsvertreter: I,fir stehen vor einem
Ohne dj-e Rokrenergie von Gas wj_rd
Rüs tungsprogramm undurchführbar.
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diesem schwerwi-egenden Grunde kann die
Regierung eine J-angere Unterbrechung
in der Lieferung von Gas arL die l,{affen-
werke nicht dulden! 22

The reform of one factory

Miltiardärsotrnr s dream of

been anough; the

the workers from danger

of societyrs grim demands

has not

saving

and slavery crumbles in the face

for ever more power and profit.

Kaiserrs main purpose in Gas, however, seems to be

not so mucLr a particular reform along sociarist rines as

the continued quest for his ideal rnew manf. Renewal is
sought first from within the truman spirit, not through

externa] social reforms. As Viviani observes:

Die expressionistische Revolrrtion spì_elt sicl.
. nicht in der Außenwelt ab, sondern im

Mensckren selbst, denn sie ford.ert nicht in
erster Linie eine neue politische, wirtschaft-
liche und ges ells chaf tli che Ordmrng , sondern
den trreuerr Menschenr , der durch einen Akt
geistiger Reinigung entstehen sofI. 23

Gas has spirituar rather than politi-cal ends in mind.

Melchinger goes so lar as to describe Kaiserrs pray as

totarry aporitical, and finds even its Expressionist

aspects skrallow and unconvincing:

Entlarvend i"l sein rtpolitischesfr Ttreater, die
vier rrGasrr-Stucke; hier werden Entscheidungen
vollzogen, die nicht Konsequenzen aus einer
politischen oder soziaJ-en Realítát sind, sonderrr
durckrgespielte Kombinatiorlerl ausgedactrter MõS-
Iichkeiten, deren rrexpressionistischestr Grund-
schema so banal- ist wie der gesetzte FaIl: der
EinzeJ-ne und das Kol-lektiv, der Mensctr und die
Masse, das Tch und die l{ett. 24

Kaiserr s experimentation with his own interr-ectuar

and

tre

dramatic corrstructions perhaps interested him more, but
did strare with the authors of ].ater Zeitstücke the

desire to express

contemporary worJ.d

the problems and aspirations of the

and to defend the poor or the exploited.
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This at least was his cfaim:

Meine szenischen lderke haben stets denselben
Ausgangspunkt: d.as Bedürfnis , die j enigen zw
verteidigen, die im Schatten leben. Jeder
Sache, die ich geschrieben habe, tiegt das
Gerechtigkeitsgefuhl zugrunde. . Ich
erlag . gaîz einfach einem unwiderstekr-
Iichen Zwaxtg, ü¡er Menschen zu schreiben, die
das Schicksal ungerectrt behandelt hat. 25

Kaiser w-as certainly a social critic, a rtl{ider-

sacher der Sitten und Formeln seiner Mitzeittt., as Huder
26says , and the plays of his ttGasrt triJ-ogy (nie Kora]-]-e

Gas, and Gas ^ zweíter Teil) were apparently meant as

ttBeschwärungs-Bilder gegen die Zeit . sich zu besin-
oF

nent'.'/ Yet Kaiser denied the necessity of setting a

play directry in its ow'n age. Idhile Gas refrects numerous

aspects of its own time, tkre author is reructant to make

it specific; tre prefers the Expressionist technique of

clothing his message in a more generarised and abstract
form. As Kaiser explained:

lrras ist Gas? I,{as sind hier Arbeiter? Míttel
der Gegenwart, um ins Mensctrenunendliche vorzu.-
dringeni aus diesen Figuren abzulej_ten das
Gleichnis, das bestandig gultig ist; den Auf-
ruf zu Llns, der so am scharfsten laut werden
kann. Stellung unserer Epoche in Unvergänglich-
keit. Es wird ZufaLL, daß solches voïl solchen
Zungen geredet wird - ein Mittet, daß solche
Figuren solche Gesten tragen. Es geht niemals
um das Personerletzej-chnis . 28

rt is signif icant that Kais er does des cribe ori.e of

his purposes as ttden Aufruf zu rlnstr, but his techniques

for actually achieving this take far more account of the
ffMenschenunenclrichert and the eternal verities of art tkran

of the need for immediate action. As the author also

explained: rtDas Dichtwerk sagt aus im GJ-eichnis. Die

Entnakrme des Stoffes aus der Zeít, die gegeïrwärtig ist,
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enthebt di es en Stof f ü¡"r di e Zeit.,,29

Gas in fact exemplifies a play between two genres;

it is a semi-abstract Expressionist drama with a modern

and quite rearistic sociar awarerress, a protest against
modern technoJ-ogy dressed in ecstatic and visionary

langrrage. rts Ïrero is at the same tíme one of the lonely,
tenaciously optimistic outsid.ers common to the zei|stüct3o

and a version of the enrightened but doomed neuer Mensch

of Expressionism. Kalserrs position is somewhat confused:
he is caught between the urge to criticise and reform,
which reached its peak a decade rater in the drama of
Neue Sach].ichkeit , and the Expressionist desire to indulge
his visions of spirituar renewar. Mennemeier comments on

KaiserIs posi-tion as a potential social critic thus:

Satj-re springt in Kaisers Stück unvermittelt
hinuber zur Utopie. Kritik schlägt irrational-
in Hoffnurrg um, Verzweiftung in Glauben. Und
naturlickr gilt auch das Umgekehrte: Glaube ist
bei Kaiser nie vor Verzweiflung gefeit; die
utopische Hoffnung gerinnt unter der Hand zur
Satirer so grimassierend artikulíert sie sich.
Fur die schlichte ld-ahrheit, daß die Therapie
immer sckrwieriger ist aIs die Diagnose, tief ert
Kaisers Dramatik einen klassischen Beleg.
Brecht hatte von seinem Standpunkt aus recht,
wenn er im Blick auf Autoren vom Typ Kaiser
konstatierte, hier werde eine..Itbloße Sympto-
matoJ-ogie der sozj-al-en OberfJ-ãcherr gegeben. 3L

Tnasmuch as Kaiser ís attempting in Gas to w-arïr, to
critici-se or to reform as well as simpry inspire or in-
trigue, his tectrniques lend the pray considerabre impact.
Kaiserrs rwhat-íf t wiew of the world, which begins by

postulating a radicarry reorganised work situation and

rater unfords a plan to retard technorogical advance and

give the workers a peacefur, rr..ral existence in its place,

at least presents an audierrce with positive alternatives,
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however vagueJ-y they are conceived.

The intense and concentrated language witkr its

emotionar outcries and jerky, half-formed sentences comes

into its owìn as a dramatic device in the crowd scene in

Act Four, where it vividly portrays a confusion of

ideologies fighting for the crowdf s attention:

Milliardärsohn (Stimme): Ich bin in der HalIe!
- Ich habe euch

gehärt !

(Summendes Suctren nach ihm)
MilIiardärsohn (Stimme): Ich wiIl eucl. antworten

hier in der HaIIe!
-- (Bewegung j-m tr{achsen)

Mírtiardärsohn (stimme)i rhr sotrt mich nun hären!
(Schon Gasse vor ihm)

Schreiber (auf die Trí-
bune gejagt): Laßt ihn nicht sp .echen! !

¡ "1;i:;. 
-:î"ii :ti"r; 

; t".
Milliardärsohn (unten) : Kommt aus der Halle -

und richtet die Siedlung
ein!

Ingenieur: Steht hier! ! steht
hier in der Halle! !

Stimme bin ich groß für
.. euch - die drohnt hier! !

Mi]-liardarsohn: Kommt aus der Halle!
Ingenieur: Steht in der HaIIe - sej_d

nicht Betruger! !
(Summen im Murren laut) 33

The fragmented and almost hysterical language of this
scene certainly contributes to its urgency; the

eventualJ-y made by the vaciJ-lating crowd wilI

greatest importance, and Kaiser builds up to

dramatic force. Martini has cal-led him, with

be

it

decision

of t}.e

with melo-

some justifi'

schon kino-cation, trder Virtuos e

räßigen spannungelrr 34

handJ-ing of the crowd

impressed, noting the

masses here; he forrnd

der theatralischen, fast

and comments particularly on his

scenes. Diebold was similarly

important roJ-e assigned to the

their speech
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volter Kunst und Künstlichkeit
greif end. Es j-st ei-n Zauber um
dieses Georg Kaiser. 35

und doch er-
di e ldortkraf t

The fourth act of Gas is significant for another

reasorr. Here the anonymous masses actually appear; no

longer merely symbolic objects of pity, or isolated

individuals from a working class background, they sr-rrge

to and fro as an enormous, excitable and powerful crowd,

the proletariat made visible on stage. Ttre decision they

are forced to make is an artificial orre, depending only

on the limited choices available to them in Kaiserf s

imagined worJ.d, but tkre scene certainJ-y exemplifies rrdie

güÏìne als Tribunal"36, that c?raracteristic feature of

l-ater Zeíttheater. A decision is made, al-beit a reac-

tionary orle, and seerr to be made by tkre sheer power of the

masses. I{fith this particglar technique Kaiser portrays

the excitement as weJ-J- as tkre dangers of the basic demo-

cratj-c process. In the Germany of 1918, this was a

remarkably reJ.evant point to make. T?re November RevoJ-u-

tion was shaped by just srrch anonymous and excitable

masses, and the painfuJ- and uncertain beginnings of

practical democracy w'ere of very immediate concern when

Kaiserrs play was first performed. The J-imitations of his

portrayal are apparent, however, when one compares his

crowd of workers with the more enlightened prole1-ari-at of

other contemporary p1ays. Toller saw ttre new and oJ-d

characterísations ttrus :

fn den al-ten Dram"n37 w'ar der proletarischer
Mensch ein dumpfes h7-esen, das aus starkem, doch
wagem..Gefüfrf gegen sein Gesckrick rebeJ-l-ierte.
Der Künstler, der j-hn zeictrnete, woJ-lte im Härer
Mitleid wecken. Im neuen Drama ist der prole-



taris ctrer Mens ch aktiv, þewußt , gegen s ein
Geschick rebellierend, fur eine neue trü-irk-
lichkeit , eine rteue GeseJ-ts chaf tsordrrrng
kámpfend. Ihn treibt e efüfrf und Erkenntnis.

7t
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Such a portrayal w'as certainly Tollerrs

Horrrrla. wir ]-eben!later plays such as

aus den Kesseln ( rglo) . Kaiser r s workers , however, seem

to be hal-fway between t}.e old world and the rrew. They

have certainly become more aw-are and rebelliorrs, but

exercise their power by fol-lowing the srrggestions of

demagogues; they J-ack ideas of theír owrr. The masses

resolve only to preserve the status quo and are stirl Lln-

able to accept any radical change in the system of pro-

duction and profit.

At the end of the play, Kaiserrs Milfiardärsohn is

forced to conclude that the peopre are after alr unfit to

decide for themselves; his experiment tras failed. Tn

spite of alJ- warnì-ngs, the workers want to proceed, rtvon

Explosion zu trxplosiontr, to provide gas for industry and

for the inevi-table war. The neuer Mensch cannot be found

under these circumstances - the only hope teft is the

daughterts promise at the end of the play: rrlch wilt ihn
gebären!fr Salvation has been postponed until- the next
g eneration.

Idhen Gas was first performed ( in Frankfurt and

Düsseldorf, November I9IB, and in Berlín the following
February), more than one crj-tic commented on the strarlow-

ness of this promise. rhering observed: trEine peintiche

Ertösergeste, die sich leicht als bequemoptimistischer

Ausweg einstellt, muß ein Ende vortäuschen, das keins
?oíst.tt'/ Diebold noted rather sarcastically that the rrrew

aim in his ow.n

(tgzZ) and Feuer
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manr , though often kreralded, had still not appeared; rror
'was his birth to be expected from ttre weak and ghostly

femal-e characters of KaiserIs plays, whom Dj_ebold

described as trnoch blutarmer aIs die schwächsten ihrer

alregorischen Brüder; und eine Geburt des neuerr Menschen

darf ihrer Konstitution überhaupt nicht zugemutet wer-

den. " 
40

Other commentators found the play superficial and

pointed out that while ít refJ.ected contemporary ideas,

no real solution to the problems w-as offered. Ihering

described Kaiserrs approach with remarkabl_e insight:

Seine tt".-.ä"e Empfänglichkeit ¡emächtigt sich
aller in der Zeít ].iegender Gedarrken. I,rlas ihn
packt, ist nicl.t ihre l,Vahrheit, nicht ihre
Richtung, il.r I,{ilIe, sondern i}rre Farbe, ihr
GLartz, ihre Sensation. Er sieht die Idee al.s
Uberschrift.,, aIs Formel , als Plakat.

. Er spurt die Zeít und ihre Tendenz nur
al-s szenische Pointe, als farbigen Punkt, als
technischen Akzent. 4t

A]fred Kerr was of a similar opinion; he criticised Gas

as much ado about notkring, a play fuJ-I of loudty repeated

ideas which fail to develop into anything profound: trJa,

der verfasser ist reich an Ej-nfällen, dockr seine Binfätre

sind nicht reictr .,,42 Another observer noted the play,s

striking portrayal of the masses, but seemed uncertain as

to the possible effects of this: rrEin stolzes Geschenk

arl die Arbeiterschaft, die aber vorläufig nickrts damit aÍr-
Lqzufangen wissen wird.tt L) Kaiser had. certainJ-y introduced

ttre industrial prol etaríat into drama, but was not parti-

curarly interested in the politicat implications of suckr

a move. As Ihering shrewdly noted, his feel-ing for the

spirit of the times rr'as that of a sensation-seeker wtro
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knows how to capitarise on the excitement of new trends

and popular catchphrases, but J-acks a seríous commitment

to their real-isation. An articuJ-ate and politicalJ.y

aware working crass did not appear in German drama until

much later, in the work of more seriously propagandistic

writers ]-ike Friedrich hloIf .

Although its many shortcomings were detaiJ-ed by

the critics, Gas w'as certainJ-y a poprrlar succ"="44, and

brought Kaiser a measure of long-awaited recognition and

accraim. rn spite of its artificiarity and abstraction
L<the play to be exciting and invoJ-ving=/; the

Milliardarsol.nr s tirades against the evils of industri-

alisation forrnd a sympatLretic resporrs e , and the spectacle

of a rouglr and ready exercise of mass power in the crowd

scenes must trave seemed highly topical to a society w?rich

was itself stitl experimenting with the possibirities of

street-corner democracy. rn 1918 the time had certainry

come for a theatre of social- comment, for ptays which

reflected the modern world and more particularJ-y the

multitude of problems and paradoxes beginning to emerge

in post-w'ar German society. Gas, although stilJ- strongly

rooted in the abstract Expressionist tradition, w'as able

to partly fuJ-fil this need. Other plays more firmJ-y

based on contemporary reality and more harshty criticar

of society were to foJ-low.
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BERTOLT BRECHT TROMMELN IN DER NACHT

Brechtrs first version of Trommeln in der Nacht

(originalty entit]-ed Spartakus) was written in a few weeks

duríng January and February L9L9, urrder t}-e immediate in-

fJ-uence of the attempted revolrrtions in Berlin and Munich

arrd of the first massive return of soldiers from the

front. Brecht was a sensitive and retiable observer of

his ow:n time, reflecting in Trommeln in der Nacht a

detail-ed picture of the postwar situation. Feilchen-

fel-dtrs study of contemporary new-spapers and pamphlets,

for example, shows how thoroughly ttre spirit as welt as

the actual events of 1918 and l9l9 w-ere incorporated into
'ì

the play.- The dangers and confusions brought about by

the disorganised ftood of returning soldi"r=2, the prob-

lems faced by a soldier who might krawe been believed
t

deadr, the fear felt by the ordinary cíti zerrs in the face

of the unruly retrrrned *"rr4, the attempted Spartacist up-
\rising- and the various stages of the bitter fighting in

the Berlin newspaper ¿istrict6 are alJ- refJ-ected in

Brechtrs play.

In his history of the l{eimar Republ_ic, Eyck sums up

the confused post-war situation thus:

A nation which, after four years of war, w'as
experi-encing the collapse not onJ-y of at1 its
hopes but also of its ent j-re political structure,
could hardly find a rì.ew- equilj-brium within a few
days. This condition of uncertainty was increased
by the addition of all the soldiers, returning ín
millions from the w'ar.

. It J-ay in the nature of things that, espe-
cial-ly in large cities J-ike Berlin, the crowds of
people wtro gathered were particuJ-arly easy prey
for demagogues, whettrer idealists or torrgkr-minded
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agitators: and the numerous weapons which found
their way to the hands of ttre crowds gave these
people the sensation of holding real por4rer. In
t}.e streets of the gowernment district in Berlin
bullets whistled past at al-l trours of the day and
night. Newspaper offices were occupied by armed
bandsl a so-called Peoplers Naval Division had
taken up quarters in the palace; a representa-
tive of the extreme Left was directing the police;
everr the chanceJ-lery was threatened with
violence. 7

This is the

returns, and

chaotic world to which Andreas Kragler

in which Brecht sets his play.

The centra]- character of Trommeln in der Nacht is a

figure representative of miJ-lions: the Heimkehrer, orre of

the returning soldiers wl.o discovered that the longed-for

return, far from marking the end of their troubles, on1-y

set them adrift in a worJ-d fuJ-l- of far more complex and

baffling problems than the simple challenge of staying

al-ive. Brecht uses Kragler to highfight a number of

specific problems suffered by suc}. men: tLre uneasy con-

trast between the lingering kreroic myth and its shabby

survj-vors ('rUnsere Armee hat Gewaltiges geJ-eistet. Sie

ist J-achend in den Heldentod gezog"rr. "B) , the shortage of

civilian cl-othes which forced them to car^ry about with

them unwelcome reminders of their war service (rtHast du

keine andere Montur gekriegt? Hast du immer noch die alte

blaue an? Das trägt man nicht mekrr!rt9), and the over-

wkrelming question of surwival (t'Sie haben keinen roten

Hell-er? Sie liegen auf der Straße? Das Vaterland drückt

Itrnen eine Drehorge]- in die Hand?ttlO) . Feilctrenf eldt I s

study of contemporary reports and pamphlets reveal-s ttrat

precisely these problems were being discussed at the time.

Tkre difficult position of the retrrrned soldiers drove many
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of them to join the revoJ-utionary struggle, motivated by

a mixture of confJ-icting and questionable impulses, as in-

deed Kragler is seen to be.

In Trommeln in der Nacht , orì.e soldierrs return and

the threatened spartacist uprising combine to h.arass that

other significant mover of events, the bourgeois who has

done well out of the war and has every interest in pre-

serving the old order. Balicke and Murk are portrayals

of such opportunists, strivers for profit and property

who see returned soldiers and Spartacists atike as a

threat to their krard-won security. That this bourgeois

group was widely recognised at the time to be a reaction-

ary force is indicated, for example, by Tucholskyrs poem

ItBerJ-iner Kämpfert, written in January L9ag. Thís is a

strort extract:

Und der Bürger? Du liebe Güte!
Es wacke]-n im h/-ind die Zylind,erfrüte.
Er ist gegen jede,,Volksemporung.
Politik ist geschaft1-iche Storung.
Spartakus wi}l seine Kasse bedrohn?
Das geht zu weít mit der Revolutior. tt

The feeling of bitter disillusionment which foJ--

lowed in the wake of the rewolutionrs defeat and was

widely felt in 1t19 is reflected in the conclusion of
Trommeln in der Nacht , which Brecht quite deliberately

chose as ttdie scträ¡lgste aIIer mägtichen Varianten,,.l2

As Mennemeier points out, the playrs action d.oes in fact

take place at the very height of the struggle white the

outcome is still far from certain, rrdoch sind die Er-

fahrungen des Scheiterns der Revolution mit darin einge-
1a

gangenrr. --) The bitterness of hindsight, ttre ef f ect of
Itder großen Ernüchterung, die die Nied.erlage der Revo-
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L4Iution mit sich gebracht Ïrattert

cynicism and disillusionment of

contribute to the

Brechtrs play. Even

before Annars return, Kragler sees rto future in revolu-

tionary ideals: rrund die I{eIt ist zu al-t für die bessere

Zeit und der Himmel j-st schon vermietet, meine Lieb.rr',.15

The drunken manr s mocking refrain:

Im November war ich rot
Aber jetzt ist Januar L6

similarly empLrasises the mood of resignation. T}.ere is

nothing Ieft to bel-ieve in; cynical- seJ-f-interest seems

the onÌy course. Tn the absence of any viabJ-e ideology,

Brecht finally offers personal survival as the one

positive value in a confused, violent and unjust world.

Brecht I s main aim in writing Trommeln in der Nacht

seems to trave been to create a realistic portrayal of an

era, a fact wl.ich led several critics to regard it as

lrtendenz]-osrr:

Ein Revolutionsstuck ohne politische Tendenz,
sogar ohne die Tendenz seiner Tendenzlosigkeit. 17

K eine
All es

Tendenz, keine Spur von Deklamation.
ist Ausdruck und Gestaltung. tB

Er Ætgchq denkt nicht an TendeÍLz) gestaltet
rein kunstlerische heftige Bifder vor einem
sturmischen Hintergrund. L9

This is certainly not the case, howewer; the playwrightts

social criticism may be less obwious than in other plays

and does not faIl into a recognisable ideological pattern,

but Brecht is very critical of the society which makes merr

like Kragler outcasts. Balicke and Murk,, stalwart def en-

ders of their property (Anna) against the cl-aims of arr urt-

desirabJ-e intruder, are especiaJ-J-y attacked. Humane feel-

ings obviously come a poor second to thís pairrs deter-
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mination not to be deprived of present possessions or

cherished plans for future prosperity.

Brechtrs own social- origins are probabty a key to

his hatred of the middle classes. He was himsetf the son

of a prosperorrs family in Augsbur,g: but rejected Ïris

social background while stiII a young 
^un2O and delighted

in fírst shocking rrespectabler people with his rowdy

botremian betraviour and later in denouncing middle-cJ-ass

stupidity and greed in his plays. As Mennemeier has re-

marked , rrBrecht , Bewunderer Frank Idedekinds . spi elt e

damals mit Vorliebe den Bürgerschreck,,.2I Long before

Marxism had given him the ttreoretical basis for such arL

attitude, Breckrt thus instinctively síded with the prole-

taríat in the shape of such rebels and outcasts as his

Lrero Frangois VilJ-on, the model for many of his early

ballads and the first play Baal. This same Rauberromantik

leads him in Trommeln in der Nacht to pillory the pros-

perous and corrservative ( gaticke, Frau Balicke, Murk) and

to esporrse the cause of the shabby outcasts (Kragler,

Glubb, Manke, Auguste, Marie) .

The playrs second target is the senseless revo-

lutionary enthusiasm which driwes this group towards a

needless death. I{hite Brectrt certainly sympathised wittr

the revolutions in Munich and Berlin, and demonstrated

this by attending among other things the USPDTs Trauer-

feier for Luxemburg, Liebknecht and Mehring, a memorial

march for Eisner on the day after his assassination, and

tater his funetuL22 ,, he clearly rejects pointJ-ess heroism

and tkre romantic ideal of dying gloriousJ-y for a cause.
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The rrevolutionariesr portrayed in tris pray are far from

glorious; they are strown as a drunken rabble with very
doubtfur motives: trMit schnaps getränkt bis ans [rerz und

mj-t Geschwätz gerüttert bis zum Nabel , und die Messer in

urrseren Pfot ert,, .23 Urrd"r the stress of Kraglerrs deser-

tion and the sound of carì.rrorrs from the newspaper district,
this doubtful group soon scatter. I,rrith such a negatiwe

portrayal Brecht may weJ-l krawe expressed his ow.n dis-

illusionment: âs Mennemeier points out: his

Schmerz üb"r den verständlichen, vielleicht not-
wendigen rVerratr der verl-orenen revolutionä.ett
Sache auch seitens der Arrsgebeuteten, die, trätten
sie j-hr das Opf er des Lebens gebracht, vieJ-leicht
nur eine Ieere, rhetorische Geste ausgefutrrt
trätten. 24

Kragrer acts as the spokesman for srrch reructant revolu-

tionaries when he quite specificarly rejects the ideal of
dyì-ng a rheroicf death for no clear purpo =".'5

Brechtrs pfay exposes human weakness orr every side,

but does not rigorously attack it: weakness and imper-

fection seem to be accepted as part of the natural sctreme

of things. On the other hand, greed and brutality aîe
bitterly criticised. hrhile all of the characters are more

or less foolish or farrible, a significant distinction is
made between the unpleasant, grasping selfisl.ness of the

bourgeoisie and the more tolerant sympathy of the prore-

tarj-at. Kragler, like Brecht, feels arr instinctive

attachment to the seedy row-life characters of the taverns

and the back streets; they extend to him a rudimentary

Lruman sympathy and acceptance whickr is totally racking in
the hypocritical middle class.

Ttrere is orte frrrtl.er target of Brechtrs social
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criticism: the bourgeois arrdierrce itself , the theatre-

goers wtro enjoy a play about revolution while rejecting

the reality. Kraglerrs final words become a kind of

Publikumsbeschimpfun.q as he forgets his own corlcerns for

and strouts: rrGlotzt nicht soa moment, beats on the drum

romantis ch ! Ihr lductrerer ! Ihr Ha]sabs ckrneider !

i-:nrt il25 The hated

on stage as part of

spectator. As Meruremei er

. Ihr

bourgeoi- s

the p1ay,

obs erves :

blutdurstj-ge FeigJ-inge,

is to be found not onJ-y

but in the audience as

In Kraglers Zorn aufgenommen i"t die wutende
Entrustung Brechts uber ein burgerliches
Publikum, das wie eh und je seine Geschäfte
betreibt, auf der Buhne aber - wie im dama-
Iigen Expressionismus der FalI - mit Vorliebe
idealistische Revolutionsstücke des Alibis
halber gespieJ-t sieht. 27

The figure of Andreas Kragler is ttre central focus

of Trommeln in der Nacht and contributes in several- ways

towards realising Brechtrs intentions. He engages the

audiencers sympathy as returned soldier, rejected bride-

groom and penniless outsider, incorporating the pJ-ight of

Heimke}.rer and revolutionary together. Kraglerr s almost

spectraJ- intrusion into the family celebrations in the

Picadillybar provides an exemplary contrast between

shabby worker-sol-dier and guzzling bourgeoisie. At the

end of the play, his rrntreroic but practical refusal to

die for the carlse also serves to express Brecht I s owrt

reservations about the rewolution: Kragler as the

authorr s mouthpiece makes his point brutatly clear.

Mein Fleisch so1l im Rinnstein verweserr, daß
eure Idee in den Hímmel kommt? Seid ihr be-
soffen?
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Der Dudef sack pfeift, die,.armen Leute sterben
im ZeitungsvierteJ-, díe Hauser fallen auf sie,
der Morgen graut, sie liegen wie ersäufte
Katzert auf dem Asphal.t, ich bin ein Schwein,
und das Sctrwein geht heim. 28

I^¡ith this unheroic but real j-stic choice, Kragrer becomes

the moder for the numerous compromisers and survivors in
Brechtrs l-ater prays, the skrrewd antiheroes whose common

sense rejects virtue or idealism to enabre ttrem to sur-
vive a little longer i_n a tough worJ-d.

Kraglerrs fate also represents a deliberate re-
versal of riterary tradition; it shows trdie Auflel.nung

gegen eine zw verwerfende literarische Konventíonrr29 , a

rrGegenentwurf,,3O to counter the Utopian idealism of
Expressionist drama. The name Andreas may possibly be

intended to remind us of the saint and to highright the

fact that this Andreas refuses to be martyred for the

faith.3l His decision to survive at alt costs parodies

the self-sacrifice of classical hero"=32: Kragler,

betrayed lover and social- outcast, d.ecfines the chance to

turn his back on the world and rt.sh off to certain death

as a more romantic tradition might ?rave it. Annars

survi-var provides a simil-ar reversar, in her case of the
tradition of the unmarried mother. unrike her rrumerons

literary predecessors, she rejects desperate measures

suctr as ins l,{asser .qehen and clings to Kragler - a ratkrer
second-hand bride, no ronger with Itdie Lilie in der Handtr,

but a realist.

I{hen Brecht first began to write, he was faced oïl

the one hand by the still flourishing idealistic and

revolutionary pathos of Expressionism, and on the other by
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the dismal reality of a post-war worJ-d which no writer

had as yet found possibte to portray. His position is

described by Kändler in these terms:

AIs jüneste Literatur sieht Brectrt zunächst
den Expressionismus vor.,sich, der sich nach
dem November 1918 die guhne erobert, al-s
Idirklichkeit aber die l,{ett der Schieber und
Kriegsgewinnler. 33

Brectrt was young enough not to have been personal-J-y in-

volved j-n the ecstatically pro-war and then anti-w-ar

reactions of aÍr earl-ier literary generation which pro-

duced romantic rrevolutionaryr dramas suckr as Goeringrs

S ees chl a cht Unruhrs Ein Geschlecht , Rubinerf s Die Gewalt-

losen, Kaiserls Gas or ToIl er t s Di e hi'andtun.q . As KándI er

had pointed out: ttAlJ.e seine Erlebnisse und die davon

ausgelästen ÚUerJ-egungen zieLen im Gegenteil darauf âb,

solchen Ekstasen gegenüber mißtrauisch zrr ="in.,,34
Brechtrs war experierrce consisted of working as a hospital

aide in an infirmary for trKavalierkrankheitentt (wenerear

diseases), and after ttre war tre witnessed with many ottrers

the unpleasant spectacle of a bourgeois reaction rapidly

setting itself up in prace of ttre revolutionary dreams of

IIIB and L9I9. No author had as yet managed to do justice

to the periodr âs one contemporary observer noted:

Der zwanzigjätr"ige Brecht, ttin Asphattstä¿te
verschlagenrt, suchte nach Stucken, die sich mit

l": T"#:3 ff::it':"fii"i::'i;i :ï=;:;î;1"-;,
Brecht thus began to write down his owrr observations of
the worrd around him, and because his relative uninvolve-

ment in the war and the fai]-ed revolution had ]-eft him

free to reject their respective ideologies, kre wrote about

ttre crass contradictions and injustices of contemporary
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society from a bitterly

very much at odds with

realistic standpoint - and on-e

the Expressionist tradition. As

Mennemeier remarks, Brecht displayed

eine gesellschaftskritische RefJ-exion, die
gleichsam nie in die Versuchung gekommen war,
aÍL den idealistisckren IlJ-usionen zu partiz1-
pieren, wie sie den weitaus großten Teil des
damaligen Theaters kenrtzeichnete. An den
TolI er , Sorge , Rubiner gemes s erì., s cheint
Brecht arrf geradezr-r zyni-sche ldeise Realist oder
Materialist. 36

Trommeln in der Nacht was thus writt en in part against

Expressionist ideals: like ttre earlier ctraracter Baal ,

KragJ-er is a neuer Mensch of a kind who espouses selfish-

rì.ess and crude materiarism, a deriberate antithesis of
the Expressionist visionary. As Kändler has remarked:

Beide Gestalten ¿t-. e. Baal_ and KragLer/ ent-
sprangen dem Mißtrauen des Dramatikers gegen
expressives, ubersteigertes Menschheitspathos.

Mit beiden Gestalten bekämpft der Stücke-
sckrreiber ideologisch uberspannte und irratio-
nale Menschheitsvorstellungen. 37

Just as Baar was arì. answer to Johstrs portrait of the

artist as a loneJ-y, misrrnderstood C enius in Der Ei-nsame

(:-9:-r) 
, Trommefn in der Nacht can be seen as a parody of

(r9r9).38 rn Jenseits the ghostHasencleverr s Jenseits

of a dead soldier returns and struggles with a living maïr

in order to reclaim tris former lover; Brechtrs Kragrer

on the other hand, for atl his ghostly attributes, is
very muctr of fresh and blood. At the end of Hasencl_ewerrs

pray a number of comprj-cated stage effects combine in a

mysticar crimax which transcends reality, but at- tkre end

of Breckrtrs play a deliberatery anti-irrusionist stage

technique reveals trder Mond, der ein Lampi_on wartt and
rrder FIuß, der kein l,{'asser hattr, while a sign in the
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auditorium admonishes the audierrce throughout: ttGl-ot,zt

nicht so romantisch!rr uncompromising reality is the aim

for, as Melckringer notes, ,,Um I9ZZ39 wollte niemand mehr

etwas voït dem rrO Menschrr-Geschrei wiss 
"n,, . 

40 Líterary

as well as political disil.lusionment w'as the order of

the day.

In spite of Brechtrs decisive rejection of Expres-

sionism, his play nevertkreless shows traces of some of

its cktaracteristic techniqlles, both in the characterisa-

tion - several of the figures are ttexemplarisctr gestartet

(rrdertr Kellner, Kragler aIs rrdertr Heimkehr"r),,41 - and in

its extremely

therrgeh.etzte

wj-ld and coJ-ourfrrl language. Klotz notes

Substantivballungen und staccatiert e kurze
.. LoSatzet'.'" Like Kaiser and the other Expressionists,

Brecht reveal-s his ckraractersr agitation and excitement

in their rather extravagant and unnaturally poetic

language, particularly in the second and third acts.

Er ist da, er j-st mit dem Mond gekommen.
I,{olf mit dem Mond. Aus Afrika. 4l

Der

Geh weg da ! J et zt hab i chr s satt ! Id'as mens ch-
Iich! ldas will diese besäufte Hirschkuh! Ich
bin allein gew-esen und will meine Frau haben.
l{as will dieser weinerne ErzengeM,filtst du
ikrren Unterleib verfei]-schen wie ein Pfund
Kaffee? I,{enn ihr sie mit Eisenhaken von mir
reißt, ikrr zerflej-scht sie nur! 44

Schon entsckrwindet sie, die in die Zeitungs-
vj-erteI eilt. Ilfie ein weißes Segel ist sie
nockr sichtbar, wie eine Tdee, wie eine Letzte
Stroptre.,. wie ein berausckrter Schwan, der ü¡er
die Gewasser fliegt... 45

an importanL dif f erence, krowever; Brechtrs

while confused and ratkrer highly coloured,.

The ugly animalalways serves practical purpose.

There is

language,

imagery which the Balickes use (Sctrwein, E1 efant )



condemns

waiterrs absurdly

scorned by the

Romanl- es er I n46

romantic imagery

the conventionally

the J-ong-lost lover;

other c}raracters for

- rrO Sie romantisches

B¡

(f-itle, Schwan, FIuSeI)

saccharine treatment

he is in fact

using it. (ttSie

Institut, Si 
", "47 ¡

their ow-rì. coarseness and brutality, and the

s erves

of the

to parody

ttreme of

Krag]-err s stammering, incoherent speech. frrrther emphasises

his lostness and uncertainty, his long separation from the

Balickes I wor1d.

l{'hile the language and the confused, sweeping

action in the second and fourth act of Trommeln in der

Nacht certainly show Expressionist infJ-uences, they re-

late not to some abstract or visj-onary portrayal of

humanity but to a concrete situation: the confJ-icts of

real people and of a specific historical time. The

vaguely conceived Expressionist revol-ution has at last

become a real one, but the hero rejects it; he turns his

back orr all inspirations and theories and clings to the

physical and the obwious. hlith this deliberate rejection

of ídeology or idealistic self-deception Brecht is strik-

ing out in a new direction: Trommeln in der Nacht can be

seen as an interesting link between Expressionism and the

more obj ective and realistic Neue Sachlichkeit which

followed in the later I!2Os. nünfe classes Brecht as one

of rrdie rreuerì. jungen Autoren, . die die Ekstase des

Expressionismus zwar noch im BIut hatten, aber nicht mehr

dessen Idealismus"48, that w-as the important diff erence.

The bitterness and hard-headed rea]-ism of Trommeln

in der Nacht ttrus proclaim a new tendency in drama: rrder
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Einbruch der Realitat in die irrealen expressionistisc}.en

Strukturenrtr âs Kändler puts it.49 One example of this
rrealityt is Brechtrs vivid creatíon of character; the

Balickes and Kragler are a live1y contrast to the

abstract figures of Expressionist drama, erren thougtr they

are sti1J- used symbolical-ly to represent tther bourgeois,

or rtkrer returned soldier. He shows considerable ski]-]-

in delineating each of the different personalities in a

few lines of dial-ogue, creating betievable and Ïruman types

with just a f ew well-chosen w'ords. Balickers unf eeling

practicality, for example, is rapidl-y revealed by his

remarks in the opening scene:

Sctrneiden kostet nichts,
Aber er fehlt dir! AIso

.50aber Licht ! -

nimm einen anderrr M.t.rr.!5I
der Krieg ein GtückRichtig betrachtet, rrrar

fur nns ! 52

I{as unz:ufrieden ist , arL die l{an dl53

Murk is soorr slrown to be as bJ-unt and aggressive as his

prospective father-in-Iaw! tthlas ein Mann ist, kommt

durctr. Ðllenbogen muß man Ìraben, genagelte Stief el muß

man haben und ein Gesicht und nicht hinabschauen.,,54

Frau Balicke completes the picture with her admonition to

Anna: rtHärst du ês r Anna? Er h a t nichts ¡rr55 Money

and property oloviously matter most to these people. No

other commentary within the pJ-ay is needed to make

Brechtrs criticism clear; the bourgeois is condemned by

his ovrrr words. Their betraviour under stress also sLtows

the Balickes and Mrlrk to be crr-.de and brutal. They hurl-

the most violent insults and accusations at Kragler,

treating him more as an animal- than as a human being,



BZ

seeing in him only an ugly threat to their welr-ordered

middle-class lives.

Balicke: Habenichts ! Anarchist ! Frontsoldat !
Sie Seerauber! Sie Zibebengespenstl 56

Murk: Sie sind j
ja sckron!
Schwein!.

Frau Balicke: Die haben
Syphilis !

Du Hyäne!

ein Leichnam! Sie stinken

. Räuber! . Gespenst! 58

aIle was ! Syphilis !

Schwein, drr! 60

a
57

Ja
59

Du

Tn comparison to this unlovely trio even the drun_ks and

prostitutes of Grubbrs Destilre are sympathetic charac-
ters; Brecht uses the device of contrast to good effect
in order to emphasise the gulf between prol etariat, and

bourgeoisie, between shabby rewol-utionaries and compra-

cent profiteers, between the new worrd which is at reast
fighting for some confused idea of justice and the otd
worrd which just clings greedily to what it possesses.

As a stage perf ormarì.ce, Tromme]-n in der Nacht

proved a tremendous success when it was produced first in
Munich in september L9z2 and then in Berlin the folrowing
December. critics praised ttre rtkrinreißend wirksame Dar-
steltungrr6r and recognised ttdie packende und. befrügerte
Energi e"62 of Brechtrs dialogue: âs werl as his skilfur
portrayal of the Familie Balicke - ilNach zektrt Sätzen

steht sie leibhaftig vor uns und r.61,,.63 rrDieser ver-
bIüffende und befreiende Ausgang der Komä¿i., dieser sieg
des gesunden Brutes üb"r papierene rdeenrt64 *r= also
understood and appreciated by many observers.

several critics commented orr the contrast between

Brechtrs strong portrayar of individual suffering and his
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rather vague, sketchy treatment of the revol_ution:

ld'enn das UngJ-uck *.= eínze1-nen sich aus-
wachst in der Emporung der Masse, dann ver-
sagt Brecht, dann verJ.iert er sich ins Leere
und Literarisctre. 6S

Sinsheimer remarks:

Die Revolution versagt i-n ihm fi.". the pLayJ,
so wie sie in der l{irklichkeit versagt hat.
Sie ist ei-ne schwankende Kulisse. Man sieht
sie nicht, marr erlebt sie nicht, sie bJ.eibt
dekorativ. 66

He notes, however, that the miseries of Kragler a,re

presented in a much more realistíc and forcefrrJ- way.

Siegfried Jacobsohn was a Iittle disappointed by

the play - but explained: rrvielJ-eicht, weiÌ TrommeJ-n

in der Nacht mit einer Begeisterung angekundigt worden

war, die meine Erwartung überspannt 1at,, .67 Emil Faktor

reported liveJ-y applause and repeated crrrtain cal1s for

the author, but added: rrDaß sich in den Schlußapplaus

auckr ein wenig Opposition mengte, soII nicht verschwie-

gen werd.r".68 He concluded at the time that Berlin was

possibly a little more sceptical than Munich - but it is

hardly surprising that some people objected to the play:

tLre harshness of several portrayals, the earthy and even

gross language and the outspoken rej ection of atJ- ideal-

would certainJ-y have been offensive to some. Becauser_ sm

the

only his criticism of the

The most important

first audierrces, however,

play appeared to be anti-revoJ-utionary, there was

errerr some applause from an unexpected qrrarter - con-

s ervati-ves who misunderstood Brectrtr s int ention and saw-

6grevolution.

feature of the play for its

was the fact that it came to

grips with a píece of contemporary history, that it
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brought the real worl-d and a commonly experienced

politì-car and social crisis into ttre theatre after a

number of aL best only symbolic or alregoric portrayars
of war, reworution or class confrict. As one observer

noted: rrBrecht bestätigte prät zLíc]n die sehnsucht einer
Epoche nackr einer nachexpressionistischen, geformten,

sachl-ichen Dichtungtr.To The production of rrommeln in
der Nacht also represents rtdas erste MaI , daß Nachkriegs-

wirktichkeit ins schauspiel eindringtr.Tt fts success

w-as not merery due to the playrs entertainment varrre:

contemporary audiences obviousry understood and shared

Brechtrs desire to express somettring of the confusion,
excitement, hope or bitterness of a crl.cial period in
their recent history. rhering spoke of the great need

which had been fert: rrNiemars w-ar die spannung zwisctren

dem Erlebnis einer zeit und seinen Ausdruck so groß wie

in unserer Gegenwart".72 Trommern in der Nacht rv-as thus

a breakthrough after the post-war tunproduktive Erstar-
rungrr because of its concerrr with the real world: in
Iheringrs words, its author was rtin seinen Nerven, in
seinem Blut vom Grauen der Zeit durchdrungenrr.T3 Or, as

Emil- Faktor remarked: rrseine Hände wüttten ein Stück

Gegenwart arrf , um das Arrzumensckrliche arì. der Menschlich-
keit, d.ie Fatarität des Trdisc}-en am Geiste auszuglei-

-t
chentt. /4

It was also

talent w'as taking

1926, one observer

An dem Stil

apparent that a new and

drama in a new direction.

original

noted the noweJ-ty of Brechtrs

. fiel- Brechts eigner Ton

As early as

work:

auf.
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Man konnte sich seiner aufregenden dichterischen
Kraft nicht entzíehen. Es sprengte den Rahmen
des bisherigen Theaters, w'enn Brecht auf die Zu-
schauer losschoß: rlGlotzt nicl-t so romantisch!,, 75

The playrs topicality, its J-iveJ-y presentation of a piece

of crucial recent history, was perhaps its most important

contribution to contemporary drama. A new trend soon-

became apparent. Trommeln in der Nacht w-as amorrg the

first of a great man-y plays whicl- portrayed the problems

of the Heimkehrer 76 , it strongly influenced MenzeJ- | s

Toboggan (tgzg)77 and. certainly helped pave the way for

several others. The realistíc and topical

begun to emerge.

Zeítstuck had
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ERNST TOLLER HOPPLA I,ITIR LEBEN !

I,rlith this play ToJ-ler seerns to trave attempted

nothj-ng less than the depiction of a whole society from

top to bottom, with all of its problems, confusions and

perversities. The thirteen widely-ranging scerres encom-

pass a multitude of different ctraracters and settings,

arl illustrati-ng Tolrerrs own impressions of rif e in the

Weimar Republic. He sets ttre pfay in 1922, eight years

after the defeat of the revorution. The centrar- charac-

ter, Karl Ttromas, emerges from his asylum to dj_scover at
first hand what the world has become since then, and

through his experiences ToIIer confronts the audience

with significant elements of the new German society.

fn the beginning was the revolution - its failure

has ckranged the lives of Thomast former companions ,

forci-ng them atl- to reach a compromise with the world as

it is and to abandon the reckless zeaL of J-9I9. One,

Kilman, Ìras even worked his way rlp through the SpD

government to the position of Innenminister and denies

his former beliefs with tkre weary justification: trDie

Masse ist unfäfrig und wira unfähig bleiben vorerst

hrir müssen heute regieren,,.l Nothíng has real-Iy changed;

the new'rsocialistr Republic preserves the same pow-er

structures as the oJ.d Reich. Although the l,úeímar con-

stitution banned titles and decoratiorr=2, KiIman enjoys

being called ttÐxzellenzrt; Pickel has even been adwised

to w-ear white gloves for his audience with the great man,
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arrd finds this

Pickel:

quite natural-:

Das w-ar im a]-ten Staat
auch im neuen so. Das
Z er emoni envors chri f t .

ToIIerrs criticism of this

Republic w-as well founded.

example, that although the

Volksstaat:

sor das bleibt
verlangt die
3

l-ack of ckrange in the new'

Heinri ctr Mann obs erved, f or

I{eimar stat e claimed to be a

sameness, the sur-

new democratic facade,

Zwar marr sollte gegen die al-ten Hof-
schranzen strenger vorgehen, jedoch
wir Republikaner lassen rrns aIIes ge-
falten. 4

Gerade das ist er nie gewesen. Die Republik
hat an der vorgefundenen Machtverteilung rrichts
geändert. Herrschend blieben, wie je, GeneräIe,
Großgrundbesj-tzer und Industrielle - damals
drei Unterabteilungen derselben Klasse. 5

Toller reflects much of this weary

vi-val of the old order behind the

in Hoppla. wir leben!

In the new Republic the workers are still the

slaves of industry; Toll-erf s banker

increased overtime and a reduction in

works closeJ-y with the industriaJ.ists

run smoothly and above al-l thatthings

of Germanyrs post-war economic problems,

Democtats supported the move and made of

decree of L923 such a dismal compromise

*r*.=6 and Kilman

to ensÌrre that

the economy does

schemes to force

several Social

the working-day

the prin-

at .tt. B rhe

not suffer.T Tollerrs depiction is based on fact. One

example: when a longer working day was declared by

industrial management to be rrecessary for the solution

that

ciple of

distress

gauged by

the eight-hour-day krardly survived

of the working class drrring these years can be

the rising unemployment figures ( over one
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milJ-ion in December L925, increasing to orrer two and a

half mitlion in 1928),, and the intolerarrce of employers

is indicated by their refrrsal even to grant tì7-age rises

awarded, by an arbitration d..r"".9

In Tol-lerrs version of the new Republic, politi-

ciarrs talk of peace and brotherkrood but secret rearmament
10continues.-- fn Germany at this time many knew but few

dared to speak openly of the increasing strength of the
rBl-ack Armyr , secret military divisions officially l_isted

as civitian cJ-erks or labourer=Il, and of t}.e massive

cl-andestine miJ-itary expenditrr.r"I2 whictr went on in spite

of the fact that Germany krad at rast been admitted to tl.e

League of Nations and that Stresemannr s achievements at

Locarno seemed to promise new international understand-

it g.13 Toller furttrer shows how the Republic w.as res ented

by the old milit,ary and aristocratic con-servatives wkro

detestedtrdiese Iiberalen Utopien vorr Demokratie und

Volksfreiheitrrl4 and longed, for a putsch or a rtnationale

Diktatur".l5 oth.r contemporary observers !v-ere aware of

the same threat. One noted that the forces of diehard

militarism rrwere supported in their attempt to regain

power for tl-emserves by inexharrstibre material resources,

arms, the forces of tradition, ideolosyr and three hundred

years of German standing at attention and goose-step-

Pingrr - 
16

right-wing assassinations ( in-A long

cluding Eisner

L922) provided

assassination

history of

in 19l-9,

the pattern

of Kilman by

Erzberger in L)ZL

for TolIerr s

and Rathenau in

depiction of the

a student. Murder was certain-
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Iy a favourite political device of the timer âs Lion

Feuctrtwanger also observed:

In jenen Jahrerl war eines der beliebtesten
MitteI ., den politisckren Gegner zu wider-
legen, seine Ermordung. ..In Deutschland
waren es vornehmlich Anhanger der Rechts-
parteien, die, den Führern der Linken in
der Handhabung geistiger lúaffen nicht ge-
wachsen, sich dieses Mittels bedienten. L7

I,{hen in Tollerrs pfay Graf Lande further assures the

assassin that his judges will support the murder by

passing a sympathetic verdi"tfB; w€ are also reminded

of the notorious right-wing prejudices of ttre hleimar

Republicrs judiciary. As early as L92L the critic Kurt

Tucholsky had pointed out the undeniable facts: j-n the

previous three years 114 murders by ri-ght-wing extrem-

ists had been punished by a total of thirty-one years

imprisonment and one (meaningless, because later revoked)
rlife imprisonmentr. In contrast, thirteen left-wing

murders had been punished by eight death sentences and a

total of L76 years impri=orrrn"rrt.l9 (peter Gay quotes

similar statisti-cs in ldeimar Cultur..'O) It was clear

that the sympathy of the judges was quite skramelessly

with the Right, and this naturally had the effect of

encouraging further violence.

ToIJ-errs play also portrays Hindenburgrs election

as Reichsprasident in LJZJ, a victory which revealed

Germanyrs lingering respect for the military hierarckry

and which was seen at tLre time asrra triumph of national--

ism and militarism and a kreavy defeat for the Republic

and parJ-iamentary government".2I TolIer interprets this

event as the victory of a former Minister for ldar after
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a farcical election in which workers ar^e deprived of

their votes by tríckeryzz and the ignorant are onJ-y

confused by meaningJ.ess and contradictory eJ-ection
.2ipromises.-- To Karl Thomas, ToIIerrs hero, the result

seems one final proof of the countryr s drift to madness

and seff-destruction.

ToIler completes his survey of the contemporary

world by strowing trow money reigns supreme (rrHeute ist die
cLeinzj-ge Fundierlrng Geldrt-') in a society futl_ of techno-

logical wonders, wlrere powerty and misery and frivolous

extravagance exist side by "i¿"25 and men trampre on eacLr

other in the struggJ-e for their own selfish interest=.26

ft is a grotesque and depressing indictment of modern

society, but ToIIerrs hopes for any alternative apparently

die with his hero: he off ers no w-ay out of the confusion.

Thomasr suicide at the end of the play onJ-y completes a

mood of frustration and despair. Even the assassination,

his one act of revenge, ends in failure, providing a sadly

apt symbol for the end of the hleimar Republic. As Grimm

puts it: ttüber die Schulter einer zerstrl-ttenen und

orientierungslosen Linken zerstärt die faschistische

Rechte den Staat von ld'eimarr,.27

In his all-encompassing panorama of contemporary

society Torler condemns armost everything kre sees, although

his prime target remains t}re capitalist system itself., the

underlying framework and cause of the disparity between

ric}. and poor, manipulator and oppressed, superfluity and

need which is ill-ustrated throughout the play.

ToIler was krimseJ.f the product of a comfortable



bourgeois background, as

Eine Ju.qend in

he described in his auto-

Deutsch]-.nd.2B He also wrote
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autobi o graphi caI ) ,

Hoppla, wir leben!

biography

Masse Mensch Die Maschinensturmer and

orrce from prison:

Man nannte mickr ein Bourgeoissohnc?ren, ja,
ich bin als Bourgeoissokrn geboren. Da ich
erkannte , daß wir eine Ges ellschaf tsordnung
l-aben, die auf soziaJ-er Ungerechtigkej-t auf-
gebaut ist, schlug ich mich auf die Seite
der Arbeiterschaft. 29

Toll-errs conversion to Marxism was brought about by his

observation of thewar experiences and by his personal

world, arrd the Marxist entkrusiasm is reflected in plays

such as Die ldandlun.g (which is lar gely

He played a central role in the Municfr Räterepublik of

L9L9 and during his subsequent imprisonment w'as regarded

by many as a revolutionary martyr. Totter r4las a far from

orthodox Marxist, trowever. His plays offended the Right

but also the Left; whiJ-e the Nazis labeIled him a

ItSalonbolschewisttt, the KPD sneered at his rlsentímentale

Rührs zeÍLerrtt and called him a rtHalbfaschislrr3O. Piscator

'w'as uneasy about the anarchic emotionalism of Hoppla, wir

leben! , wtrich was very muckr at odds with his owrr rela-

tively sober, functional and more orthodox Communist

approach to theatre, artd found it necessary to make many

changes when Lre produced the ptry.31 But while never a

party member and by all accounts possessing too much

humanity to be arreal-| Commun¡=t32, TolIer remained a

convert to his own individual version of Marxism and

continued to interpret the world from that standpoint.

Accordingly, the greatest viJ-lain in Hopp1a, wir

leben! is Kilman, the former revolutionary wLro has



betrayed his

politician,

is very muc}.

his satires

old Marxist
rrversippt mit

ideals to become

den Feinden von
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a successfu]-

eins t" -33 H"

by Tucholsky j-n

aslrSozialdemo-

kratischer Parteitagrr (1-gZ1-) :

I,fir saßen einst im Zluchthaus rrnd in Ketten,
wir opferten, um die Partei zw teLten.'
GeId, Freiheit, SteJ-lung und Bequemlichkeit.
l{ir waren die Gefahr der Eisenwerke,,,.
Iúir hatten Glut im Herzen - unsre Starke
w-ar unsre Sehnsucht, rein und erdenweit.
Uns haßt en Kais er, Landrat- und di e Richt er:
Idee wird Macht - das fuhlte das Gelictrter...

Long long ago
Das ist nun heute all-es nicht mehr so.

Uns imponieren schrecklich die enormen
Zj-garrer:-, Autos und die Umgangsformen
Man ist ja schließlich doch kein Bolschewist
34

rrAn einen Bonzenrr (l-gZl'l could also have been written for

Kilman; it too describes a former rewolutionary turned

establi shment f igrrre :

the kind of man pillori ed

men suchon successful SPD

Heute ist das al-les vergangen.
Man kanrr nur durchs Vorzimmer zt)
Du rauchst nactr Tisch die dicken
d.u lachst ü¡.r Straßen]netzer und

dir gelangen.
Zigarren,,
Narren.

hleißt nichts metrr von a]-ten Kameraden,
wirst aber überall eingeladen.
Du zuckst die Actrseln beim Hennessy
und vertrittst die Sozialdemokratie.
Du hast mit der hlelt deinen Frieden gemacht.

Härst du nicht manchmal in dunkler Nackrt
eine leise Stimme, die mahnend spricht:
trGenosse, sckramst du dich nic}.t?r' 35

kind of political backslider was obviously a common

TolIerrs KiIman corresponds almost exactly with

the targets of Tucholskyts satire.

In Hppl].q, wir leben! , Innenminister Kilman is

This

type:

part of a cli-que of cynj-cal and

manipulate the social system to

shrewd men in power who

their owrr advantage.
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Kirman, the banker, the Minister of lvar and Graf Lande

arr work by means of secret agreements and private in-
fluence to perpetuate their own pow'er and the traditionar
values of Nat1r14, Di s zirrlin Autoritat and Ordnun.q. The

Social-Democrat hJeimar Repubric is exposed as a sham, a

democratic facade behind which the ord order continues
unchanged, and its leaders are hated by both extremes of
the increasingry violent poJ-iticar confrontation. As

nüfrte remarks of Kilmarrf s assassination:

Der Mann in der Regierung wird ztr ZieL-
scheibe vorr rechts und links. Das ist ein
treff endes Bil_d. 36

Toller attacks not only the men in power; the people they
exproit are also criticised for tacitry corrsenting to
their oppression. Picket, for exampre, is too muckr in awe

of Kilmarrrs position and is easiry tricked into forget-
ting his complaint and feeling frattered by the Ministerrs
hurried and insincere attentio'.=.37 rgnorance and fool-
ishness are widespread: the Hausdiener gambl"r3B, ttre

student is bemused by the outdated miritary ideals of his
?ôuncle", and a grotesque rrGruppe der geistigen Kopf-

arbeiterrr rants about racial- purity, Marx and lyric poetry

while ignoring real- social probl..=.4O

Karl Thomas acts as ToIIerrs chief prosecutor in
the depiction of this miserable chaos, but does not escape

blame himserf. Arthough rhomas in many ways resembres

the author4r, Tolter contrasts him unfavourabry with the
others of the old revolutionary group who, without com-

pleteJ-y losing sight of tl.eir former ideal_ism, work

steadily towards a rear if distant goar and. do not weakly
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succumb to confusion and despair as he does. In one

version of the fina]- scene Albert Krotl comments on

Th.omasr suicide with these words: trDas durfte er nicht

tun. So stirbt kein Revolutionär.r,42 The hero wtro

denounces so much evil and stupidity becomes himself a

target f or Toll- ert s censÌre.

As in Trommeln in der Nacht , the authorrs tech-

niques in this play revoJ-ve around a central- character,

a solitary individuar returning after some yearsr absence

to a Ìrostile world which he can no longer understand. By

following the story of one manrs repeated confrontations

with greed or opportunism or injustice, the audience is

made aw'are of the problems of a whole socj_ety, and comes

face to face with the authorrs ttZeítspíegeJ_ der Gegen-

wartrt. As Pj-scator commented: rrDiese f dee gab die Mäg-

lichkeit ztr einem soziaf-en und politischen Aufriß einer

garrzerl Epoc¡1srr.43

In Hoppla, wir leben! , the central character Karl

Thomas also betrays the substantiaJ. Expressionist heri-

tage of a play which seems at first to be a model example

of Neue Sachlichkeit. Toller allows his main ckraracter

to range through society from top to bottom so that he

can describe, and criticise, every aspect of lj_fe: prison

cel1, ministerrs office, potling booth, Grand Hote1,

police station and insane asylum al.l become the stages of

a Stationendrama whích is more a spiritual odyssey ttran a

portrayal of the real *o.Id.44 As in Expressionist drama,

the central characterrs viewpoint dominates the play,

whictr remains less a depiction of a hístorical situation
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than the story

who is finally

of the j-ndividual , tl.e J-onely ideaf ist

destroyed by his confrontation with re-
ality. KändJ-er descri-bes ToIler as a dramatist

in dessen Werken der objektiv real-e Grundkon-
fJ-ikt der Epoche zwar ins Bild kommt rrnd drama-
tische KonfJ-ikte auslost, diese haben aber ihre
Motive einzig in der Gesinnung des Individuums,
das,,einem idealístischen UrbiId vom Menschen
antrangt und darum mit der vorgefundenen l,{irk-
Iichkeit in allen Bereichen kollidiert. 4j

Koebner makes a simi]-ar obserwation:

Die spateren idealistischen Helden dieses Autors
kommen mit ihrer I sachli ckr I egoist i s ckren Zi-eLert
nachstrebenden Umwe1t, mit i}-ren Isachlickrr sich
mit den Gegebenheiten arrangierenden Mitmenscherr
nicht z:urectrt , lehnen sich arrf , verzweif eJ.n und
gehen unter. 46

Ruhle also notes that rkromast suicide is typical of the

kind of disappointment and despair experienced by Expres-

sionist heroes who cannot cope with reali ty.47 But the
final scene is more than a literary S chlußeffekt ; itis
a key to ToJ-lerrs own feelings. The tife stories of
Thomas and rolrer are almost identi.rr48, and white the

praywright seems intel-tectualry conwinced that patient

hard work by fai-thful party members rike Mutter Meller
is the best course, emotlonally he shares with rhomas a

conviction that the worl-d is hopelessly corrupt. Tolrerrs

own suicide in L939 certainly suggests such a convic-
4qtaon.

One otkrer Expressionist feature of Hoppla, wir
Ieben! i-s its rather naive fascination with the new tech-
norogy which becomes most apparent in the scene in which

the telegraphist of the Grand Hotel demonstrates to
Thomas the radio signars he is picking up from arl over

the world, incJ-uding the heartbeat of an airborne
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passenger in mid-Atlantic. As Ihering remarked: trToIIer

romantisiert das Mechanisckre. rhm genügt nicht die phan-

tastik der Präzision, er muß arrch hier noch ff den Herz-

schlag belauschentr.,t5O

The main function of ttre scene i_n the radio

station, howewer, is to widen the scope of the playrs

criticism by documenting confusion and struggre arr over

the world: the latest international rler4r's includes floods

in America, jazz music in Cairo, s}.are prices in New york,

famine in Rumania, green wigs for the ladies of Berlin,

troubre in ctrina, rndia and Africa and the truman heart-

beat in a plane over the Atlantic. This strange mixture

of the amazing and the frivorolrs, the seriorrs and tkre

trivial herps to animate Tollerrs visj-on of a worrd furr

of blatant inequalities and contrad.ictions.

The fiJ-m sequences trawe the same function: the
ZwíschenspieJ- before Act One, as well as symbolising the

passing of the years L9L9-L927 (and emphasising the

significant differences in the worrd Thomas wirr face when

Ìre emerges from the asyrum) arso strows probrems suckr as

financial crisis, Fascì-sm, military clashes and infration

in several different countries. These are obviousry not
just German phenomena: crisis is worldwid.e.

Toll.err s multiple set or Etagenbau for the Grand

Hotel in Acts Three and Four is another techníque used to
highlight grotesque contradictions rtein Aühnengerüst,

das ü¡er- und nebeneinander verschiedenen schauprätze ent-
hiert, die soziologische Üb".- und Nebenordnungen andeu-

ten so1lt.n".51 It emp?rasises both the inequal-ity and
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the interdependence of the social classes: the rj_ch and

powerfur dine up in the separée while the waiter snatches

a quick J-eftover meal down in the servantfs room. In Act

Four the same set allows for a number of simultaneous

demonstrations of human stupidity and desperation. I{e

are shown the banker frantical-l-y trying to save hj_mself

from ruin, ttre Hausdiener stabbi ng himseJ-f after gambling

away kris money and the telegraphist in despair destroying

hís radio set: individual fates add up to an impression

of widespread catastrophe.

Tollerrs incorporation of suctr devíces

and film sequences sLrows how mrrch he had

production techniques of Erwín Piscator.

!gben!- was written very much under the directorrs in-

fJ-r-..t".52; it was intended to be the opening production

at the new ItPiscatorbükrî€t', and like Mehringr s trDer Kauf-

mann von Berlinrr two years later, w'as influenced from the

start by tk¡e knowledge of wLro its prodrrcer would. U".53

Not a]-l of Tollerrs dramatíc devices are tech-

nical-; among the more conwentional-J-y literary are a

number of striking character contrasts with wLrich he

makes various points about the revolutionary struggle.

The first emerges in the Kilman-Thomas confrorrtation,

which becomes a clear exposition of der Fluch der Macht

and its corrupting effect on a former revolutionary.

Thomast unaltered simple idealism (for which the opening

scerre in tl-e prison celJ- has prepared us) reveals Kil-

manrs urbane, elaborate justífications as the compromises

of a shabby opportunist who seeks only power and success

as multiple

Iearned from

Hoppla, wir
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for himself . But Ttromast owrr weakness is also demon-

strated when ?re and Eva Berg are shown together in Scerte

One of Act Two; she is grimly determined to go on work-

ing but he dreams of escape, already despairing of his

power to change things. As a further blow to Thomas, ttre

children wtro appear in the same scerì-e contrast the

younger generatiorrrs brutal pragmatism (ttund ihr wart so

dumm zu g]-auben, ihr känntet sieg.rr.?,,54) with his ow.n

lingering memories of revoJ-utionary heroism and hope.

The character of Picke]- is used to make some

further points: Tol-Ier tras trim wandering in and out of

a mrmber of scerres as a kind of naive Everyman wkro mis-

understands what he sees: âfl innocent abroad displaying,

amorrg other things, a touctring faith in the Republic and

the private citizeÍrts rights and privileges in the new

demo cracy.

volved in

Pickelrs arrest under suspicion of being in-

the assassínation strows the tudicrorrs confrrsion

of the law,

glauben?rt

play.

55

BeIief in anything is rendered impossible as orre

aspect after anottrer of chaos and cormption ís exposed.

Thomas/Tollerf s faith in the revolution seems pointless

in the face of the 1918-19 defeat and the shabby com-

promises of the Social Democrats. Technology acl.ieves

meaningless wonders but cannot help mankj-nd because man-

kind refuses to Lrelp itseJ-f.)o Democracy is a sham and

hypocrisy is universal-: politicians talk peace and pre-

pare *ur57, Graf Lande rrnveils a moïrument to tkre man

and his final cry: rrhTorarr solI man noch

actually poses the central- question of the
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whose murder he has just arranged.

revolutionary revenge, the murder

58

of KiJ-man, is pre-

empted by a right-wing student; even the differences

between political extremes are sLrown to be meaningless,

and, in a further touch of grotesque irony, the w-rori.g marr

is arrested. Professor Lüdin, the psychiatrist in

charge of Ttromas and the last man in whom he carr possibly

have arly trust, sn-eers at his idealism and bursts into a

tirade against aII reformers in which the doctor is shown

to be more dangerously insane than any of his pati"rt".59

Thomas ends in prison as Ìre began, and in his last corr-

fused and fragmentary monologue the play reverts simply

to an Expressionist cry of despair.60 Because ToIIerrs

world is presented onJ-y through Thomasr wery emotional

perceptions, his suicide leaves the authorrs social

criticism without hope or purpose: by focusing on one

disturbed individual, rtein- anarchisch sentimental-er

Typus, der Iogischerweise zerbrícht,,6I , the playt s eff ect

can onJ-y be negative and its influence limi Led,.62

As with most Piscator productions, first reactions

to Hoppla, wir leben! were corrcerned with the directorrs

styl-e (which in this prod.uction included technical novel-

Thomas I act of

ties and outspoken pol-itical comment, particuJ-arly in

form of documentary film) tfran with the play itseJ-f .

w-as certainly a success in terms of audience enthu-

=i.=r63, arthough the cynical of ttre critics w-ere

to the preserrce of Piscatorf s

the

It

more

inclined to attribute this

faithful supporters and sympathisers:

Ein vorsichtig zrrsammengeset ztes Premieren-
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publikum applaudiert, sobald Lenin eine An-
sprache halt, sobald Sacco rrnd Vanzettí er-
scheinen, sobald der lfiener Just izpaLast
ersturmt wird - 64

Der von vornherej-rt zu erwartende
ErfoJ-g - ein dumpf entschlosserler

s turmi- s che
Beifa]-l. 6S

ofTollerrs attempt to portray critically the wkrole

society was certainly recognised:

TolJ-ers Absicht war, eine Art Zeitspiegel der
Gegenwart zrr schaffen - den einstigen Revo-
lutionaren von 1918, die satt und kompromiß-
lerisch geworden sind, díe LeviterL zu Iesen.
TolJ-er versucht den Aufriß der Zeít. Er geht
durch die Schichten. Er will die politische
Struktur des g.g"tt*ärtigen Deutschland geben:
von links nach rechts, vom Kommunismus bis zw
den Vättischen. 6Z

But the critics found

great ideas miserably

was everr described as

ter".7O

6Bthe play thin and poor , fuII of

66

executed, boring and absurd.69
rrvier Stunden schlechtes Thea-

It

Ihering observed that Piscatorrs productj_on had

in fact added strength to a rather emotional text:
Erwin Piscator ist frei von dieser Romantik.
Er weicht nickrt aus. Er Siþt dem ttgemí+t-
lichentr Sti]- To]-lers das stãfrterne Gerüst
s eines S zenenarrfbaus . 7L

DieboJ-d similarly

background to what

individual:

noted that Piscator

was otherwj-se only

had suppJ-ied a

the tragedy of an

Das Stuck ist als fndividual-Tra göaj-.
Thomas eine Bilderserie von geringen

des
dial- ek-

tisckren Werten. Es hat Situationen, aber
keine Atmosphare. TolIer ab nur S ezi e].]- es .
Pi scator mackrte das All .qemeine. 2

The attention which the pfay received in the
critical press was certainly ress due to Torrerrs text
than to Piscatorf s production; it was an important step
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technically in-

as Fahnen, Ê¡lgrmflut ,

in the series of propagandistic and

novative productions of plays such

Schweik and Der KaufmannRasrcutin von Berlin with

Piscator fascinated and scandalised Berlin between

which

Lg24

and L929.

Paul Fechter, writing for the rrDeutsche Allge-

meine Zeitungrr, took the premiere of rorrerf s pray as arì.

opportuni-ty to consider political theatre in general- ,

raising the famiJ-iar problem of how it was to be ewalu-

ated. As he explained: if a critic judged it artistic-

ally he was repudiated by the assertion that this was a

poritical question; aestkretic considerations were irrere-

vant. If , on the oth.er hand, l-e tried to judge it

politically, it w-as assumed that his bourgeoi-s background

precluded his understanding. In an attempt to judge

Tollerr s HoppJ-a , wir leben ! fairly, to compare its actual

achievements in comparison to Piscatorfs avowed potiticar

intentions, he was still forced. to conclude t}'at. the play

w'as poor r lrnconvincing and. artisticarry undistinguish 
"a.73

Ernst Hilborn of the rrFrarrkfurter Zeitungtt arso fert the

need to distJ-nguish between true Dictrtune and other

manifestations of theatre, observing that rrrol].ers Drama

ist in sich nicht Dichtung, sondern dramatisierte chronik
=Lder Zeíttr. ' r

The actual message of tkre play did not go unnoticed

by right-wing critics , although Pj-scator, rattrer than

TolJ-er, was the target of their abuse. The rrHamburger

Nachrichtenrr spoke of rrDie wahnwitzige Hetze Piscators

gegen al-J-es, ]ras dem Derrtschen ehrwürdig und heiJ-ig
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75istrr. f f Die Kreluzzeitungtr wrote: ItIn j edem ldort , in

jedem Bild uberschlagt sich die bolschewistisctre Hetze

dreimal. Alles was and.ererr heilig, wird mit glühendem

Eif er durch den Dreck gezog 
"n,, 

.76

Although such writers seemed to fear the propagan-

distic force of Tollerrs social criticism, the play had

no very startling impact on the society which it so

bitterly criticised. Tolterf s variorrs attacks on

capitalists, politicians, bankers ) ari-stocrats or the

military contained Iittle that had not already been

expressed by cartoonists such as Grosz or satirists like

Tucholsky. Many middle-class Berliners enjoyed a night

out at the Piscator¡üfrne simply as a rather outrê enter-

tainment, and rd-ere certainly in no danger of being rcon-

vertedr or even seriously offended by what they saw;

Piscatorrs political approac}- was well-known. For those

members of the audience with existing Ieft-wing sym-

pathies ToIJ-err s pfay would have served as a pleasant

reassurance, confirming the beJ-iefs of a minority a1ready

aL odds with the bourgeois I,úe1tordnun.E. It is highly

probable that the audience of Hoppla, wir leben! took

from the theatre the same prejudices, complacency or

enthusiasm as they had brought to it. Tollerrs play was

an- exhaustive and desperate indictment of contemporary

society which that same society seemed alole to digest

without obvious difficulty.
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FERDINAND BRUCKNER DIE VERBRECHER

I,fhen Brucknerf s play was first prod.uced in Berlin

ín L92B it contributed one more accusation to an already

widespread attack on the J-egal system. As Herbert

Ihering remarked: trFerdinand Bruckners neues Stück trDie

Verbrechertr kommt in eine günstige, durctr Kriminaffäff e

und Prozesse aufgeläste Zeíttt .L The pJ-ayrs topicality

was immediately apparent in an age when justice and in-
justì-ce, trials and judgements, the harsh paragraptrs of

the legal code and their effects on the poputation had

become commorl topics of discussion. A series of events

had brought the whole system into question.

First there had been the notoriously biased judge-

ments passed after the uprisings and politícal- assassina-

tions of 1918-1922, when it became clear that the power of

the law was being used to cruslr left-wing activism and to

condone and even encourage right-wing viol.rr"..2 At the

root of the problem fay the sociar Democratsr disastrorrs

leniency in 1918, when the ord state apparatus w-as arrowed

to continue almost unctranged and thus burden the rrew

Republic with an inbuilt reaction. The judges and pro-

secutors wkrose opinions and loyarties had been formed in

the l,fithelminian era were totatly out of sympathy with the

liberal and democratic aims of the new state. At one

stage the association of Supreme Court judges actually
rebel].ed against a pranned regisration of the Social b.*o-

crat government, basing their act on the assumption that
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prior

refused to

The

aims of the

obs ervers :

rather than the
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J-egislators, had the

of them obviouslyright to enact

accept the SPD government at all.

gulf between this reactionary group

ldeimar Republj-c has been described

Die Justitia:
Der Staatsanwalt:

Die Justitia:
Der Staatsanwalt:

newly

the la

e]-ected

w3 ; many

and the

by several

Der alte deutsche Richter war noch in der Vor-
stel-lungswelt der Kais erzeit befangen, dj_e auch
in seinem Verhalten während des Prozeßverfahrerrs
und i-n seinem Urtei]- vielfach zum Ausdruck kam. 4

The surviving judges of the Empire were taken
into service after the revolution; they w-ere
irremovable and, as their behaviour w-as to show,
immovable as well: almost all of them came
from the privileged orders; with close connec-
tions among aristocrats, officers, conservative
poJ-iticians, they had littl_e pity for accused
Communists but suave forbearance for ex-officers.

l{henever the judges found it possible to twj_st
the law on behal-f of reaction, they twisted it. 5

This most obvious abuse of justice for poritical ends
6w-as exposed by numbers of contemporary authors. The

fol-lowing passage from Kurt rucholsky strows him charac-

t eristi cally

guessed but

expressing an unpleasant truth which many

few dared declare so openly; his satire

Justitia schwoft! (f 929) skrows the allegorical figure of
Justice shamelessly conniving with the staatsanwalt and

his reactionary prejudices.

Der Staatsanwal-t: Streiker und Revol-uzzer urtd Demo-
kraten und Spartakisten und
Unabhangige und Pennbruder und
Pazifisten und Schriftstel_Ier
und Kommunisten und a]-t das
Pack - wotrin?
Ins Kittchen, Luis !

Und die Offizíere? Und díe feinen
Leute? ldohin?
Raus aus die Anklagebank, Luis!
Und wenn sie Republik spieJ-en
w'as tun wir?
l{ir bleiben unserm Kaiser treu!Die Justitia:
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Der Staatsanwalt:
Die Justitia:

Denn was haben wir?
I,{'ir haben die Unabhängigkeit
der Justi-z !

Der Staatsanwalt: Ufrd die l,{aage?
Die Justitia: Hangt schief.

Der Staatsanwalt: Und die Binde?
Die Justitia: Hat Gucklächer.

Der Staatsanwa1t: Und das Schwert?
Die Justitia: f st zweíschnej_dig. Komm, Luis,

gehn wì_r t-anzenl z

Tucholskyrs attack was one of many which testified to the

irl repute into which justice had faflen. The problem of
politicar expedi-ency versus regar objectivity was raised
everì. more fiercely at this time by the execution in the

United States of Sacco and Vanzetti; the case caused

errormous controversy in Germanyr where its relevance to

the local situation was clearly recognised. As Thering

observed after seeing Mühsamr s pray about this particurar

case in 19292 rtDie Politik wirft dem Moroch Justiz die
o

Opfer vorrr.' It was an opinion widely shared.

Political cases were not the only ones to bring
justice into disreprrte. The confusions of infration and

stabilisation in the earry 192os made possible thousands

of false purchase suits in wtrich legal trickery was

employed to make extra profit; this trcertainly contri-
buted nothing to the Germansr respect for the lawrrr âs

Eyck remarks.9 A series of rather spectacular miscar-

riages of justice later gave rise to more public debate:

the most notorious involwed Josef Jakrrbowski, a farm

worker who was executed for murder and later discovered
to be innocent. This case w-as also rrsed as the basis of
a play, Josef, by EJ-eonora Kalkowska (tgZg).

There were, trowever, more radical and complex
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reasons for casting doubt on the entire regal system.

l\n¡o factorsr societyts rapidry ctranging moral code and

the hardships inflicted by economic disaster, brought the
theoretical basis of the raw into doubt as werr as its
faulty practice. Changes in sexual mores, for example,

made some of the old laws seem grotesquely trarsh, and. the
poverty caused by unemployment or inflation led some to
suggest that social conditions., rattrer than individuars,
strourd be bramed for crime. Rigid traditions in existing
legal practice took no account of such changes and t}.us

contributed to
ll der wachs ende

setz und den

elaborat ed ort

what Erwin

Zwi espatt

Pis cator

zwis ctren

cal]-ed at the time

dem kodj-fízierten Ge-

also

the problem in trís novel Erfolg:

In jener Epoche redete man uberall_ auf dem pla-
neten von ei-ner Vertrauenskrise der Justiz. Der
Begriff der Gerechtigkeit war unsicLrer geworden,
schabig. Man wußte zuviel- von- der menschl_j_chen
Seele, um die alten Begriffe von Gut und Bose
gelt en zt) lassêûr.,zu wenig r üfl neue arì. ihre Stelle
zu setzen. In fruheren Zeit en Ìratten bei einer
Exekution die Zuschauer, ja häufig der Gerichtete
selber, Befriedig!+ng werspurt; denn es w-ar einer
Rechtsordnung Genuge.geschehen, an die sich aIIe
innerl-ich gebunden füntten: jetzt war die Ge-
rechtigkeitspfJ-ege won keinem Iebendigem Gefünl
mehr J-egitimiert, sie w-ar zum bloßen Instrument
der Macht und ihrer Bewahrung geworden, ihre Maß-
natrmen wirkt en s chwächli ckr , wiif türl-i ch. I1

realen Verl-a].tniss enrr . lo 
F eucrrtwanger

This general questioning, searching and

of the whole subject of law and lega1 practice

flected in Brucknerrs Die Verbrecher and in the

anaJ-ysing

w-as re-

countl ess

other contemporary prays which reflected wkrat one observer

termed the trKriegsztlstand zwischen VoIk und Justr'zrr.L2

Hasencleverr s Mord (I928), Alsberg and Hessets Vorunter-

suchun.E ( f g3O) and To]-lerr s Feuer aus den Kessel-n (l-gzg)
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and Die bfinde Gottin (:'932) portray

in the mechanism of Iegal procedure.

wir leben! ( I 927 ) ,, Die Affare Dreyfrrs by Rehfisch and

Herzog (tgzg) and Brecht I s Matra.qorrny (tgZg) aII contain
trial- scenes in which injustice is seen to prevair. The

Justi-zdebatte is further reflected in Rehf isch I s l,üer

weint um Juckenack? (tgzS) and in Horvâtn, s Gtaube Liebe
Hoffnun.q (l-glz) . Erich Mühsam's Sacco und Vanzetti and

Eleonora Kalkowskars Josef, (Uottr I9Z9) portrayed tl.e

notorious trials; I,{olfts Zyanka1i and Credérs Para.qraph

2 8 (Uotfr L929) attacked a specific paragraph of the legal
code; tr{oJ.f ensteints Die Nacht vor dem Beil (tgzZ) cam-

paigned against the death penalty. There were many

tot".13 Brucknerrs pray thus contribrrted onry one protest

among many, but did prove to be one of the central voices

raised against the abuse of justice.

Brucknerr s main target ín Die Verbrech.er is the
Iawrs inhumanity, the rigidity and Iack of compassion

with which it passes judgement on individual fives.
Ernestiners insight - ttl{ir sind afte Verbrech"r,,I4 - is
central to his depì-ction of human nature and of the in-
competent and unbending system which endeavours to regu-
fate it. Bruckner revears a cross-section of one house

and the compricated pri-vate lives of atl its inhabitants:
every character portrayed is rguiltyr in one sense or
anottrer, but on1y as the result of material need or
desperate love. Frau von ld'ieg serrs her brotherrs jeweJ_-

lery to meet the demands of her children; olga and Kum-

merer want to keep their child but are forced to promise

individuals trapped

ToIIerf s Hoppla,
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it to Ernestine; Atfred steals his firmrs money in order

to take Frau Berl-essen to America; Ernestine is driven

ewen to murder by Ìrer possessive l_ove for Tunichtgut;

Frankrs kromosexual rove involves him in blackmair and then

perjury; Carlars love for Ben Sim drives her to agree to

an abortion and then sell trerseJ-f to Josef to get the

money. The story of emotional stress, hardship and

resulting crime is endless: rralles, alf es geht weiter.,,l5

The world strown by Brr.ckner is already fuJ-l of suff ering,

but justice steps in to complicate suffering still fur-

ther by pronouncin.q cruel and inappropriate verdicts on

matters it fails to rrnderstand.

As Thomas Koebner explains, the judges portrayed

in plays suctr as Die Verbrecher assume that crime re-

fJ.ects moral weakness and evil intent, but:

Das Publikum erkennt dagegen., daß Armut und
Abhängigkeit die täter zwingen, daß Recht-
sprechung und Rechtswirklichkeit das rNatur-
rechtr der eít:-zelnen Person auf Selbstverwirk-
lichung verl etzen. Die liberal-e Perspektive
dieser Stucke sieht durch die Zustande und
d+" öffentlich güttigen Normen vor allem die
ldurde des benachteiligten oder unterlegenen
fndividuums angetastet - gtwa der hungernden
Mutter, des sctrwangeren Mädcl.ens, des arbeits-
losen Mannes. 16

Brucknerrs compassionate portrayal. of people who

are made criminal by force of circumstarrce stems from a

vaguely humanit ariarL philo=ophyl7 rather than a definite

political commitment. A product of what nürrre terms the
rrliberales Bürgertumrrl8 (he was the son of an Austrian

merchant), Bruckner developed into a bitterly pessimistic

critic of ldeimar society, analysing its crisis of cultural

and moral val-ues in the ttrree plays Krankheit der Jrr.qend
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(t926), Die verbrectrer (r 928) and Rassen (tgll) without
being able to suggest a solution. This fairure to offer
a positive al-ternative does in fact undermine the
reformist message of his plays: by carefulry cataroguing
so many case histories of helpless misery, tre risks im-
parting onJ-y a negative impression and horrifying the

spectator instead of urging him to action. How are the

rights of the starving mother, the pregnant girl or the

unemployed worker to be wrested from such a world?

Koebner writes of Die Verbrectrer:

hIo und wie dieses l,üünschenswerte Recht des Ein-
zelrten zu. verwirklickren ist , kann di e szenische
Rekonstruktion der l{ohnküctren, obskuren A,rzt-
zímmer oder kalten Dactrstuben, die rFotografier
jenes Lebens im Dunkeln, al-lerdings nicht
schildern. Der Abscheu des Zuschauers drotrt,
jg mehr seine Erfahrung die Spielwelt als
luckenloses Abbild ¡estätigt,..sich in yerzweif-
11rrng und Hif ff osigkeit au-f zuf-osen. Dj_es off en-
bart einen Liberalismus, der mit seiner l{eisheit
am Ende ist. L9

At the very end of the play, the character Kummerer tries
to strike an optimì-stic note., saying rrrch werde arbeiten,
schritt für scl.ritt, und nicht verzweifel-n. Diese drei
Jahre werden einmal .rorüb.rgeLren, al1es, alles geht

weiter. "2O After the bteak pessimism of the rest of the
pIay, however, Brucknerrs finat attempt at kropefulness

fails to convince. As Grimm has noted: rtDaß Bruckner

trotzdem mit einem Hoffnungsschimmer, einer perspektive

in die Zukunft schl-j-eßt, empfindet marr z:unäc]nst fast ars
.. o1tr{illkur .,to- trAII es , all es geht weit eril is Iikely to

inspire groom rather than optimism in tl.e spectator with
its suggestion that the whore sad story wirl continue rrn-

ckranged. Justice has intervened, savagely punished the
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t j-nnocent t ( Tunictrtgut, OIga) 1 overlooked the guilty
(Ernestine, schimmelweis, Arfred) and faired to cope with
the reast of these human probrems or even to comprehend

them.

The most outstanding device used to actrieve

Brucknerrs aims in Die Verbrecher is the multíp1e stage

setting which shows a number of small, interrelated

scenes at the same time - the Simultanbuhne. This w-as by

no means a new technique; Strindberg I s Ghost Sonata l.ad

introduced the jd,"u22, TofIer employed it in the trotel
scenes of Horrrrla. wir leben! , and Piscator used it a

number of times, notably for Rasputin and Der Kaufmann

von Berlin. In Brucknerrs ptay, however, it provides the
essentiar framework of arl ttrree acts, being part of the
prayr s structure rather than just a novel feature of its
production.

The function of the multiple set in the first and

third acts is twofold. On the one hand it strows the

cross-section of a krouse (and, by implication, of society

in general), stressing the interdependence of human

actions, reveari-ng how each is shaped by or influences the
o.)

otherso' and showing trow each individuarrs rore rinks him

to the larger network of relationships called society.

Secondly, and more importantty for the cri_tical message

of the play, it generalises from individual tragedies to
show a whole social system at fault. The entire house

from top to bottom ilrustrates Brucknerrs main contention:

emotionar stress and material hardship lead to rcrimesr 
,

actions which are sì-mpry rrKundgebungen des Lebenswil-rens
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und schon deswegen positiv,,, as the young judg" =r""'4,
but which the law treats as moral outrages and judges

accordinSly.

In the second act, arr overal-l view of six dif-
ferent rooms and four simultaneous triars prowides a

cross-sectíon of the raw at work, this time empkrasising

the universality of injustice - four arbiLrary verdicts
are passed after meaningless trials in which ttre rear
truth never comes to 1ight. Bruckner exproits the rapid
overJ-ap of scen-es made possible by the muttiple set,
rinking them together with pointedry ironic repetitions.
olgats prosecutor, for example, finisLres his demand for
a severe sentence with the ptrrase: rrDer Begriff straf e

würde jeden Sinn verlieren -,,25, which is immediately

echoed in the other courtroom by Alfredrs defence as the
opening remark in a plea for clemency. The concept

obviously has l-ost all meaning: it has become just a

lawyerr s phrase to be used for or against the accused. at
whim- simirarly., Tunichtgutrs judge finishes one scene

with the firm statement: rrDer Tatbestand liegt klar vor
Augenrr26 and Olgars judge opens the scene immediately
folrowing with the same words - but both are of course

mistaken in what they craim to see so clearry. Bruck-

nerts point is obvious: the law is blind. Because

similar misunderstandings occr-rr in each of the cases and

are expressed in similar words, they imply that this lack
of insight extends to every Iegal situation, that in-
justice is universal.

At the end of the second act the young judge
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rounds off his criticism of the raw with these w-ords:

Hier schneidet sich der Mensckr ins eigene
Fleisch und nennt das ttGes etz'. Hier kastriert
sich das vofk bei lebendigem Leibe immer wieder
selbst rrim Namen des Volkesil. 2Z

The scene remains ilruminated, and then one by orre the

four courtrooms appear as the four sentences are pro-

nounced - each one mistaken, and each prefaced by the

solemn pronouncement: rrlm Namen des Volkes,. At the

close of the act all are seen together - a multiple
j-ndictment of the system and the foolishrress of das volk

in whose name it is all_ done.

To make detailed points of criticism, Bruckner

also falls back on the famil-iar d,evice of having dif-
ferent characters voice his or^r:n opinions, and not always

successfully: some of the situations appear rather con-

trived. The most important of these mouthpieces is ttre

young judge: rth/enn es ein Naturgesetz ist, daß soge-

nannt e verni cht ende Handlungen b egangen werden , warlrm

bestrafen wir es dann als Verbrechen2n2B - and al-so the

def ence lawyer: rrHier steh.n wir vor d.er ewig r¡erschlos-
senen Pforte: r^ras ist Recht, wenrì. es nicht Menschtich-

keit ist? Iúas ist das lilesen des Recht s2n29 During the
first scene of Act r\,r¡o ottfríed also instructs Frank in
some of tl-e pertinent legar paragraphs, whi-ch he is con-

veniently abre to recite by kreart; the critic Monty

Jacobs referred to this rather sarcasticarly as ttdie

gut e , indirekt e Methode,,3O , and also found Kummererr s

reading aroud of chapters from his pl-anned book oïr

justice a tittle too obvious, remarking rDas ist rendenz-

kunst voïr ¿er ü¡erholten, vo,, der unwirksameïl sort",,.3r
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Kummererrs manuscript does, of course, contain some very

important points:

l,úir machen, als Außenstehende, einen Denkf ehler,
l{ir sekrn in einem GerichtsurteiJ- immer noch eine
off entliche, moralische ldertung. Und dig mora-
lische trfertung wird dann fur das Leben gtittig,
wakrrend sie doch aus einer ga+z anderen Atmos-
phare kommt: alrs der Atmosphare des Gerichts.
Das ist eine Atmosphäre für sich, eine hlelt,
die gaîz woanders liegt als das Leben, eine in
sich gekapselte, seit Jalrrhunderten erstarrte
I{elt . 32

Set out like this, however, Brucknerrs ideas constitute

prose rather than drama; the rather unimaginative d.evice

of a character simpry reading aloud only makes the scene

static and awkward. As soon as Kummerer reverts to

dialogue with Ernestine his words become more natural
( rttr{er wie olga geritten hat, ist kein verbrechertt33) and

thus more conwincing.

Bruckner does have considerable skill with

dialogue: âs the various tria1 scenes of Act T\a'o show.

One of the most tell-ing techniques which he employs to

indicate the incompetence of the law in understanding and

dearing with human probrems is the contrast between the

spontaneous ranguage of the people in the witness box and

the moraristic officialese of the judges and raw¡rers.

Naturar situations become grotesque w}-en translated into
the jargon of criminal- raw, human actions committed in-
stinctively are subjected to cold scrutiny, and simple

people are confronted by cJ-ever and articulate inter-

rogators - ttdann sprechen zwei Nationen in zweí sprachen

miteinarrd...t'34, as Monty Jacobs observed.. There can be

no communication.

OIga: fch habe nie Abschiebung gesagt.



Der Vorsitzende:

Der Vorsitzende:

Kummerer

Der Vorsitzende:

Krrmmerer:

II9

Das Gericht J.ehnt es ab, sich
Ihre j-nfízi-erte Termj_nologie oder
die lhres Schwangerers ztr eigen
zu machen. I,fir sprechen ?rier
derrtsche Fraktur. 35

Nach bisherigen Ermittlungen hatte
sich das Madchen vor Ihnen von
keinem Manne benutzen lassen.
(kaum mehr beherrscht): Herr Vor-
sitzender!
Zur Not Iäßt sich hieraus ein Mi-l-
derungsgrund konstruiererl. Der
Ietzt.en Endes..Schuldige sind Síe,
der Sie das Madchen der Sctrande in
die Arme getrieben haben und
schließIich dem Mord.
Zwisctren uns stehen l,{-eJ-ten. 36

Innocence is of Iittfe accourtt in

from its victimsthe law demands

and respect. Any frank and lively

divergence from the narrow code is

crime.

Tuni chtgut :

Vert eidiger:

Tunichtgut:

Der Vorsitzende:

Otga:
Kummerer

Der VorsiLzende

Kummerer:

Der Vorsitzende:

These contrasts in l_anguage

self-expression: ahy

in itse]-f a fresh

Sie wissen San'z genau, daß ich
nicht der Morder bin. AIIes rrlrr
Komodi e.
Der Angeklagter ist in begreiflictrer
Erregung.
Ich lasse mir doch nicht vorr solckrem
frisierten SaIat einen Mord ein-
reden.
Das ist eine Beleidigung des
Gerichts. 37

Ich halte das nicht langer aus.
( sehr erregt ) : Herr Vors itzender
(scharf): hTol-Ien Sie mich gefättigst
nicht unterbrechen.
Sie J-assen einen ja nicht zu Worte
kommen.
I,{ir sind nicht dazu da, Ihre al-berne
Leb ensphilosoptrì- e entgegerrzu-
nehmen. 38

this atmosphere: wtrat

is humility, serJ-orrsness

and tone continually

irreconcilable gulf

Tkrere can be no bridge

rreine l,rlelt , di e ganz

int ensify

s eparating the people and

two. Justice

the law.

Brr.cknerrs vision of the

between tl.e remal-ns
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rd-oarrders liegt aIs das Leben,,39 , as Krrmmerer says , and

its attempts to judge tl.e real world can onJ-y end. in

incompetence and cruelty.

I,ühether because of Brucknerrs choice of highJ-y

topical subject matter or because of his moving portrayal

of suffering, and the contemporary critics did suspect

him of capitaJ-ising on a currentJ-y fashionable outcry

against the 1aw, Die Verbrectrer was a great theatrical-

success. ItEin äfttrti"ft starker Premierenerfolg ist kaum

erinnbarrr, wrote Kurt Pinthus, arrd described rrdie durch

einige Pfiffe noch geförderte Einmütigkeit des beifatt-

rasenden Publikums, die den Regisserrr und etwa dreißig

Darsteller vielmals dem Ruf arr die Rampe folgen Iieß,,.40

Ihering assumed that Bruckner was attempting to please

the sensation-seekers, people wkro enjoyed the sordid

details of criminal cases r âs wetl as the serious
-4rthinkers--, and found the play a mixture of two dramatic

trends, the rrsexualpathologisckrrr and the ttpolitisch for-

derndrr - in other words, rrKrankheit der Jugend plus

Piscator-Stück".42 Monty Jacobs remarked: rrEs scheint,

als ob Bruckner, wie er alte Zímmer eines Hauses äffnet,

auch in al-le Behausungen der Tendenzkunst auf einmal- ein-

kehren wil-l- " .43 Pinthus assumed, J-ike his coll-eagues,

that the success of Die Verbrecher owed far more to its

fashionabJ-e target of criticism than to any J-iterary

quality:

Es darf nicht verschwiegen werden, daß der un-
bekannte Autor, Bruckner44, den riesigen ErfoIg
weniger seiner dichterischen Begabung dankt aIs
der beispiellosen Mißachtung des Ríchterstandes
und der heutigen Justizpraktik in allen Sctrichten
des Votkes. 4S
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If this is sor then it u-as also true of a number of

ottrer successful socially critical plays, and not to

their discredit. They reflected an already existing

trend ín public thinking arrd also played a useful roJ-e

in agitating for reform. Krrrt Pinthus, who took pains

to distinguish between the playts J-iterary quatity and

its effectiveness as stage propaganda, enthrrsiasticatly

endorsed this function of Die Verbrecher:

Das Stück ist ein Lehrstück, ein Aufklärungs-
stück, ein Tendenzstück - jawohl! Und weif es
fur eine gute Sackre von allgemeinsler ldichtig-
keit eintritt und dies ert Zweck erfullt, dabei
äußerst wirksam i st , immer., spannend, immer..
erregend, ohne unter das fur solche Zeitstucke
ztt fordernde Niveau ztr sinken - deshalb ist es
ein gutes Theaterstück. 46

Success in the theatre is, of course, necessary for

effectively critical drama: large audiertces and a not-

able success bring the theme of the play more directly

into public attention. The fact that Die Verbrecherrs

success was actually felt to be a danger to the institu-

tion it attacked is proved by the banning in Munich of

any but restricted prJ-vate performartces, rtmit der Be-

gründung, das Stück erschüttere das Vertrauen in die
L-

Rechtspflegett.'t To have such arr eff ect Ìrad certainly

been one of Bruckrrerrs ambitions.
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PETER MARTIN LAMPEL REVOLTE IM ERZIEHUNGSHAUS

The difficulties faced by young people growing up

in a confused and rapidly changing post-war society were

descri-bed by a number of writers of the hieimar Republic.

Lampelrs play j-s orre of many which refJ-ected the problems

of youth. Klaus Mannrs Anja und Esther (tgZS) portrayed

the psyctrological- and sexrral complications of l-ife in a

chiJ-drenr s home; Sternheimr s Die Schule von Uznac}:

(tgZ6) attacked the immorality

Brucknerrs Krankheit der Jrr.qend

of the

(tgz6)

moral

rmodern girlr ;

and Heinrich

Mannrs Bibi, Jugend L926 showed decay and despair;

filmedChrista l,üinsloers Gestern und Heute (rglo - atso

as Má¿ctren in Uniform) deal-t with ttre psychological

stresses abounding in a strict, almost militaristic

girlsr sctrool. An important noveJ- which also illustrated
Itkre problem of youthf w'as Ernst Glaserrs Jahr.qan.q L9O2

(r9ZB), which Martini has summarised as rrder Roman der

Jugend, ihrer Revolte gegen die lähmende Tradition, ihrer

Heimatlosigkeit in einer schwankenden Zett, ihres dumpfen

Verlangens und Aufbegehrens".l Other noweJ-s with a

similar theme were l,{ilhelm Speyerrs Kampf der Tertia

Fursor.q e zo.ql in.q e , state wards like ttre children in Lam-

pelrs play who w'ere cared for in institutions, were also

mucLr dj-scus=.d.2 Ttre mrmerous li.terary forerunners of

Revolte im Erzíel.un.qshaus which dated back as far as ldede-

kindrs Fruhlin.qs Erwachen reflected a serious state of
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affairs, but most of them took a morbidly psychological-

approach, supplying much serrsational- detait while failing

to suggest sensible reform measures.

The real events which forced the wkrole issue of

child wel-fare into the open were a series of revolts,

beginning in I)21 ,, whj-ch broke out in Fürsor.qeanstalten

l- ike Berlinchen and Rastenberg. Lampel reported in J-p28:

Fünf Anstalten sind innerhal.b gar:z k:urzer Zeít
geschlospen, j-m Lindenhof . }raL man unter-
dessen Iangst nacl- dem UberfaJ-J-kommando teJ-e-
fonieren gelernt. Rastenburg und BerJ-inchen
sínd Sckrauspiele l-eidenschaftlicher Revolten
der Jungen geworgen. Die bürgerliche Fürsorge
bedarf einer umwalzenden und schl_eunigsten Ver-
anderl.ng. 3

Various unpleasant incidents had al.ready created a public

Lampelrs commentsaw-arerì.ess of a serious problem;

increased it.

In I928 LampeI worked at the Fürsorgeartstalt

Struweshof near Berlin for severÌ. weeks, and compiled his

prose report JunEen in Not directly from ttre stories

which the boys there told him. Their accounts made it

clear that there was a serious discrepancy between the

Rei chs.-iuEendwohlfahrt.Ees etz of L922 and the miserable

reality of J-ife in the institutions for which it provided,

and the unpleasant details which Lampel published soor¡.

made his report the subject of a fierce debate. I,ühen the
ItGrr- ppe junger Sctrarrspiel-errt came to him enquiring about

one of his plays, Lampel suggested the material of Jungen

in Not instead. fn less than a fortnight he turned kris

prose report into a pl.y4, which was then performed in

BerJ.in in December L928. Revolte ím ErzLehunEshaus w-as

thus tifted directly from rearity in a manrrer rare even
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pretation but left

whole passages of

the boys he had

suggests, rrweil-

keit abgeleitet

Lampelrs

L24

LampeJ- undertook rto artistic inter-

it as simple reportager incorporating

dialogue compiled from ttre accounts of

known in Struvestrof . And, as RuhJ-e

sein Stück unmittelbar aus der Inri-rklich-

rdar , wirkt e es so

chief attack was

stark auf sie zurucktl . 5

the in}.umaneupolL

heldof the boys I tromes, rtrhickr he responsibl e

manage-

forment

the

too.

the directors

various revolts and for other less apparent evils

His play

be corrservative ol-der men witkr

attitudes cramped by narrow and intoJ-erant piety:

Hausvat er:

specificaJ-ly

are shown to

indicts ttre men in charge;

Es werden fast nur noc}. erblích Belastete
oder Psychopathen eingeliefert.
Nun?
Er sagte, dann gehärt für die Leitung ein
erfahrener Psychiater ?rer.
Da haben wirrs ja. Mit anderen h7orten:
man will mich und den kirch]-ichen Einfluß
aussctralten, Die l,úelt wird von Tag ztr
T.g gottloser. 6

Lazy and self-interested:

Pfarrer:
Hausvat er :

Pfarrer:

The staff are

Besucher:

Ðrzi eher

often brutal:

Hausvat er

Erwin:
Hausvat er:

They are

the more

Sie sind Erziekrer. Sagen Sie bitte: was
nnünten Sie für VorschJ-ãge?
(überrascht) : VorscrrfägãZ t Zu allererst:
bessere Besol-dung. 7

(nimmt einen Rohrstock aus dem Schrank):
Jetzt w-erden wir Abrectrnung halt"t üb.t
dein gottJ-oses MauI.
Denken Sie, ich habf Angst?
Das werden wir sehen. Stel]-e den Tisctr in
die Mitte. ( la Erwi-n zögert , =pättisch)Ich will doch sehen, ob du Schneid Ìrast? B

determined to preserve a bJ-issful ignorance about

serious problems of the boys:

Hausvater: AusgeschJ-ossen - bei
Er.zj-ehungsmethoden?

urrs eren modernen
9

Pfarrer (gekränkt): Halte ich für gänzlì-ch
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touch with

ausgeschlo"".rr.IO

officials are vaguely well-meaning but

the real situation. From top to bottom
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out of

of the

in the

of him-

pro-

Lampelrs

one

chain of authority

intolerance, and a

object of so much

and responsibiJ.ity there is ignorance,

J-ack of any real contact with the main

organisation, the boys themselves:

Frit z: Da quetschen sich die wollgefres-
senen Bauckre in die Sessel und
hören sich reden rrnd sind der Mei-
nung, daß es wichtig ist, was sie
miteinander verkrande]-n. Aber daß
es lebendige Mensckren sindr uil die
es geht, und daß ihr Schicksal auf
dem SpieIe steht, das kümmert die
Herren einen Dreck. IO

Lampelrs condemnation is specific; he does not

stray beyond tl-e bounds of his particular target in order

to criticise society more widely, but attacks simply

ttrose abuses which he knew from personal experience. As

Kne]-lesserr remarks:

Hier wurde nicht versucht, Hintergrunde a.uf zu.-
reißen, sondern in direkter Aktion das Schlechte
angeklagt und zwar so angeklagt, daß das Mit-
leid des Zuschauers mit den gepeinigten Knaben
heftig erregt wurde. l-I

There is littte sign of any polì-tica1 allegiance

pfay beyond the Hospitantr s reported description

self as a sociali=tl2 and a brief mention of the

letariat I s right to educate its owrì. childr"t .l3

criticism lacks any cl-ear political framework, as

critic noted:

Lampels Stück ist kein Parteistück; vieJ-leictrt
wiJ-l es dafur gelten oder Iäßt es sictr dazu
machen, aber dann kennt es sich seJ-ber nicht.
Seine..Tendenz ist: durch Aufdeckung von Inhu-
manitat Humanitat erzeugen. Sein Grr.ndakkord
ist: Mitfeid. I4

Lampel w'as the son of a Sitesian pastor; he had
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been an officer during the war and J-ater retrrrned to

s tudy. Contact with the Ju.qendbewe.qun.q of the lp2Os had

given him a general interest in the problems of youth.

The motivation behind his play was simply humane: the

author saw himse]-f as a rtTräger der weißen Fahne der

Liebeft, as Fritz Engel re..tked15, arrd not a propagandist

for any political- ideology. Lampel in fact refused to

join the KPD when reqrrested to do so by Piscatorrs
L6group- , and defended his play against aII rrBestrebrrngen,

d.ieses Stück zv.T Parteipropaganda inervorzukehrenr, .L7

Man wollte sckron keine jungen Menschen in Not
metrr sehen, sondern J-ediglich ein effektvol_1es
Parteitkreater, rrnd so machte ich mir setrr ein-
ftußreiche politische Kreise der Linken natür-
lich zu Feind.en. IB

Lampelrs own political sympathies can only be described

by the conveniently vague term links -tiberal ; in f act,,

Ruhle uses Lampel as an example of ttdie Hilflosigkeit der

Iiberalen Autoren bei d.em Versuch, selbst Vorschläge für

die Verbesserr.ng der kritisierenden Zustände zw machentt,

finding his insights good but his few suggestions for

reform rather unconvir.itrg.19 the members of the actorsr

collective which took the play on tour and made it such a

success seem also to have feJ-t the playrs fack of a

definite policy; they f ent its socíal critj-cism a more

definitely political slant by rounding off each perform-

ance with a skrort speech in front of the curtain explain-

ing that only world revolution would solve the probJ-ems

depicted in tkre play - whereupon the audience sang the
20ttTnt ernationa]- err Like Horváthrs Ita]-ienische Nacht

Revolte im Erziehungshaus w-as impatiently received by
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ttrose who saw ttre need for more overtly political- agita-

tion on stage .rrd r.*arded plays with solely humane con-

cerns as weak and uncommitted.

Lampel I s play, aJ-though determj-nedJ-y apolitical- ,

is nevertheress a shrewdly calcrrlated piece of persuasive

writing aimed at giving force to tkre authorrs complaints.

Its central technJ-que is the introduction of an outsider

as the main charact 
"r2L, a young man whose sympathy and

idealism contrast strongly with the J-aziness, corlserva-

tism and cruelty of the other staff at the boysr home.

His words express the authorrs own criticism; he is, in

short, a mouthpiece through which the playrs message carr

be conveyed to arL audience. As a device for imparting

an author I s vi ewpoint , the techniqrre of Ïrero-critic is

neither new-nor orig inal (faiserrs Mi]-Iiardärsohn and

Tollerrs Karr Thomas are two otkrer suckr figures in ldeimar

drama), but it does reflect the immediate reality which

gave rise to the play: the idealistic yourtg ex-officer

is obviously intended to represent Lampel himseJ-f, and

the simplicity and straightforwardness of the central

device accords with the playrs corrception as reportage

without artistic pretensions. Agitation for ctrange

remains its driving motivation, not Iiterary quality; it

is a typical product of ltdas Zeitalter des Stoffs und

nicht der Form".22

Anotlrer aspect of the play which increases its

persLrasiveness is the lívely naturalism; the realistic

words and actions of the boys and the culpable but hrrman

evasions of the staff give the pJ.ay a ring of truth. The
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audience is persuaded that what they see on stage could

really happen, that this is the way things are. The

carefuJ-ly studied realism does more than add conviction

to Lampelrs criticism; it makes the characters into

weJ-J--delineated, convincing indiwidrral-s. Diebotd praised

Lampelr s characterisation thus:

fn einer AJ-J-tags-prosa fäßt er tteurr Zäglinge
reden; aber immerhin so reden, daß vier oder
funf von ihnen personliche..Figur gewinnen:
der Diebische, der Gewalttatige, der kJ-eine
Yíerzehnjätrrig., dem die Orößãren- nachts den
Schlaf nicht lassen; dann der eì-gentliche
Revolutionär, der schlleßticfr aus ungeherrrer
I,{ut und Energie die Revolte aufrukrrt. 23

In contrast to the boys, each adult character reveals

only the weakness and hypocrisy of that part of the

system whích he represents. The parson sees things only

in terms of his religion and tries to stay aloof from aII

unpJ-easantness. The Hausvater Ïras become brutaJ-,

hardened by a lifetime of coping with corrstant problems

(ttMir sol-lte einer kommen, Herr Direktor. - f ch habe

zwanz:- g Jahre Praxis .,,24). The Erzíeher is rrrr unquali -

fied ex-soldier only interested in retaining a secure

job. Victoria, the Hausvaterrs daugtrter, f eels herself

as much a prisoner of the institution as the boys are,

and to J.essen krer boredom provokes Kurt, Frítz and the

trrzieLrer with sexual teasing. The official- visitor is a

hypocrite who poses some very pertinent questions25 Orra

is too easi-ly persuaded to Ïrurry for the midday trairt

without hawing seen anything aL all; he is a party man

and his obligations in Berlin matter most to him.

Lampel widens the scope of his accusations to
j-ncrude other boysr homes, and other injustices not shown
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in the play, by al-lowing the boys to tell of their

experiences in different places as they sit talking to

the Hospitant in the .26evening.-- At this point tkre play

fol-lows most closeJ-y the straight reportage of Lampelrs

original prose report, but the natrrral way in whictr the

storj-es are told makes them far from bald or decl-amatory;

Lampelrs skiJ-J- with dialogue keeps the scerre realistic

and be]-ievab]-e.

I,{hen mounting rebet1-iousness finally breaks out

in open revolt, the boy Fritz takes the lead and becomes

the playwrig}-tf s rretv'spokesman, voicing the generaJ- dis-

content and Lampel I s ow'n opinions:

l{ir haben kein Gewisserr, solange die Anstalt
keins hat. 27

Mitleid? I,Ver hat denn mit uns Mitleid? 28

I{ir brarrchen urrs jeLzt nicht ztr
dem Gefängnis, wir wectrseln ja
I,{ohnung. 29

fürcht en
dockr bloß

vor
die

Idhen the revolt is defeated, however, the role of accuser

and spokesman reverts ortce again to the Hospitant , who

voj-ces his i-ntention of making the whole affair public:

ItDas werktätige Volk soJ-l diese Sactre in die Hand

nehmen".30 Ttre final appeal is thus directed to the

audience; the matter has now been taken to the public,

and it is up to ttre public to act.

Lampelrs faith in the power of drama to convince

and motivate the onlooker is obviorrs - and the playrs

immediate effect on its audiences was, in fact, remark-

able. Revolte im Erziehun.qstraus was enthusiasticaJ-ly

received, but more importantly, people stayed afterwards

to debate the issues raised. As nüfrfe has noted:
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Die gütrne al-s Tribunal , Eingreifen der Szene in
die Tageswirklichkeit: was die Anhanger des
tZeittheatersr propagierten, ereignete sich mit
dieser Aufführung. 3L

The critics agreed that the play was hardly great

literature, but w-ere al-l extremely impressed by its

theatrical. impact:

Die Kunst ist klein.
groß. 32

Die Tatsachen sprechen

LampeJ-s rrRevolte tm Erzi-ehungshaustr ist keine
Dichtung im höÌreren, künstlerisckren Sinne.
Aber sie stellt szenisckre Vorgänge arls den
Erzj-ehungsanstalten mit sol-cher Geschlosserr-
heit und lducht, mit solcher lJberteugungskraft
und Ehrlichkeit dar, daß die lúirkung aufruhren-
der und tiefer war als die der trglanzvoJ-lstenrl
Theaterabende. 33

Ihering particularJ-y approved of the playrs fairness, of

of hisLampelrs refusal to fal-sify and exaggerate,

portrayal of beJ-ievabJ-e human characters:

Deshalb springt sein Stuck uber die Rampe.
Deshalb warf es gestern die Zuschauer llm.
trin Tendenzstuck ohne Phrasen. Gestern
¿rännte das Haus . vorr einem BeifaII,
der die Range erschütterte. 34

Fritz EngeJ- was similarly impressed:

lilie groß die Macht der gühne sein kann, trypng,-
tisierend, das logische Denkvermogen einschla-
fernd, wahrer als dj-e l,{ahrheit. .
Von der gühne her, aus d.em Munde Lampels, aus
seinem Gefuhl , arrch aus Mund und Gefuhl der
DarstelJ-er kam Kraft, kaT.r Iducht, kam GIut.
Man war angepackt, geschuttelt, aufgerissen. 35

But to LampeI, theatrical success mattered far J-ess than

the playr s power to change those circumstances whic}- it

crj-ticised. First came public awareness and debate:

ItNachher wurde der Zuschauerraum zum Redeklub,t36 - and

the subject under discussion was something more important

than the merits of the performance; according to EngeJ-,

the audience debated the facts, took sides., and attempted
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to judge the accuracy of Lampelrs report. Diebold noted

tl-e same resu]-t:

Kein bIä¿er Applaus der CIique. Kein dummes
Gezische der I literarisckrr Andersdenkenden.
Sondern (wie bei Bruckners f Verbrechernf )
Beteili.qtsein an der Sache! 37

Tkre fierce debates which J.ater took pÌace

Reichstag were

in forcing the

Berlin Stadtparlament and in the

in the

orì.e

direct effect of Lampelrs action probl em

of Jugendfursorge into public attention. Several reforms

were actually made, for example a decree issued in June

L929 by the Minister of l,úelfare which prohibited corporal

punishment and gave children under care the right of

appeal about their treatment.38 But such changes in the

law must be seen in the context of a long-standing and

more general reform movement: tempting as it is to dis-

cover in Revolte im Erzíekrun.qsharrs a socia1-J-y critical

play which actually actriewed its goal of changing the

conditions which it portrayed, Lampelrs play was only

part of a general trend which began with new psycho-

Iogical insig}.ts into adol.=..rr..39 and attempts to re-

pJ-ace the authoritarian administration of some reform-

atories with a more democratic syst.*4O and which srrb-

sequently widened to include various sociaJ-ist organisa-

tions set up with the purpose of reforming child wel-
ht

fare. " Lampel certainly provided t}.e whole movemerrt

with a point of reference, a weJ-J--publicised and appeal-

ing piece of dramatic propaganda wkrich must have brought

the subject to the attention of a J-arge number of people

( ttre play was performed 5OO times in Germany and also
Lo

abroad'-), but the final influence of the play alone is
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difficr.rlt to gauge. Its apparent success certainly

inspired many other writers to trrrn their agitation for
Lc

social change into d,rama=), but even- Lampel l.imself was

unabJ-e to repeat this first success, although ottrer plays

of his were produced in the following years: Vers chworer

L929 (about young men involved in secret nationalist

groups), Gift as uber Berl in, 1929 (which denounced tl.e

secret manufacture of poison gas), Putsctr, L929,

Pennal er ,, L929, I,tlir sind Kameraden L930,, Vat er].and L93L,

and Alarm im Arloeitslager, L932. The crítical- ZeiLstuck

which aimed to reform the social evils of its own age

certainJ-y found in Lampel I s Revolt e arl inspiring example,

but this seems to trave been the peak; no later pJ-ay by

Lampel or any other auttror was able to achieve so mrrch

in obvious and direct inf]-rrence on the conditions which

it criticised.
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IIIALTER MEHRING DER KAUFMANN VON BERLIN

Mehringts play is set in the corrupt, chaotic

BerJ.in of L923 and attempts to refJ-ect something of the

atmosphere of the inflationary period, a crucial. episode

in the history of the l{eimar Republic. The play skrows

firstJ-y the financial confusion which enabl_es profiteers

to make fast money while others starve, and secondly the

military adventurers who are waiting for their chance to

overthrow the tentative new democracy and oust the

Marxists and Jews whom they imagine to have betrayed the

nation. Racketeers, conspirators, opportunists and

fanatics abound - it is a wide-ranging and unsparing

catalogue of greed and stupidity in which there are no

heroes at all-, no redeeming virtues and no ideotogy which

Iooks to possible reform.

The j-nflation which began to plague Germany after

ttre war and which reached its height ín L923 remained to

most people a mysterious and inexplicable phenomenon

quite outside their control: perhaps everr more than the

war or the failed revolution, it undermined the indi-

vidualrs belief that he had any kind of control over his

own destiny. This profound loss of confidence had far-

reaching effects orr poJ-itical- life and naturalty found

its expression in other areas as well. Thöming has

commented, for example, on the feeling of rrUnsicherheit

und Bodenl-osigkeitrr apparent in the l_iterature of the
'l

time.* Because its causes w'ere so anonymous and incom-

prekrensible, many people grasped at the idea that the
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inflation resuJ.ted from a conspiracy - a deliberate

manoeuvre by the financial bosses to make themselves rictr

and to cancel- out Germanyrs debts. Piscator, for example,

called it tteines der grandiosesten Täuschungsm.rör.", das

dj-e l,{eltgeschichte kenntrr2, but w-as unable to explain in

his production of Mehrin,grs play or elsewhere who was in

control of it or how it had happened. Although many

people made fortunes out of the markrs J-oss in value,

they themsel-ves did not understand the reasorrs behind it.

As Heinrich Mann observed:

l{irtsctraftliche Vorgange werden, die beamteten
VolLztet¡er ganz beiseite, meistens nicl.t einmal
vorì. den wirklichen Urhebern begriff en: sie
sprechen sich von der Verantwortung frei und
tragen in Geduld, daß die gegebene Konjunktur
sie reictrer macht aJ-s je geahnt. Man sagt wohl ,
die deutsche Inftation, I9L6 J-eise begonïlen,
Ende L923 abgebrockren wie durctr Zauber,, a]-s die
Merk gleich einer Billion in Papier war, dieses
Marchen von einer fnflation sei absichtsvolt
erfunden wordenr üffi die inneren Schulden loszw-
werden. I,üer hat die InfJ-ation erfunden, wenn
der Reichsbankpräsident sie für ein Märchen
hielt, obwohl es ihm ans Leben ging? 3

In fact, the war and the long-term loans used. to

finance it had set ttre whole process in motion, and the

abolition of the gold standard in 19f4 had cut the link
4between paper currency and its real valrre. Inflation

had already begun by the end of the w'ar but become

noticeable only gradually, and at first its benefits for

ttre manipulators of high finance obscured the disadvan-

tagesr âS Eyck reports: rrThe market became fantasticalry

actiwe, and wtroever was not too stupid about it found

himseJ-f able to supplement his shrinking income amply

with speculationts profitsrr.2 But by January lgT3, when

Frenctr and Belgian troops occupied the Ruhr ( ttre moment



ckrosen by Mel.ring for Kaftarì.rs arrival

situation was obviously very s era olls ,

American

more than
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in BerJ-in), the

wj-th the exchange

dorlar.6 By the

one mil]-ion:JuIy, the figure was

In otkrer words, the German currency trad ceased
to exist. The government requested and the
Reichstag passed new taxes, but there were rro
Ionger any realistic budgets for the Reich,
for the landsr or for communities. The amount
of currency in circul-ation had risen to 44
trillion marks. AtI commercial refationships
had lapsed into utter confusion; all the savings
accrrmulated over decades by an industrious,
thrifty folk had disappeared. I,{orst hit was the
once sol-id middle class, formerJ-y regarded as
the backbone of a healthy state. These people
had absolutely no way to fight their fate. 7

Even the Reichsbank helpless in the face of suctr

rate aL

end of

disast er

continuing

Schieber or

10,OOO marks for one

was

itin fact,

to print

made the situation much w'orse by

vast amounts of new money in the

belief that this was neces=rr".B l{hen themistaken

Rentenmark was finall y introduced in November L923, the

currency ü'as stabilised at the almost meaningless rate of

one Rentenmark for a trillion paper marks. This meant

the ruin of many fortunes built on speculation - and rrit

signified the utter expropriation of those wl.o still held

paper marks", as Eyck notes.9 Piscator, looking back on

the whole episode, described it tLrus:

Eins der schmachvol-lsten Kapitel jungster
deutscher Geschictrte., . eine Epoche, in der
ein ranonymes Schicksalt 9.= deutsche Volk fast
rlm die Halfte seines Vermogens brachte, den
gesamten Mittelstand enteignete, die Arbeiter-
schaft unter den Lebensstandard des ctrinesischen
Kulis Ïrerabdrückte urÌd Hunderttauserrde ztt einetn
Dasein zwj-sctren Leben und Sterberr vemrteilte. 1O

This era gave rise to a rrew krumarl type:

Inflationsgewinnfer, the profiteer

the

who grertr

ot?r ersrich ort cleverly managed financial deal-s while
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faced ruin or starvation. Many of ttrem were Jews - the

Grenadierstraße in Berlín became the cerì-tre for a multi-

tude of new j-mmigrants from the East come to make their

fortunes in tkre capital, just as Mehring describ"=11

but some of the wealthiest businessmen who thrived on

inflation were certainly not Jews. One of these w'as Hugo

Stinnes - rrder eilfertig angeschwollerre Inflationskauf-

marrn Stinnesrr, in the words of Heinrich Manr..L2 It is

clear that he could have been the model of Mehringrs

Kaftan 1 particularly in his failure to understand the

processes that w'ere making him rich and in his plea that

tl.e mon-ey kre made was not for himself . Mann describes

him thus:

Eine Forderung der Stunde kam er nach, r^lenrr er
otrne GeId zusammenkaufte, was fur eine l,üucht
bedruckten Papiers zu haben w-ar. Auch er hat
nichts vorausgesehen und bewies €sr al-s er zrr-
sammen mit der Inflation noctr schne]-ler ab-
aI s ans chwol]- . Bes chei den nannt e er s i- ch
rrKaufmanntr, ließ drucken, daß seine MahJ-zeit
aus einem Ei bestehe, und die Frage, wofür er
so furchtbar verdiene, beantwortete er scl.licht:ItFür meine Kinder.tt L3

In the scramble for wealttr there was no distinc-

tion between Jews and non-Jews, as Mehringt s play shows.

nevertkreless made itself

ri-ch speculators, as

A strongly anti-Semitic feeling

felt in public resentment of the

Eyck points out:

For most Germans were firmly convinced that the
Jews knew some secret r^tay to remain untouched
by the economic misery that gripped ttre rest.
At the very most, it is only trr'.e that a small
number of Jewish financiers managed to keep
their fortunes and to live in a style that
evoked bitter criticísm. Ttre overwhelming
majority of middle-class Jews - doctors,
lawyers, merchants and white-co1lar workers
were being robbed of their J-ifers work by the
inflation, along with their gentíle colleagues. L4
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Hatred, however, had littJ-e to do with reason or real-ity,

and political opportunists found it easy to turn the

widespread resentment to their ow:n adwantage. The in-

flatj-onary period brought the National Socialists their

Iargest number of recruits to date. Feuchtwangerr s novel

Erfolg reflects the atmosphere of the time:

Viele, während sie auf den Einmarsch des
Fuhrers warteten, errälnLten won ätrrtf íckrer
UnbiJ-l. AIle schj-mpften sie.,. daß der l{ert
der Mark von Tag zu Tag so narrisch sank,
all-e machten sie die Juden und die Regiemng
dafür verantwort1-ich, alle erkrofften sie sich
Befreiung durch den Kutzrrer.. L5

1923 was a year of military uprisings as weII as

financial chaos: tkre occupation of the Ruhr led first

to passive resistance and ttren active sabotage by

patriotic extremists such as Leo Schlaget"rt6, whose

execrrtion by the French turned him into a naLi-onal-

ht"ro.L7 The Küstrin Putsch of Sept"rb.rl8 and Hitlerts

Munich Putsch in Nove*b"rl9 revealed not for the first

time the threat from militarist and nationa]-ist con-

spirators; the Küstrin Putsch in particular made public

the existence of the rBlack Armyr and the iltegat but

widespread recruitment and re-armament of discontented

mi1itary men. Like the attempted coup described in Der

Kaufmann von Berlin , this one w'as J-ed by a retired

Prussian officer and armed from one of the many secret

weapons stores left over from the war. Eyck describes

the background to the attempted coup thrrs:

The men who enlisted in the Black Army were the
same sort who had made up the Free Corps: there
were many who hastened to the call out of an
honest sense of patriotism, for they thougkrt
their corrntry needed them; but ttrere hlere
others of freebooter mind and freebooter morals,
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arrd the Kapp Putsch had shown what they could
do.
ldl.en they so radically cut the German Armyrs
size, ttre vj-ctorious Allies did not foresee
that many discl.arged officers, deprived of
their ctrosen careers and unable to bear inactiv-
ity., would seek in politics some orrtlet for
their pent-up energies. The fact that r âs a
ruJ.e, the former officers knew nothing of their
new professions disturbed neither them nor ttrose
they served. AII that was reqrrired was enough
f rnational sentimenttt ( nationa]-e Gesinnuns) . 20

This is the worJ.d which Mehring portrays in Der

Kaufmann vorr Berlin fuII of military fanatics and

opportunists, a confused battlegrorrnd of both political.

and the ruth-and financial specu1-ation, where the rich

less achieve short-Iived sÌrccess but the poorr âs ever.'

stand resignedly in the bread queues. Mehring cal_led

his play rrein historisches SchauspieJ- ar-rs der deutschen

Inflatiorr"2L, and his aim was to reproduce this histo-

rical era with all of its tragicomic confusions and

abuses; to reform or convert w'as hardly his intent. He

was a w-riter without allegiance to any orte party. Der

Kaufmann von Berlin reveals no obviorrs political bias,

attackì-ng as it does al-l lewels of society, but the

authorts particular contempt for the militarists and

nationalists enables us to guess that his sympathies were

certainly not with the RiSht.

Mehring began tris career as rl,úal-t Merint , one of

the Berlin Dadai =t=22, and deweloped into a notable

writer of songs for politicar cabaret. Der Kaufmann vorr

Berlin certainly displays the skills of the cabarettist

in its rrOratorirrm von Krieg, Frieden und Inftatio[rt,

which ends the ptay, artd in the ottrer songsr âs well as

in Mehringts mastery of the Berlin dialects. A mu1titude
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of short, IiveJ-y scenes and the very realistically

observed snatc}.es of dialogue testify to the infJ-uence

of cabaret rather than of formal- drama, and the playrs

social criticism invoJ-ves satirical attacks on the money-

makers, ttre militarists and the ignorant marr in the

street wittrout going on to stress tkre need for so cial

change, as a play by the political-ly more idealistic

ToIIer or l,{olf would have done.

The central character in Mehringts play j-s both

the villain and the victim of a grotesque society,

exploiter and exploited in one. Kaftan comes to Berlin

with the single-minded purpose of making money arrd,

aJ-though his ruthlessrless and aggression soorì. make him

a powerful marì., he preserves a rather touching naivetê

about the real nature of his business. The cut-throat

amorality of the men who first help him and then desert

him, always with just their own profit in mind, is beyond

even his shrewdness and cynicism. Kaftan is certainJ-y as

unprincipJ.ed as the rest when it comes to getting value

for his moneyr or grasping at an opportunity to make

more, but his precarious position as a newly-arrived out-

sider and a Jew, his fondness for his daughter Jessi and

his final pathetic ruin render him a rattrer sympathetic

character in the end. And whi]-e Kaftan and his fe]-low

profiteers EisenbêrS, Silbersteín and Cohn are certainJ.y

a target of Mehrin,gts criticism, ttrey are shown to be

Iess culpable than the viciousJ-y competitive system whickr

they have merely J-earned to exploit. trlüIler, the other

central character, is a more obwious vilJ-aj-n: he is
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greedier arrd more rr.thJ-ess than his protógó Kaftan and

hì-s speculations invol-ve political as weJ-l as financial

dealings. It is Lre wtro encourages and finances the

pJ-anned right-wing putsch by tl.e General and his cronies

of the Geheimklub. In Piscatorrs words:

SkrupeJ-J-oser, demagogischer, gerissener konnte
niemand gezeichnet sein aJ.s der rrchristlichetl
Rechtsanwalt MüIter, der nationale Phrase,
Reichsbankdiskont und private Liebschaften der
Reihe nach eins etzt- r üffi zu Schluß des Stückes
uber ein offensichtliches Betrugsm.ror"t in die
Spheren der Schwerindustrie aufzusteigen. 23

Diehard militarists who have learned nothing from

the lost war and sti]-l talk of Vaterland , Frederick the

Great and the

in his scertes

Prussian spirit are piltoried by Mehring

of Potsdam society: the General- plays at
,> It

his room-', the wives organise their
25

war alone

National es

an

Frauenbund , and the old men in ttre Bund der

Acht swear by rrAllwater l{otanrr and rant against tkre

imagined Jewish world conspira "y26. An irresponsible

press aids the whole process by printing rumours of the

prrtsch which f ar outstrip its reality - trUnd w-errnrt nich

wahr is, denn wirds ebent solange jedruckt, bis et wahr
1)-

is ! rr-' The people themselves, ttre masses who starve

while Kaftan and his l-ike grow rich or who are threatened

by the General-rs marckr on Berlin, provide a colorrrful

background to the events of the play but are unsympa-

thetically treated by the playwright. Mehring certainly

portrays the miseries of the patient waiters in the

breadlitr.28 or the grief of the parents of the tittle

girl ki1led at .lüterborg29 with apparent sympathy, but

his real- aim in these scenes is to point orrt the power of
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journal-ísts.

stupid or corrupt,

or the c]-ichês of

dol]-ars and the callorrs

The

r4r

opportunism of the

portrayed asmasses r-n

fooli sh

general- are

dupes of political demagogy

owrr words revea]- it:the press. Their

Tja, meine Herrn, die deutsche Kohle, meine
Herrn, schmachtet in Feindeskrand! 30

I{as uns f ehJ-t, ist der Mann der Tat ! Der
Mann, der mit eisernen Besen sozusagen drrrch-
greift... 3I

Diese Krummïteesen! DrängeJ.n sich hier ein...
mit Kind und Kejel schachern und w'rrchern
hetzen die Proleten auf saugen urrs aus 32

There is hardly an attitude expressed which is any more

than an emotional formula, borrowed ready-made from

another source: cant phrases are substituted for thought.

In the face of increasing poverty, the ordinary

people are also just as ruttrless and corrupt as the very

ri ctr :

Nackttartze! Nackttartzel
Komm Süßer! Komm! Komm mit!
KI einer , s chenks t Drr mir t n DolJ-ar !

sehr lieb zu Dir! 33
Ich bin auch

Flabben jefäffigf Prima Ausweispapi ere?
Schrrlze, I,filhe1m, gararrtiert im Felde j efatlen! 34

The blind beggar on the street corrrer is also a tuh".35

Jews and gentiles, rich and poor, military officers and

proletariat al-ike are nothing more or l-ess than un-

scrupulous opportunists, grasping at whichever economic

advantage or political credo seems to offer salwation at

the time.

Like

Revolte im

Trommeln in der Nacht, Hoppl-a, wir leben! or

Erzí ehungshaus Metrringrs play employs tlre rrse-

outsider or stranger as the

whose confrontations with

ful device of presenting arr

central ckraracter, a figure
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different aspects of contemporary real.ity provide the

basis of the authorts social criticism. Kaftan is of

coÌrrse horrífied by much of what he finds in Berl in36

but nevertheless becomes part of its Iife, ,suppressing

any faint scruples, Iike those around him, with thoughts

of the profits to be made. He is a contradictory figrrre,
rrein Bejaher des Kapitalismus, der am KapitaJ.ismus ztr-

grunde gekrttr, as Piscator not "a.37 Kaftan in fact

exemplifies ttre hero as victim of his age, a character

like Hinkemann, Karl Ttromas or Professor MamJ-ock who is

destroyed by the times he liwes in as much as by any

personal failing, a figure representative of a whole era

and its afflictions.

As the adventurer from the East arrives in Berlin

and starts to look around him, Mehri-ng makes the most of

his opportunity to Iead a fascinating parade of con-

temporary types across the stage; nationaJ-ists and anti-

semit.=38, morrey-"h.*g"r=39, *ho..=40, b.ggrr"41, starv-
4Z _ t+zing workers'- and stock exchange specrrlators'/ confront

the Íì.ew arriwal- and thus the audierì.ce. In a number of

short scenes Mehring seems to portray an entire cross-

section of society - it is the Prinzíp des Panoptikums

which ToIIer rrsed in Hoppla, wir J-eben! and Bruckner in

Die Verbrecher

of life at once,

with Toller and

catalogue of abuses: there

seen anywhere in the corrupt

by the pJ.aywright.

the trick of seeming to

giving an impression of

Bruckner, this totality

is rro virtue

show every aspect

totality. As

is an appal-J-ing

or hope to be

wor]-d describedand chaotic
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positions to reweal muctr that is

dictoryr âs for example in this
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cJ.ever dramatic juxta-

grotesqrre and contra-

exchange between Mülter

and Kaftan:

Kaftan:
Mu]-ler:

lJ'os far^ a Schuß? hlen hat marr derschossen?
Nichts von Belang! Ein kleines Mä¿cfren
...8s war nichts weiter! AIso Ihr Fräu-
Iein Tochter trifft mit dem Abendzug
ein? 44

The daughter from Juterborg is dismissed. as an in-

significant accident,, a slight hitch in a questionable

but profitabJ-e business, but the daughter from Dawos is

about to be welcomed and cherished with the profi_ts of

that business. Mehringts criticism remains subtle; he

refrains from more obviorrs moralising and lets the

situations speak for ttremselves.

In Potsdam, the Generalrs war games are suddenly

interrupted by the appeararrce of a prospective lodger;

in the middl-e of an imagined battlefield the new tenant

inspects the wallpaper and checks the window while the

military krero bickers with his wife about ttreir debts.

The Generarrs fantasies are urraffected by the j-ntmsion

of reality, however; his dreams of defeating the French

or of marctring on BerJ-in at the head of his troops still

f]-ourish.

Perhaps t}.e most telJ-ing juxtaposition of charac-

ters and situations occurs at the climax of the play,

during the scerle in which the cream of BerJ-irr society

disports itserf in Kaftanrs Lrorrse and at Kaftanrs expense

- the desp is ed Ost.jude is able to command them att by the

irresistibJ-e pow-er of his money.
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-Alles da! Ein richtiger Minister...ein Herr
won der Reichsbank! . . .Offizi'ere vom Reickrswehr
rrnd die Presse! ...Der Chefredakteur is der
links ! Neben dem litauischen Gesandten. Und
tout Berlin! 4S

Overkreard snatctres of corlversation reveal the stral]-ow

and frivolous corì.cerns of the guests:

-Man munkelt was von Generalstreik?

Ein schwarm junger Damen: -Ach bitte, bitte,
lieber Herr Minister! Keine Revolution! hlir
?raben am Sonntag rrnser Turnier! 46

Then the festivities are interrupted by two decisive

incidents: first, the attempted putsch whictr after some

shooting ends as a pogrom in the Grenadierstraße
L=(tt-l,feiter nichts ? Da konnen wir ja weit ertartz"ntt=/ ) and

second, ttre sudden annourì.cement of stabilisation, which

at a stroke topples aJ-J. of Kaftanrs speculations. As the

whisp ered rumour rrKaf tan pI eit e ! Kaf tan gepJ-at zt ! tt runs

round ttre room, the guests suddenly melt away; the

previously ingratiating throng abandons Kaftan and kris

daugkrter without a second thought. The scerre provides an

exemplary demonstration of ttre ruthlessness which under-

Iíes society in general and tlre inflationary era in

partí cuJ-ar.

Like Horwáth, Metrring reweal-s an ability to

condemn his characters orrt of their own mouths, to reveal

in the jargon they speak the poverty of minds formed

apparently only of journalistic clichês or poJ-i-tica1

sJ-ogans. Most of the popular fallacies of the l{-eimar age

are paraded through Mekrringr s play: anti-Semitism,

hatred of the Frenctr, the DoIclrstoß1egende , fear of the

Left, and a tendency to throw the blame for aJ-1- prevail-
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ing troubles on the treachery of some other social group

are al-l rewealed in his liveJ-y and realistic diatogue
4Bsequerrces -, mixed with ottrer foolish prattle about

films, plays, fashions, love affairs or outrageorrs

behaviour. Mehring excels at such dialogue, which

represents one of his most effective devices for expres-

sing the spirit of the times. ft contributed to what

nüfrf e ca]-Is the rf stärkste Darstellung Berlins im deut-

schen Dramart.

-ldenn ich die Regierung
der nich Order pariert,
stellen J-assen! 4g

ware, ich wrrrde jenen,
jlatt an die l,{-and

Die Inflation hat der liebe Jott nich voraus-
gesehen in seiner.rüte. 50

Frieha, wie ick noch uff Kriegsblinda in de
Tauent zier¡. stand, da hatt I ick meine f imf ,
sechs Mark im Handumdrehen. Heit kennste
dreist beide Beene abjeschossen haben und die
I,tracht am R}.ein singen, damit is keen Blumen-
topp zu jewinnr. 5L

-hlas is denn ]-os?...Is w-as ].os?
-Ick weeß nich! Die hat woll w-as jekJ-aut!
-ldas? Gestohlen arrf offner Straße? Und so was
unterstutzt man!
-Das sind die Früchte des Bo]-sctrewismus!
-Siehst Du, w'as ich Dir immer sage: Nur kein
Mitleid! Nur kein fal-sches Mitleid! 52

That Mehring was familiar with the directing style

of Erwin Piscator is apparent in his use of such devices

as the Simultanszerre ttre crowding together of effects to

give the play the widest possible scope r âs for example

in Kaftanrs first encounter with Berlin or in the

simultaneous party and putsckr. The introductory Vorspi el

seems also to have been conceived as a fíIm to set the

scene.' and songs and symbolic interludes are used to

comment on the action in a manner which Piscator often
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had his style in mind,

eye on his composer, as

rather Iike a librettist
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employed. The story of the indiwiduaf Kaftan is opened

out to encompass the whole contemporary worJ-d in songs

Iike the rrlj-ed der drei Straßenfegerrt or the ttOratorium

von Krieg, Frieden und Inflationrr. In one surreaJ.

episode the seven Elders of Zíon appear arld are scattered

by an apparition of Frederick the Great as an embodiment

of tkre nationalist arrd

Bund der Acht. Even be

anti-Semitic fantasies of the

fore it w'as certain that Pis cator

Mehring

with orì.e

Der Kaufmann von Berlin

Bernhard Diebold observed. 53

It is necessary to mention in addition the

techniques which Piscator himseJ-f used in his production

on L)2),, because contemporary reaction to the play was

corrcerned with ttrose techniques as much as with the play

itseJ-f. He took over and amplified Mehringrs attempts

to set the central- characters against their tristorical-

background - rrdie Figuren rin ihre Zeítt zt) stel-J.en, daß

heißt in ihre soziale Bedingungen und in ihre Kraft-
<L

f eldertr. /' He strived for general-isation, tkre ItEinbet-

tung eines Einzelschicksals in seine ZeiLzusammenhangtt55,

by using documented reality or l,{irk]-ichkeit szitat e suckr

as photographs and fiJ.m with scenes and statistics from

the world of L923. On a gauze wall of the stage he pro-

jected slides showing

Frederick tLre Great,

film footage showing

newspaper headlines or píctures of

Rathenau and Erzberger; there was

the streets of Berlin from trams and

street noises,

of pedestrians to

on foot, to,gether with sound effects of

and conveyor belts which carríed masses
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and fro. As Diebold remarked tfNie kam rdie Straßer

jemal-s derart aufs Theatertf . 56

Piscatorrs main stage area w-as corrceived in ttrree

Ievels or Stufen: the upper level grotesk for the upper

classes arrd the military, tl.e second tragi-grotesk for

Kaftan and the middle class, arrd the lower level tra-

gisch for the proJ.etariat. Each scene took place on the

appropriate level with the actors moving from one to the

other on lifts. The roJ"e of the working classes., in

Mehri-ngrs text a fairly slight orre, was increased with

the aid of songs and fil-m sequenc "=.57 In spite of cuts

in the play, which made it end with Kaftanrs arrest58,

the wtrole performance ran for four hours'. a massive

production full of technical effects, a strowpiece for al-J-

of Piscatorts techniques as well as for the playwrightrs

detailed observations of contemporary society.

Der Kaufmann von BerIin was , unfortrrnat ely, a

dismal failure in the theatre, but whetkrer because of

Mehringrs wordiness or Piscatorrs massive stage apparatus
j-t is hard to say. Bernhard Diebold certainly complained

of the length of the text, saying: rtEs wird noctr zu wíeL

geredet, statt daß es von Schlagwort zu SchJ-agwort

knal-J-t. . Piscator hat sich won Mehrings Breite ver-

führen lass er^."59 The technica]- effects seem to have

caused t}-e most trouble, however: ttrere were several

problems and breakdowns on opening night, causirrg the

critic Parrl Fechter to comment ratkrer harshly: rrldas der

Autor won seinem Stoff noch nicht gemordert Ïratte,

brachte der Apparat um".60 Ewen Píscator was forced to
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ask himself : rrliloran lag ês: daß der Apparat , statt das

Stück zu verfLüssigen, die Szenen mit der gatlzerL l,üucht
/

eÍner eisernen Maschinerie zermaLm|e?"b1 He b1amed the

rushed rehearsals and the awkward, stilI ratkrer primitive

technology which he w-as forced to employ.

The scandal whickr the play provoked, however, had

Iittle to do with these considerations: Der Kaufmann won

Ber]-in managed to outrage the Left, the Right and tkrose

in the middle ground for various r".=orr=.6' Communist

critics complained that the play was merely negative and

not at all revolutiorrary, while the middle-class liberals

w-ere extremely offended by

ture of the Jews. But the

what they saw' as its carica-

attacks from the Right were

of dishonouringthe most furious: they accused Mehring

the war dead in his sorrg of the street

clear aü'ay first masses of

and then a corpse with the

As Diebold reported:

Man erwartete naturJ-ich wie ímmer den großen
Piscator-Skandal. Es gab nlrr einen kJ-einen.
Proteste pfiff en geJ-egentl-ich in den Raum; von
Klatschern gleich beantwortet. Nur aIs die
Lumpensammler der Inflation - nactr Haufen
wertloser Papier-Billionen und einem zwecklos
gewordenen Stahlhelm - auch noch die Leiche
des hleltkriegssoldaten auf ihren Karren luden,,
gab es spontanen, Iauten h7iderspruch. Das war
zu kraß. (Rcfr Gott, nach Breclrts rHappy endf
gibt es nichts Krasses mehr. ) 6:

The nationalist ttBerliner Lokal-AnzeJ-gertr

useJ-ess paper morley,

refrain rrDreck ! Ideg

sweepers, who

a Lrelmet

damit ! rl

attacked the pJ-ay; t}.e rrDeutsche Zeitungtr

alle Piscatoren auf den Kehrichthauf enrr;

claimed that rrPiscator bedeutet so viel

Bürgerkriegrr .64

viol ently

wrote: rrlderft

rrDer T.gtt

wie Hetze zum
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Mehring repudiated these rather hysterical

onsJ-aughts by pointing out that the sorrg simply expressed

the ttNichtigkeit aJ-J-er Idesen nach dem To¿.,,.65 Critics

like DieboJ-d anticipated objections from other quarters

by poi-nting out that accusations of anti-Semitism would

also be unfair:

Mehring sucht offenbar die strengste Objektivi-
tat. Ein selterrer Vogel . Er erspart keiner
Rasse die Satire. Semiten und Antisemiten
dürfen sich gleicherweise bedanken. Mekrring
hat Mut - mehr Mut als die ü¡fichen Bourgeoisie-
täter urì-serer Dichtung.

Der rKarrfmann von Berlinr - er könnte ebensogut
wie Kaftan Mütfer heißen. Hüten wir uns vor
beiden . Georg Kaiser wúrde dieses Schau-
spJ- eI I Zwej-maL Shylock I nennen. 66

Such reasonable argrrments would not, trowever, have meant

Formuch to the anti-Jewish members of tkre audience.

them it would have sufficed that the main character was

a scheming, ugly Galician Jew

a proof that their

straight out of their own

fantasies,

founded.

prejudices were weII-

It is unfortunate that Mehringrs portrayal of

Kaftan probably fostered rather than discouraged the same

anti-Semitism wtrich he satirised in hi = piluy.67

The corrtroversy over Piscatorrs production brought

to a tread many of the current debates about art and

politics, and about Tendenzdrama in general. Several

critics seized on Der Kaufmann vorì. Berlin as an example

of a worthless play masqueradíng as ímportant drama

because of its topical- and political content. Felix

Hollaender attacked the tttrübselige Aufführungrr in these

words:

Von wel ch
Zett- und

j ämmerliche
Ter¡l.denzs tuck

Beschaffenheit der Begriff
ist, w-errn dahinter keine
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dichterische Gestaltungskraft stelrt, konnten
wir in diesen Tagen wieder erleben.
Ich pfeì-fe auf das rterle, mir hrrndertmal
annoncierte Zeít drama, werrn ich nicht den
Atem der Dichtung spure. Mit Gesinnung
allein lasse ich mich in der Kunst nicht
abspeis err. 68

Hollaender concl-uded that all the film tricks and

mectranical wonders w'ere worthless as long as the drama-
6qtist put onty rtPuppen statt Menschenrr"' on the stage.

PauI Fechterrs criticism was everr more cruel-:

Nur ein Mensch okrne wirklictren Brrhneninstinkt
vermag befangen vorr der Hypnose des Politischen
und primitiv Technischen einen derarti-gen
szenischen Aufbau an solch eine wirkungslose
Masse von dünnster Literatur zu vergeuden und
damit die fínanzíe]-].e Substanz seines Unter-
nehmens selbst zu lu-xtt ergraben. 70

Fechter furttrer complained that the play was

weder Theater ri.och politische Demonstratíon,
sondern lediglich triste blode Langeweile vorì.
,rnüberwindli chen zäfrigteit. 7L

Fechterrs remark about the financial situation was

unfortunately trr.e: after Der Kaufmanrr von Bertin Pisca-

tor ¡t¡as forced to give up the Tkreater am Nollendorfp]-aLz,

his second rtPiscator-Bühnetr, and restrict himsetf to

guest appeararrces at other theatres in the provinces

(Paragraph 2IB L929) or Berlin (Des Kaisers Kulis

1930) , and Mehringrs play was forgotten. I{ith the excep-

tion of Bernhard Diebold, who commended the playwrightrs

courage

toriumrr

of a new'

and the significant issues raised in the rrOra-

and eI s ewtrere , and who not ed Mehring I s creation

Journal íst1k"72 ,, most

critics

style of rrdichtende

declined to discover arry literary value in the

play, and condemned author and producer together.

Piscator was far from disheartened by al.l tl.is,
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and obviously feJ-t rather exhilarated by the controversy,

reporting that rtDie Auswirkung der Aufführung war

stärker und widerspruchsvoller, ja man konnte fast sagen
-ra

leidenschaf tJ-icher denn j"tt. t .) For him ttre experiment

was everything, the attempt to capture on stage such a

vast and complex subject as the infJ-ation worth.while

whatever the outcome.

So merkwürdig es klingen mag: unsere Aufgabe
beschrankt sich nicht auf die einzelne Inszeníe-
rung. Es i=t fast gleicngüttig, wie die ein-
zeLrte Auffuhrung wiikt, aã welckren Schwächen sie
leidet, was sie frrr FehJ.er enthalt, ob sie ein
Irrtum ist. Unser ZieL ist die Aufhebung des
burgerlichen Theaters, weJ-tanschaulich,
turgisctr, raumlictr, technisch. I{ir kamp
die Neugestaltung des Theaters . 74

l,ühatever its success in the tkreatre,

drama-
fen um

ception and Piscatorrs real-isation of

BerIin was certainly an embodiment

Tendenzdrama strove to be:I{eimar

critícal, and above alJ- closely in

time.

Mekrringr s con-

Der Kaufmann von

of many things that

kronest, realistic,

touckr with its ow:n
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örön vor,r HoRvÁ,rH ITALIENISCHE NACHT

Horváthrs play is set in a small town, the action

involves a simple sequence of events and reJ-ativeJ-y few

people, but it nevertheless reflects the dilemma of a

whole nation. The problems depicted in the pfay ar.e

those of Germany in the early 193Os: poJ-itical polarisa-

tion, vioJ-ent factional fighting and a stubborn refusal

on the part of the complacent majority to recognise tkre

danger threatening their imperfect but aL least relatively

democratic Republic. Horváth's ttSüddeutsche Kleinstadtrt

serves as a microcosm; in its tensions and confJ-icts carì.

be glimpsed the increasing instability of the larger

society.

In Germany at this time political subtl-eties had

been superseded: political alignment was crudeJ-y rJ-eftr

or rright I , and significant differences within the ranks

w-ere l-eft unresoJ-ved in the face of wiolent physical con-

frontation, in which fists and boots counted for more

than reason and argument. As Ðyck reports:

Sanguinary street fights were deJ-iberately
provoked by both National- Socialists and
Communists, and j-t is neither possibte nor
usefuJ- to try to determine which party was
more frequently the aggressor in these
disputes. I

He quotes as arL example of such brutal pol-itical rowdi-

of a brawl in the Prussian.ri.ess Goebbelsr description

Landta.q in L))2:

In three minrrtes we were the masters of ttre
hall . Our group sang the Horst ld'essel
song. Eight badly wounded from various
political parties. This r4'as a warning



L53

example. It is
create respect.
great shambles.
ruins. 2

the onJ-y possible way you can
The assembly haII w'as one
l¡r7'e stood as victors in the

In that one month ín L932 street fights left ninety-nj-ne

dead and LL25 wounded; the situatiorrwas close to civil_

*r.. 3

The accrrracy of Italienische Nacht in portraying

the reality of its time w-as rather ironicalJ-y proved

shortly before the play was first produced in I93I when

Horváth himself became i-nvolved in a Saalsch]-acht between

SPD and NSDAP in Murnau (ttre model for his Kleinstadt

very similar to the confrontation described in th. pl.y.4

Other contemporary trends refJ-ected in Italieni-

sctre Nacht include a militaristic enthusiasm for banners,

songs, uniforms and impressive parades which became

increasingty apparent as the various fascist organisations

grew in strength, and the rrschwarz-weiß-rot/schwarz-rot-

goldtt fJ-ag controv"r=y5, both symptoms of growing

political strife. Josef Lehninger, the tandtord of the

local inn, expresses the bewi-lderment and resentment of

the apolitical rJ-ittle manf caught between tl.e two

extremes:

Und wenn ich jetzt den schwarzweißroten Fetzert
nicht raussteck, verderben mir sechzig Portionen
Schweinsbraten, das w'ar doch ein furctrtbarer
ef ä¿sinn, die Reichsfarben z'a ändrcrn! 6

He later bemoans further evidence of fanaticism:

Ich denk jeLzt an meinen Abort. Siehst, früher
da waren nrrr so erotische Sprüche an der hland
dringestanden, hernactr im Krieg fauter patrio-
tische und jetzt lauter politisckre - glaubs mir:
solangs nicht wieder erotisch werden, solang
wird das deutsche Volk nicht wieder gesunden. 7

)

This sentiment certainly recalls Zuckmayerrs espousaJ- of
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earthy common sense in Der rrärrriche h/'einber , brrt

Horvâth wrote in l93O - not L925 - and such ckreerfu].

simplicity was rather orrt of date.

In the dangerously polarized world which Italie-

nische Nacl-t depicts, one of the most serious problems

is the weakrress and lettrargy of the Republikani s cher

Schutzverb.nd. B Horváth was, like many other contem-

porary observers, concerned at the Republicrs lack of

strong supporters in the crisis which was obviously

coming. Not only were there too many Vernunftrepubl i-

kaner, ttrose who disliked the Nazis but failed to defend

the Republic with great conwiction or enttrusia=*9, but

the SPD itself, until L932 by far the most popular party
10in Germany-- and thus the only seriorrs democratic chal-

lenge to the extreme Right, krad been rendered suspect by

mucl. compromise and failure, lost its original revolrr-

tionary impulse and seemed to be coasting passiveJ-y to-

wards destruction.

Horváthrs pfay in fact depicts nothing Iess than

the decline and fal1 of the l{eimar Republi-c, but its out-

situation iscome is deceptively trarmless. A threatening

turned back into comedy again wh.en the Stadtrat saved by

the yorrrì.g Republicans from complete humiliation at the

hands of the Fascists, recovers kris blustering complacency

as if nothing has happened:

Solange es einen republikanischen Schutzverband
gibt, und soJ-ange ich hier die Etrre habe, Vor-
sitzender der hiesigen Ortsgrr.ppe zrr sein,
solange kann die Republik ruhíg schl-afen! 11

An ironicrrGute Nacht!rr from Martin is the only answer to

this.
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In spite of its serious subject matter, Italie-

nische Nacht seems content to remain a mildJ-y humorous

Volksstuck. But although it does appear on the surface

to be merely a lighthearted satire of provincial politics,

Horváth is nevertheless expressing a serious corrcern witkr

the outcome of the Fascist-Republican confrontation. His

main target is not politics itself but the politicians

and their hollow phrases and dangerous rhetoric:

Es geht nicht gegen die PoJ-itik, aber gegen
die Masse der Politisierenden, gegen die vor
aIIem in DeutschJ-and sichtbare Versumpfung,
den Gebrarrch politischer Sc}.lagworte. L2

In Italienische Nacht both Republicans ( 
". S. the Stadt-

rat) and Fascists (".g. Der Faschist in Scene Four) .re

revealed as deluded speechmakers, fooJ-ish and pompous

Ptrras endres cher wtrose grandiose words mask a miserable

realj-ty. But Horváth unmasks more than their word.s: kre

himself used the ptrrase ttDemaskierung des Bewußtseinstt.I3

Going deeper, tre attacks the patterns of thought, the in-

adequate personal-ities and the false perceptions of the

world which J-ie behind srrch jargon. Human beings are

sl'rown to be miserable frauds who adopt half-understood

rkretoric from those more educated or skitful with words

than thems elwes , rhetoric which is at best misleadin-e; but

which in the political field becomes dangerous.

Horváthr s second target is the smug complacency

which enab1es the older Republicans to enjoy their
Itltalieni-sche Nachtrr at the local inn while the Fascists

are kroJ-díng night exercises with guns out in the woods.

The Republicans refuse to take the danger seriously; they

ignore or belittle the threat and continue to pursue



L56

their small pJ-easures, rrnable to realise that their

sheltered worl-d is about to be engulf ed. Horváthrs

criticism of such blindness revoJ-ves arotlnd his portrayal

of the Stadtrat as arL embodiment of the SPD in its midd]-e

aSê: the partyts malaise reflected in one man. The

former youthful idealist has become a petty tyrant, full

of empty phrases and completeJ-y alienated from ttre

Marxist enttmsiasm of earJ-ier a.y=.14 hil.en challenged

by the younger men ?re stiJ.l J-ays claim to a knowledge of

Marx - rrlch hab das kommunistische Manifest bereits aus-

wendig hersagen kännen, da seid ihr noch in den l,{indeln

gelegen, itrr FJ.egel-,"l5 - but it is clear that his kind

of Marxism is now only words: as Hein observes, trdas

Zitat, das bIoße ZiLieren-Können trersetztrr die politische

tJberreugung rrnd tritt an die Stelle der unbequemeren

Aktiont'.16 The Stadtrat and his cronies have become the

kind of men whom Tucholsky described in rrSozialdemokra-

tischer Parteitagrr as earJ-y as L92L.

Once: I¡rrir hatten GIut im Hetzert - nnsre Starke
r4r'ar urrsre Sehnsucht, rein und erdenweit.
Uns haßten Kaiser, Landrat und die Richter.
Idee wird Macht - das fuhlte das Gelichter

But now: Skatbruder sind wir, die den Marx gelesen.
hlir sind noch nie so weit entfernt gewesert,
Von jener Bakrn, díe uns gefüfrrt Lasallr! L7

The

charact ers

excellent

ever, that

satire

s ati re

comr_ c

such AS

of

and yet sharply critical portrayal of

these makes ltalienische Nacht arr

politj-cal 1if e. Horváth denied , how-

was his primary aim. Speaking of Ìris

work in general , tre orrce wrote:

Es ist vo1lständig falsctr, daß ich Satyre geben
will. Ich denke nicht daran. Ich will die Leute
so zeigen, wie sie sind - das heißt: wie ich sie
sekre. Ich sehe sie nicht satyrisch. Ich bin
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auch kein Komiker. . Für mictr ist die
Komik etwas Tragisches. Ich schreibe Tra-
gädien, die nur d.urch ihre rrMenschJ-ictrkeitrt
komisch sind. 18

If we take this statement as the key to arr inter-

pretation of Italienische Nacht , it becomes cl-ear that

Horváth's approactr to social criticism through drama was

very dj-fferent from that of playwrights such as Bruckner,

LampeI , TolIer or ldolf . Their ttragediest of contem-

porary J-ife were more heavily tendentiotls, with grim

points to make and no leisure to laugh at hrrman foibles;

Horváth, Ïì.owever, insisted on taking a more human view.

Hj-s cktaracters, rather than his opinions, occupy centre

stag e in Italienische Nacht -rrIn diesem Stück wird vom

Autor nicht Politik, sondern Psychologie getriebenrrr âS

Gregor notes in his Schauspielführ"r.I9

Horváth came, like the other critica1- playwrights

of his time, from a middle-cfass family2o; he underwent

no Communist rcorrversionr like several of his contem-

poraries and never aligned himsel-f with a particular

political party. He remained an independent thinlcerr âî

individual observer of the world who insisted on telling

the truth as he saw it, without redrrcing its kruman

complexities to poli-tical- cJ-ichôs. As nüfrfe remarks, his

plays seem markedly different from the otkrers of his time:

Dem sich parteil-ich bindenden Zei- tstück, dem
politisctren Stuck, setzt er seine neue Form
des beobachtenden und analysierendert Zeit-
stücks g"g.t.üb.r. 2L

The much more explicitly tendentious plays of

however, had accustomed the public to extreme

and cJ-early stated positions in tkre theatre;

the time,

opinions

any pJ.ay
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which criticised the contemporary world less radical-ly

seemed at first glance to be uncommitted. Horváth tried

to protest against this assumption:

Ictr wehre mich gegen den Vorwurf , ich würde mich
nach keiner Seite hin entscheiden. Ein solckrer
Vorwrrrf ist das Produkt einer anmaßenden ober-
flächlichen EinstelJ-ung. . Kunst ist ein
Ventil- für die Phantasie. Die rrsch]-eckrtenrl
Eigensctraften. Die asozialen Triebe. Künstler
immer auf Seite des Morders: Und rrrn will- ich
Itrnen das Geheimnis verraten: ich bin nicht
arrf Seiten des Märders, nein keineswegsD

Horváth

realis ed

certainly did see Ìrimself as committed, but

that his primary dedication to artistic concerns

it did.might give rise to misunderstandings as indeed

Zuckmayer wrote to Horwáttr in 193f praising the
rr innere Unabkrangi gkeit tt of Ita]-ienisctre Nacht and warn-

ing him thus:

Vie]-fach wird man Ihr Stuck mißverste}.en - wird
versuchen, es polítisch eínzuschachtel-rr, abzu-
greri-zen-, dem Schlagworthorizortt, bequemer und
bilJ-iger zu machert. Kummern Sie sich nicht
darum, lassen Sie sich nicht beirren! Ihr l{eg
ist richtig, er füfrrt zu neuer Menschengestal-
tung ¡ zt neuer Lebensbedeutung.r. zum neuen
deutsctren Drama. Ictr begluckwrrnsctre Sie dazu! 23

Perhaps Zuckmayer hoped that this new kind of drama worrld

bypass the documentary style which prevaiJ-ed at. the time

(tg 29: hlolff s ZyankaLi Mehringrs Kaufmann and Credérs

Paragraph 218; L93O: Plievierrs Des Kaisers Kulis and

Idolf I s Die Matrosen von Cattaro; 193L2 ldolf rs Tai Yang

erwacht) for the more kruman, J-ess propagandistic view of

the world found in his own Der Hauptmarln von Kopenick

(r93r), whì-ctr, Iike Ita]-ienische Nacht , makes arl es s en-

tially serious point by mearrs of simple comedy. If this

is so r his hope was certainly never fulfiJ-J-ed. By L93L

even the Tendenzstucke were fighting a losing battle for
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survival , and the rrnew

years foJ-lowing

Horvátht s

rrPolitisierenrr, as he himself explained: the use of

political rhetoric which serves only to entrance the

self-importance of the speaker and to bemuse his audience.

Horváthf s critical tectrnique is to make of this abuse of

Ianguage a weapon used against the speaker. His charac-

ters condemn themselves orrt of their or^rrt mouths. Tn-

ffated jargon reveals spiritual and inteJ-lectual paucity

in the characters who Lrse it - but also gives rise to

muckr of the playrs comedy, becausertwas sie armselig

macht, mackrt sie auch komis "h,, r24 l{hen the Stadtrat

assllres everyone: rtAn nrì.serem unerscfrütterlichen Frie-

denswillen werden aIIe Bayonette der internationalen

Reaktion zersche]-ler-tn25 or t}-e Faschist fantasises to

Anna: rrldir haben hier eine Mission zrr erfütlen! Der

eine fünft den Trieb stärker in sich, der andere schwä-

cher. In uns brennt er wie Opferfeuerl l,üir gehen bis

zttm Letzten durch 7n26, they are using not meaningfuJ-

language but a collection of second-hand formulae and

empty phrases which mislead ratkrer than communicate.

Peopl-e who speak l-ike this are suffering the consequerì.ces

of what one critic terms ttder urrkritischen Úbernahme vor-

gef ertigten, fremden Sprackrmaterials , die di e eigene

Bewußtwerdung ebenso wie die zwischenmenschliche Ver-
2astandigung verhindert.tt'' Such people are del-uding both

themselves and others, and to expose this delusion is one

of Horvâtn' s main aims. He oïlce wrote of his own tech-

took a

maafl

German dramarr procJ-aimed in the

very different direction indeed.

target in Italienische Nacht is
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. Ietzten Endes ist ja
these aus Ernst und Ironie
Bewußtseins. Sie erinnern
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das l{esen der Syn-
die Demaskierurì-g des
s i c}. vi e]-l ei c}-t art

einen Satz in meiner Italieniscl.en Nackrt , der
da lautet: rrSie sehen sich al.le so fad gleich
aus und werden gern so eingebildet selbstsict¡er.rr
Das ist mein Dialog. 28

Horváth employs two basic techniques

both jargon and personality. The speaker is

to unmask

eittrer inter-

rupted by the shrewd interjections of another character

(a method which Hein cal-Is rrAußenkritiktr - trw'enn die Leer-

formeln eines Sprechers durctr den Dialogpartner entlarvt
90werdenrt"), or he is placed in srrch a position by a turn

of the plot that the gulf between words and reality is

ironically revealed. An example of the first technique

can be observed when the Stadtrat is interrupted by

Martin:

Rhetorical- bluster is punctuated by the bitter reminder

that the Republicans are, in fact, rrnarmed in contrast to

the Fascists and their muctr-discussed KIeinkaliber.

Adele questions Betzts ready use of a clichó thus:

Stadtrat:

Martin:

Betz:

AdeI e:
Betzz

Adel e:
BeLzz

l,üir nehmen keine Kanonen in die Hand,
aber wer die demokratisctre Republj-k
ernstlich zu bedrohen wagt, der wird
zurückges chJ-agen !

Mit was denn? 30

. die Ideal-e, für die sich Ihr
Gemahl aufopfert?
Opfert er sich denn auf?
Tag und Nacht.
Sie mussens ja wissen.
Es ist natür]-ich alles relativ.

(Pause) 3L

Herr

The

at

words reveal. their emptiness as soon as they are taken

face value as arr assertion of fuct3z; one small

sarcastic doubt makes them crumble.
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I,tThen Karl is half-heartedJ-y attempting to convert

Leni to an interest in politics, she sees through his

posturing and demolistres has fantasies with a similarly

brisk retort:

Karl:

Leni:

Ich bin namlich nicht so verlangt, daß
eine Blume einfactr nur so abbrectr ¡ ãffi
Tch muß aucLr merì.schlich einen Kontakt
und das geht bei mir über die Potitik.
Geh, das glaubens doch selber nicht!

ich
Irrlegrand.
traben -

33

At other times the situation itself exposes the

speakerrs rhetoric: Kranz strings together some absurd

homilies on the subject of the Ammetsbergersr domestic

bliss:

Trautes Heim, GJ.uck allein. Häusli-cher Herd
ist Goldes wert. Die Grundlage des Staates
ist die Familie. 34

However, tkre unpl-easant petty tyranny which prevaiJ-s in

that household is soon made clear. The Faschist tries to

subdue Anna with his preformulated idea of a womanr s

place: rtDas lrl-eib gehärt an dem heimisctren Herdr ês hat

dem kämpfenden Manne Iediglich HilfsstelJ-ung zta ge-

*ähr"ntt.35 But it is clear that she is the cleverer of

the two, Ieading him on in order to spy for the Repub-

Iicans. The situation itseJ-f reveals the absurdity of the

words. In a similar way ttre Republicans congratulate

ttremselves on hawing graciously overlooked the randlordr s

treactr.erous dealings with the Nazis, but as it j_s clear

that they were simply forced to put up with his d.ecision,

their exaggerated claims to rrinrrere Gräßetr and even rreirre

propagandistisctre T¿1n36 reveal onJ-y a taJ-ent for self-

delusion. The Stadtrat expresses tris decision to end the
trltalienisctre Nackrttt in pompous langrrage:



l-62

Der Mensch ist ein scLrwaches Rohr im l{inde, in
bezug auf das Schicksal , ob er rrun Monarckrist
ist oder Republikaner. Es gibt mrn..mal Augen-
blicke im Leben: wo sich auch der Kuhnste der
Stimme der Vernunft beugen mrrß, urrd zwar gegen
sein oerürrt I 37

However, it is onJ-y too apparent that he is

frightened and wants to get home before the

starts. Here cowardly actions give the tie

simpJ-y

troub]- e

to

words, just as the Faschistrs solemn warning to

brave

Anna:

ItHüte dich, Blondmä¿.r , hüte dich ! Du weißt , vor wem -,,38
j-s made ludicrous wkren he suddenly falls upon her him-

s elf , ravirrg of ttZímbern und Teutonenrt . Similar1y,

Karlts brooding over the troubled state of t}-e worJ.d

comes to a sudden end with Lenirs offer of 4,OOO marks

and a small business. Pretentious rtretoric is constant-

J-y deflated to expose the human weakness beneath.

Just as Horváth plays with language to make his

message clear, so he gives a subtle twist to an

established dramatic form. One of the most interesting

tec}.niques in Italienische Nacht is hís use of tkre Volks-

stück tradition. To label such a play as a Volksstück

1ulls audien-ces into expecting a simple comedy of country

manners, brrt they are then confronted with unpJ-easant

political realities. It is an original use of arr exi-st-

ing literary tradition which
39

Volker Klotz refers to as

This is what Horváthttproduktives Epigonentrrmrr .

delivers to his unsuspecting audience:

kein VoJ-ksstuck, das síe gern hatten, aber eins,
das sie brauchen. Keins, das den harten..Asphalt
der I,{eimarer Republik scholJ-enwärts vertäßt,
sondern eins, das sich dararrf einrichtet ! 40

Ttatienische Nackrt does begin by portraying the
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rrheile l{eltrt, the tttrerrherzig-mstikalrr atmosphere of a

small Bavarian town, brrt the apparently cosy idyll is

destroyed, not onJ-y by the Fascist threat, but by the

gradual revelation of its own hoJ-J-owness and worthless-

ness. The simple and good-Ïrearted country people are

just as deluded and insincere as the petit-bourgeoisie of

the cities, and prejudice and foolishness are as common

in the country as in the city. Horváth delights in

stripping away facades; he exposes a reality behínd the

Volksstück image, as weII as behind the pious clichês of

his characters, which is far from comfortable. As Klotz

explains:

Auf der Buhne wie erst recht im Bewrrßtsein des
Pubtikums baut sich auf, was zunächst a1s traut
und wertvoll erachtet wird: üffi dann, drrrch-
leuchtet und erkannt ¡ Zt zerbrechen.
Am Ende stolpert das Publikum, unsanft gesctrubst
vorr dieser Dramaturgie, üter die Trümmer ein-
mal geliebter oder arglos gutgeheißener ldirk-
Iichkeiten, hlerte und Hal-tungen. Sie sind in
seinem Bewußts el-n zertrümmeri worden, sofern
i}.m schrittweise die eigene Verlogenheit,, Drrmm-
heit, Blutrunst aufgestossen sind. 4t

At the end of Itatienische Nacht the dilemma of a

nation is acted out in miniatrrre: Horváth shows the

helptessness of fooJ-ish optimists and bJ-usterers wl.en

confronted by the organised brutality which they had

refrrsed to acknowledge. Noble speeches are rendered in-

adequate in the face of uniforms and guns. On this

particular occasion the Republican-s are rescued by Martin

and his following of younger men - and the Stadtrat I s

rapid recovery of face and renewed assertion that the

Republic can rest peacefully whiJ-e men like himself hold

office gives an ironic twist to the end of the play, a

comic torrckr wl-ich at the same time expresses a serious



L64

warrrirì.g. Horwáthrs characters seem to have learned

nothing from the events of the play; essentially they

are the same at the end as at the beginning. The attent-

ive spectator, however, is the one wkro shoutd J-earn, arì.d

the story acted out for his benefit is intended to convey

to him an insight and understanding which is denied to

the characters tkrems 
"Il..=.42

Because Horváth ctrose to express the serious

content of f talienische Nacht i-n comic terms, the pfay

rdas, as Zu-ckmayer trad predicted, largely misunderstood.

It became a great success in Berlin and Vienna - as a

comedy. Oskar Sima, who played the Stadtrat in both

productiorì.s, described it as tteirre J-ustj-ge Persiftag 
"r, 

.43

Other commentators ref erred to a trbrillante Komð¿i",,44
.. lr<ftden besten Zeitspaß dieser Lauft ett L) 

- and a rrBierulk,

in dem sowohl RepubJ-ikaner . wie die als Stärenfriede

auftretenden HakenkreuzLeute setrr lustig verspottet w-er-

dat. " 
46

Its serious warning note did not go unnoticed
rrbitterer Ernst steht hinter dem

.. L=
Stuckrt 'r - but most

audiences seem to have regarded it as entertainment: far

from warning or disturbing, the comedy merely amused.

rrSie beruhigte die Menschen w-egen der ironisctren Beurtei-

lung der politisctren Lagerr - so said a contemporary

observer who had invited some Nazi acquaintances ( one of

them Arnott Bronnen) to the premiere to see how they worrlcl

react. The resu]-t: rrDie beiden Nazis 1ießen sich nícht

provozíerert. Sie applaudierten wie die andereî ZuscLrauer

der erfolgreic}.en Uraufführungrr.48 As with ZuckmayerIs
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Der Hauptmann von Kopenick , tkrose who saw Italienisctre

Nacht relished the comic content and ignored the serious

commentary orì. contemporary society: rtweil sie die hTahr-

heit nur als Witz nehmen wollten,,.49 As Krischke points

out, the Berlin producer had actualJ-y strived to

emphasise the playrs critical messâgêr but its audience

faiJ-ed to acknowJ-edge the bitter reality it presented,

possibly because they preferred not to.50

The fate of Horváttr's pJ-ay perkraps illustrates the

truth of a point that Friedrich l{oJ-f made at about ttre

same time: he asserted that playwrights need to work

with crr-.de hammer blows ratkrer than with delicacy in the

face of political- extremisrn.5l Subtlety was misJ-eading

arrd comedy even more so. It was dorrbtless a relief for

an audierrce to be able to J-augh and pretend that the

looming political crisis was simply a matter of absurd

littte men orr both sides making pompous speeches; but by

L93L there was not much time J-eft in which to taugh.
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GUSTAV VON I,ITANGENHEIM DTE MAUSEFALLE

L93L economic crisis and political extremism

two major factors threatening the stability of

In

w-ere the

the ldeimar Republic, and both were visibly w'orsening.

FoJ-J-owing rta fandslide unique in German parliamentary
1historyrr*, the NationaJ- Socialists krad increased ttreir

Rei chsta.q representation from twel-we to LO7 in tl.e

el-ections of September L93O, and the deJ.egation was aI-

ready doing its best to disrupt orderly proceedings2, a

foreboding of worse to come. The unexpected Nazi srrccess

resul-ted largely from the prevaiJ-ing economic crisis.

World-wide economic depression was making people desperate

for a radical solution to their misery. Hugenbergrs

rrnationalist oppositiontr had pawed the way for a drift to

the Right in past ye.rs3, and the same tendency became

more and more marked as unemployment increased. A

percentage of the working class sougkrt their salvatiorr as

always in the Communist Party, but the large middle
l+

classes turned increasingly to Nazism.' I,üarr inf]-ation

arrd now rrnemployment had thoroughly demoralised the petit-

bourgeoisie, and its members began to abandon tkre Socia1

Democrats and the centre parties for the more promising

rrebirthr and reform offered by the NSDAP. As Eschenburg

expJ-ains:

Hitl-er wurde der Prophet der durch die InfJ-ation
Enterbten und der durch die Arbeitslosigkeít
Entrechteten. 5

Feuchtwanger makes a similar obserwation in his novel

Erfolg:
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Im Grunde habe sich der Kleinburger immer nach
einer Autorität gesetrnt, nach jemandem, dem er
andächtig gehorchen durfe. Im Herzen sei er
niemal-s Demokrat gewesen. Jetzt gehe mit dem
Idert seines Geld.es seine demokratische Tünche
vollends dahin. In der steigend.en Not r.prä-
sentiere der Kut tn"t6 den t etzten FeIs und
Hort, des KIeinbürgers Idol: den HeIden, den
strahl-enden Fuhrer, dem man aufs großartige
I,üort wollüstig gehorcht. 7

One particular section of the lower middle class

very badJ-y affected by economic hardship and thus

particularly vulnerable to the propaganda of the NSDAP

was the large group of employees or Angestell_ten, whose

plight kras been highlighted in studies such as R. KünI's

Formen bürgerJ-ictrer Herrschaft : Liberalismus-Faschi=.osB
9and Sieg fried Kracuauerr s Die Angestellten. It was to

the humble Kleinbur.qer that Gustav von ld'angenheim decided

to address his play. This is how l{angen}reimr s group

summarised the problem at the time:

Der KIeinbürger, durch die Krise auf gescheuctrt
aus seiner Ruhe, in voller Verzwei-flung daruber,
daß seine Gartenlaubenwelt ihm zrlsammenbrach,
kirre gemacht durch jahrelange Arbeitslosigkeit
- funfl-underttaus end erwerbsJ-os e..Angest ellt e
gab es bereits ! -, dieser Kleinburger schieJ-te
schon nicht mehr nur mit einem Auge, sondern
mit beiden Augen nach einem rtRetterrr. Politi-
siert rrnd revolutioniert durckr die eigene kata-
strophal. äkortorisctre Situation, war er bereit,
gegen diesen Staat., der ihm nicht half , aktiv zu
w'erden. Da der rrFuhrerrr alles versprach uTld es
mit Propagandamethoden tat, die dem Kl-einburger
zusagten, war er drauf und dran, die Masserr-
stutze des Faschismus zu werden. tO

And

that

yet to ld'angenheim and many others it seemed obvious

as the Angestellte was little different from the

worker in dependence on dwindJ-ing wages and exploitation

by the employers, his logical move shouJ-d trave been to

show solidarity with the proletariat, to combine in a

solid front to demand better wages and conditions.
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Friedrich hrotf wrote in I933:

Diese rtMittelschichtgntt, die deklassierten
Angestellten, Kl-einburger und KJ-einbarrern, sie
stell-en eine Masse dar, die wir in keinem Falle
in uns erm nücñTas s erl durf en ! Gewiß , der
Faschismus ist eine Herrschaftsform des Kapita-
Iismus; aber er stutzte sich bei seiner Macht-
ergreifrrng nicht auf die Arbeitersctraft, .
sondern grade auf die Massen der schon proleta-
risierten Kleinburger, Kleinbauern, kJ-einen
Handwerker und Angestellten, die arrs ihrer
Verelendung und Katastrophenstimmung einen Aus-
ü'eg suctrten. Viel zu wenig Lraben wir das
beactrtet, vieJ- zu gering auch einges ch;tzt die
Kampfkraft und den Fanatismus dieser Massert, die
tte.ñ itrrer äkonomisckren Basis längst zu uns ge-
krort en.
Der Faschismus eroberte wom Kråmerladen mit den
Ieeren Gefächern, von dem sctrwindsüchtigen
Portemonnaie der AngesteIIten, vort der ver-
schuldeten Scheuer des Kleinbauern her im Sturm
das Land. 11

This insight w-as reflected in an early version of h7oJ-f rs

play Professor Mamlock , the opening scene of which origin-

ally showed Dr. Ingers mother complaining of ttre ruin of

Ïrer small grocerrs shop as a result of the hard times.l2

As Potlatschek points out: rrKlares Erkennett rnüßte sie

zum Marxismus hinführen, aber sie - wie eben die große

Mehrheit des KJ-einbürgertums - erJ-iegt der faschistischen
1.)Demagogie".-r The woman portrayed by l,{olf is successfully

encouraged to blame the Jews and Marxists for her troubles

and to regard the NSDAP as her onJ-y hope of redress; it

was a common tendency.

One of the major forces preventing tkre mass of

middle-c1ass einployees from making common cause with the

working class was snobbêryr a conviction that they

occupied a higher social position than the ordinary workers

and would be demeaning tLremselves to identify with them

j-n any way. The foolishness of such a reservation was
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obvious to many observers. As ttünf pointed orrt, the

average employee

unterschied sich in seiner Arbeit - oft arrch
in seinem Einkommen - nicht mehr wesent]-ich
wom Arbeiter. Gerade deshalb aber hie]-t ein
großer TeiI der AngesteJ-lten, zumaJ- sie sich
uberwiegend aus den selbstandigen MitteI-
schickrten rekrutierten.r. ar7. ihrem besonderen
Prestigeanspructr gegenuber der Arbeitersctraft
fest. 14

The carefully preserved but unrealistic sociaJ.

distinction between remployeer and rworkerr is well-

documented by a contemporary novel, Hans Falladars

Kleiner Mann - w'as nun? In one scerre, for example, the

r^rorker Märschel- discovers that his prospective son-in-1aw

is aru employee:

trAngestelJ-te, wenn ich so w-as schon härerr, sagt
Morschel . trThr denkt, ihr seid was Besseres
als wir Arbeiter.rr
rrDenk ich nictrt.rt
rrDenken Sie doch. Und warum denken Sie das?
l{eil Sie Ihrem Arbeitgeber nicht rne ldoche den
Lohn stunden, sondern den ganzen Monat. l,üeit
Sie unbezahlte Üb"r=tunden machen, weil Sie
sich unter Tarif bezahlen lassen, weil Sie nie
rrten Streik machen, weil Sie immer die Streik-
brecher sind . rr 15

As the novel later il-tustrates, Morschel is quite right:

when Pinnebergrs firm is rushing to load some stored

wheat, workers and employees al-ike hawe to help, but the

workers stop for Vesper as stì-pulated in their wage agree-

ment, while the employees are afraid to do the same

because the boss has forbidden it. They are even forced

to work on Sunday if their employer demands it; with jobs

scarce and urremployment a constant threat, they are

entirely in his hands. Pinneberg does begin to realise

that much of this can be blamed orr ttre employeesr lack of

organisati on:
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rrDas istrr, sagt PinnebêrS, rrweiJ- wir gar nichts
s ind. I{ir s:-t zen all ein. Und di e anderen , di e
genau so sind wie wir, die sitzen auch alJ-ein.
Jeder dunkt sich was. I{enn wir wenigstens
Arbeiter wären! Die sagen Genosse zueinander
rrnd helf en einander . rr L6

He does nothing about it, krowever, beyond saying

now and then, when things are really desperate, that this

time he ought to vote Communist. But Fallada strows that

it might as well be Fascist; Pinneberg and the others of

his kind are looking for a radical cure and do not differ-

entiate cJ-early between the extreme positiorts. Their

understanding of either trardly extends to more than

sJ-ogans and clichês.

It w-as this indecision and lack of understanding

which l,{angenheimr s play Die Mausefalle set out to ctrange.

Its purpose was

direct effect.
L7audience-'; it

solidarity the

agitation alone: direct appeal- with

The play was aimed at a specific

attempted to cor¡.vert to working-class

Kl-einbur.qer of the lower middl-e class, the

I 1ittle manr , the Aneestellte who was drifting into tkre

right-wing parties instead of turning to those whom

l{angenkreimrs troupe regarded as }ris natura]- a]-lies on tkre

Left. This drift had to be reversed:

Thema d.es Stückes also: Der Angestellte!
Ideologische Aufgabe: Kampf gegen den Faschis-
mus ! 1B

I,{angen?reim was quite clear about his aims:

Da gingrs vor allem einmal um die An.qesteIlten
deren ZahL standig zugenommen hatte; wir suchten,
so schwer das r4regen traditioneller Vorurteile und
falsch verstandener Tnteressenlage auch war, uns
mit ihnen zu verständigen und urtser setrr ver-
sckriedenes Deutsch in eine gemeinsame Spractre zu
verwandeln. L9

hlangenheimrs concerrr with language is significant:
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he was of bourgeois origin himseJ-f, and felt that the

language and the mentality of the borrrgeoisie w-ere con--

siderable barriers to inter-class solidarity. lù'angenl-eim

had come from a traditional theatrical background; his

father was the actor Eduard von l{interstein and he him'

self had originally been trained in the style of Max

Reinhardt. An invoJ-vement with revolrrtionary politics

which dated from I91B2O brought him into contact with the

USPD and J-ater the KPD. As a result he turned atvay from

the conventional established ttreatre in order to help

organas e A.qitProp troupes such as rrRote Blusenll or

rrTruppe 31" , which played rather simple, outspokenly pro-

pagandistic pieces in beer halls or factory yards with

the minimum of equipment. But with Die Mausefal]-e

I¡trangenheim faced a special task; in order to woo arì.

audience very different from the working-cIass public of

his earJ-ier plays, a carefuJ-J-y considered cl.ange of

approactr was necessary. UnJ-ike Piscator, who preached

the proletarian revoJ-ution but faj-1ed to attract the

proletaríat to his t}.eatre, l{angenheim and his group

realised that the middle classes should form their target

audience, and resolved: rrlrilir rü==err rrns an j enes Publi-

kum wenden, das tatsächlich ins Theater geht - also an den

Mittelstandt'.2I As a result., middle-class prejudices

against Communist ideology and particularly the language

in which it w'as commonly expressed had to be considered,

and, in the increasingl-y serious poJ.itical situation of

L93L, the play had above al]- to be effectiwe , with its

targets cl.ear and unmistakeable. After w'eeks of prepara-
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tion, I,üangenheimrs group brought together the material

they had collected from widely separate sourc "=22, and

I,üangenheim then combined the different ideas and gave

them dramatic form. The result w'as a remarkably cotrerent

and single-minded exercise in persnasion.

Die Mausefal]-e aims its message at the middle-

class employee and its criticism at the capitalist system

responsible for his increasingly downtrodden and desperate

condition. Tt exposes in a series of simple examples the

mechanics of economic injustice and the logical- rlecessity

of solidarity with the prol etaríat. Its directness and

simplicity in pursuing these aims make it a remarkable

example of socialist drama, because Lrere the processes of

economic determinism do not simply appear as the back-

ground to

Fleißig's

unpl eas ant

basis of t

a conventionaf

confrontation

plot: they are the plot.

with and growing insight into tl.e

consequences of capitalism provide ttre actual

he play. As Kändter observes:

Hier wrrrde nicht mehr objektive geschichtliche
I,üahrheit an Beispielen interpretiert, hier war
die j-ndividuelle Auseinandersetzung mit der
geschichtlichen Ob j ektivitat zum astktetisctren
Zentrum des l{erkes geworden. Diese Leistung
sichert Gustav von lfangenheim einen PLatz in
der Geschichte der GattungsentwickJ-ung. 23

hrhat Die Mausefalle in fact represents is a new type of

PlaY, a

sp e cial

product quite deliberately put together with a

purpose in mind. Ruhle explains:

Das Schauspiel erscheint nun als etwas Zusammen-
gesetzLes, Gemaclrtes, so sehr es arrch durch die
Dynamik in der Vorfuhrr'ng gebunden wird. Seine
montagehafte rGemackrtheitt entspricht der Auf-
fassung von der ebenfal-J-s tgemactrtenr l{irktich-
keit. Sein Hauptwert ist kein dichterischer,
kein Kunstwert mehr, sorrdern ein aktrreller, ein
ZetLwerL. 24
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Die Mausefalfe w-as a specialJ-y manufactrrred pf ay Iike Leo

Laniar s Konjunktur , Piscatorts adaptation of Rasputin or

I,folf I s AgitProp plays; alJ- combined an analytical study

of the contemporary world with an atlcempt to convince or

convert the spectator to the authorrs wiew of the world.

In ttre centre of Die Mausefal]-e stands Fleißig the

employee, a figure representatiwe of millions25 - the
rrkleiner Manntr, tkre German Everyman of J-93o-. Atthough his

character is simply conjured up by a member of the actorsr

collective wt¡o slips on a mask to assume the role (a

deliberately anti-j-llusionist effect in a play whích

strives for honesty at every 1eve1), he nevertheless

remains the hero of the play with wkrom the onJ-ookers are

strongly encouraged to iaentify.26 l{Ihile l{angenheim,

like Brecht, rejects theatrical- illusion and always

reminds the audience that it is watckring just a demon-

stration of facts, he by no means fmstrates the natural

tendency to identì-fy with the central character; instead,

he turns this to his own advantage, capitalising on wLrat

KLotz terms the rroft besinmrngsJ-ose Identifikationssuctrt

der Zuschau¿r "27 in ord.er to ensure the spectatorts in-

volvement and interest. The effectiveness of ldangentreimr s

play does, in fact, depend on just this process of iden-

tification: onJ-y if ttre spectator realises that Fleißig

is really l.imself will the characterrs eventual decj-sj-on

to join forces with the proletariat be understood and

shared.

As a simple mett¡od of encouraging this act of

himself in the arrditoriumidentification, FIeißig seats



shortly after the beginning of the

another onlooker; he calls out as

and when he emerges onto the stage

play and becomes

one of them might

simply

174

just

do,

ASagain it is

a representative of the audience.

Fleißig (ruft von unten herauf ): Was? I,fir
sollen auct¡ mitspielen?

KM: Ja, ohne Sie gehtrs nicht, 28

Fleißig is also a I learning hero t like Brecht I s trMrrtterrt

or ld'olf rs Professor MamIock, whose political- education

progresses through a number of stages untj-l they realise

where their real interests lie. Those members of the

audience wtro foJ-low eactr story with involwement and

interest are persuaded to make a similar progress towards

understanding; the characterrs concJ-usions should also

be theirs.

Fleißigts enlightenment proceeds by means of a

series of short examples or parables which illustrate tl.e

circumstances governing his existence. The two-faced

industrialist Taba (who stands for the shoe manufacturer

Bata) acts out tkre smiling facade as well as the ugly

reality of capitalism in a number of short scertes cul-

minating in the trkapitalistische l{alpurgisnachtrr.

Mephisto: Der Zauber wirkt!
Der Besen hande]-t:
In l{aren, h7-aren wird das Kapital ver-
wandelt.
fn ldaren a]-]-es sictr verwandeln muß.
Das Kapital erstickt im I,Varenüberfluß.
Das ist der ldeisheit J-etzter Schtuß. 29

Later the parable of supply and demand reveals the

grotesque contrast between overproduction and poverty I arL

illustration of hlert and Mehrwert shows how owners make

profits at the workerst expense i a simple shoemaker from
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the fifteentLr century is introduced to highlight the

contrast between the rrVollmenschrr of earlier times who

w'as in complete controJ- of handcrafted production and the

helpless rrTeilmenschrr created by the industrial process.

The scene ends by making the following point:

ich es fände,Ges e]-l e: Handwerkszeug, wenn
wurdt es rtutzen?
bin von vorgestern.
mir istrs auf ewig vorbei.

Mein
Iúas
Tch
Mit

Taba fI:
Taba I:

FIeißig:
Kunde:

Es lebe
Es lebe
Es lebe
Du bist

das Privateigentum!
die freie l{irtsckraft !

die Freiheit !

wotrl von vorgest ern? 30

In other words r âr old-fashioned enthusiasm for

freedom is as out of place in modern capitalism as the

shoemaker would be. Each of these short parables or

examples is thus rounded off by a conclusion which stres-

ses the general- truth to be found in the individual

examples, giving rise to what KändIer caIIs rrder ständi-

ger ldechsel von individuetl konkreter Spielhandlung und

deren sofort erfolgender Einbettung j_n den Zusammenhang

des zrr analysi erend.en Syst "r=,, . 
31 The cont ext is al-l

separate insights add up to arL indictment of the system

as a whole.

The individual stages of this progress towards

understanding rattrer resembl-e the Expressionist Stationen-

drama (best exemplified by Tollerf s Die l,{andluns or

Kaiserrs Von morgens bis mitternachts) except that in

this case each step is made with the help of logical

analysis rather ttran emotion or instinct, and ttre central

ckraracter does not stumble randomly from one stage to the



next but is ]-ed from situation to situation with

of specific guidelines and expJ-anations from the

should fulty understandwkro are anxiolls that tre

process. As l{o1f admirj-ngly noted:
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the help

otLrers,

the

Di. rrMarrsefal-J-err zeigt setrr J-angsam und. aus-
fuhrlich nach alJ-en Seiten trin den EntwickJ-ungs-
gang dieser DekJ-assierung und Verelendung des
AngesteJ-lten, so langsam, daß der ZuschauerttAngestellterrr auckr wirkJ-ich diesem seinemrrSchicksalrr folgen kannr €s verstehen kanrr,
es glaubhaft findet ! 32

members of the audience are alsoThe

for themselves and thus participate

encouraged

directly in

to think

Fl eißig t s

deveJ-opment:

KM: Einen Augenblick.
l{er hat recht vorl den beiden Parteien?
(länger" Parrse, im Zuschauerraum knacken
die Gehirne. ) 33

FIeißig: Tch hab ja schließtich mein GeId bezalnJ-tt
KM( Frack) : Geld allein tutrs nicht !

Man muß uns auch den Kopf hinhalten!
Fleißig: Sie verlangen ja allerhand von Itrren

Zuscl-auern. 34

The audience is, however, given the entertainment it

desires: the serious political message is conveyed in a

very lively mixture of theatrical effects. The short

sketckres, brisk movements and musical- embeJ-lisl.ments of

cabaret or revue are integrated into the textrs changing

combinations of parody., allegory, song and rhyme. As

Rüfrf e remarks , ttAn l,fangenheim I s rtMaus efall err fall en di e

formal.e Geschicklichkeit, Einfal-tskraft, Witz, Heiterkeit

und Spieltemperament auî".35 Every possible effect is

employed in order to ensure the spectatorsr interest and

participation, and not the least of these is humour - rteirr

rel-ativ seltener Zug in der zeitg.rtä=sischen sozialisti-

schen Dramati¡"36 r âs Kändler is forced to admit in his
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study of the genre. lüangenheim uses laughter to arouse

sympathy for Fleißig, and to ease potentially awkward.

moments such as the first assertion that an Angestellte

properly beJ-ongs to the prol etaríat3? , as well as simply

to entertain. It is particularly heJ-pfuJ- in creating

the playrs most important effect: good will.

l{hat makes Die Mausefa]-]-e remarkab]-e as ari. exercise

in persrrasion is its frank and ctreerful enlistment of the

spectatorrs approval. Nothing is hidden; every poi_nt is

made clearly and simply and as if with the onlookerrs

permi-ssion. The wtrole becomes a game which actors and

audience play together. This honesty was part of the

grouprs approach from the wery beginning, as Inge rron

lüangenheim explains:

Zum ersten dürfen wir uns nicht verstellen!
Unser SpieI muß klar zum Ausdruck bringen, wer
wir sind, warrrm wir es sind und daß wir etwas
gaîz Bestimmtes woIIen. Unser Spiel muß also
ehrl-icl- parteiJ-ich sein.

Unser SpieI muß betonen, daß wir in solchem
Falle ohne Illusionen arrszukommen beabsichtigen.
Um der ldal.rhaftigkeit unserer l,firkung wiIIen. 3B

Honesty is of course extrernely useful as a dramatic

technique, quite apart from its ethical desirabiJ.ity.

Volker KLotz, in his detaited study of Die Mausefal-le and

its calculated effect on the arrdience, points out that

Dramatur.qie of this kind rrkann ihre ZieLe besser errei chen,

w'errn sich der Veranstalter unverhoh].eyr zu seinem Tun be-

kennt, indem er offenbart: was er w-em zu welckrem Zweck
10beizubringen versuckrttt.''/ Tkre artless frankness of Die

Mausefalle is designed to put tl.e arrdience at ease,

l-ulling any fears that they may be overwkrelmed by the
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propaganda of dangerous agitators. Tl.e playrs persuasive

devices appear to be guilelessly open and obvious. Ewen

the title and its atlusion to the play-within-a-p1ay in
Hamlet helps to explain the playr s function. The

spectators are told that the actors I corlective hopes to
persuade them to a poj-nt of view, and the steps towards

this persuasion are wel1 delineated. AJ-l processes r âs

Klot z points out , are ttantiillus j-onistisch unverkreidet.
hrährend sj-e mit der Farte umgehen, können die Beteiligten

beiderseits der Bühnenrampe sie ständig erktären und

üu"rprüf en,t.40 |tBewrrßt also solt das pub]-ikum in die FaIIe

gehentt.4l

One of t}-e main difficulties to be overcome

the playrs message can be successfully delivered is the

bemiddle-class employeeI s instinctive unwj_llingness to

classed with the workers, and his reluctance to be

bombarded by Communj-st propaganda. To counter this,

lüangenkreim fores ees ob j ections in advance , soottres

suspicions and promotes the spectator to arì. equal partner-

ship in the discussion. KJ-otz notes:

Er honoriert das Mißtrauen, front der Bildung,
bestarkt die Se1-bstsicherkreit, indem er Einwánde
vorüregnimmt: arrf schängeistigen Umgang pocht und
die Karten auf den Tisch legt. ZumaL d.ieser
Letzte taktische Zug - komplizert};,afte Mitwisser-
schaft bei den Angesproctrenen herzustellen - ist
wichtig. 4Z

The mutual distrust and misunderstanding between middre

class and working class is frankry faced in the pray, arrd

the differen-ces shown to be targery a matter of ranguage

and manners:

before

FI eißig:
Arbeiter:

I c?r verst ehe ni cht
Wat ?



l-79

Fteißig: Ich verstekre Sie nicht !

Arbeiter: Na, ich dir ooch nich, du Clown!
Ztehrn Schlips aus und erkenne
Det durn Prolet bist wie ick 4l

Two further things stand in the way of sor-idarity with
the proretariat: the bourgeoisr craim to be an individual
personal-ity with certain rights and privileges and his
precious Bildun.q. The first of these pretensions is
destroyed but the second is indulged, in accordance with
the playwright t s intentions.

fn the industrial world of raba and his capitalist
colleagues, the curt of personality is strown to be mean-

ingless; rpersonalitiesr are simply emproyees to be taken

on or sacked as business dictates, and individuality is
of no varue. rn another scerì.e Fleißigts home is built up

orì. stage, with an armchair, a piano and a sideboard
purctrased on time payment, a rad.io, tl.e famiJ-y photo-
graphs, busts of Goethe and Napoleon and a print of ,Die

Toteninseltr. The pathetic, mass-produced treasures of
his prívate J-ife make the point that each would-be

individualist is just one of many thousands; KLoLz

remarks Itdaß just das, w-orarr Fteißig im privaten Gehäus

sein Eigentüm1ickres festzumachen meint, uniforme Ein-
richtung ist von seinesgreichen".44 Freißig is as much

part of the rmassesr of his own kind as is any j_ndustriar

worker or labourer

The second concept precious to the bourgeoisie,
its idear of education and curture, is indulged by l{angen-

heim in an array of quotations, riterary all-usions and

cross-references designed to make his middre-crass

audierrce feel at home. Recognised Ku].turformeln such as
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Hamlet, Faust or Napoleon are introduced not merely to

provide useful images for arguments about leadership,

greatness or destiny. They create as werr a comfortable

and acceptable cultural settingr âs KLotz observes:

Pl-anvol-I tlrutzt lüangentreim diese Bildungsver-
sessenheit, wenn er dem Pubtikum mit einem
Uberangebot erlesener AnspieJ-ungen und ZitaLe
kommt. . I,tlie Buctrner im Landboten mit
bibtischen so arbeitet er hier mit ästhetischen
Orientierungsmustern. Die politi_sche Botschaft
soIl sich im Publikum nicht erst Bahn brectren
müts"n. Sie soll dort eine schon bereitete Bahn
vorfinden und gebrauchen konnen. 4S

The onrooker is not only soottred by so many respectabre

cultural aJ-J-usions, he is also flattered by the assump-

tion that he wirl- recognise the warious quotations used

in the play and thus enjoy their new double meaning=.46

Each member of the audierrce is treated as a confidante,
L=fraJ.s verständiger Mitspieler der AnspieJ-ungen',,*/ , arr in-

sj-der, one of the educated few. In this way a rather

grim social commentary is presented in elegant disguise.

Or, as l,{olf observed: rrunter der Maske von dezenten

Analogie-varianten unsrer unanfechtbaren KI.s=iker,,. 48

Besides its many entertaj_ning features, the play

does nevertheless stíck tenaciously to its purpose, the

analysis of the capitarist system and the persuasion of
the small employee that his interests are those of the

workers. Every technique used has the ultimate purpose

of explaining, illuminating, demorrstrating or conwincing,

and every literary flight of fancy kras a skrrewd and

forceful point to make:

Mephisto (KM Fract<) :

Hort ihr den Krach der Banken schallen?
Hört,, wie die Krise sturmt und saust!
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Doch statt nurl einmal seine Faust zu ballen,
Spiett jeder Fleißig erst mal Goethes Faust. 4g

The directness of most of these devices, the J.ack of

superfluous or fmerelyr artistic content makes Die Mause-

fa]-le a carefuJ-J-y crafted piece of dramatic propaganda

quite outstanding in the Zeítstuck genre. Its skiJ-ful

baJ-ance of entertainment and seriorrs politics (Herbert

Ihering ref erred to its trlockere Form, strenge Inhalttt50)

was enttmsiasticalJ-y receiwed w?ren the pJ-ay opened in

Berlin by both the public and the official Communist Party,

a rare combination. Friedrictr l{o]-f referred to it in

Ig32 as rtder stärkste, der breiteste und tiefste Ttreater-

erfoJ-g im LetzLen BerJ-iner Theaterwinter,,.5l Jokranna

Schau wrote in Die Rote Fal.ne:

Grau, lieber Freund, ist alle Theorie. Das
stammt auch noch aus Fleißigs Zj-taLenkiste.
Aber hier setzt Truppe L93I ein. Sie sorgt
dafür, daß diejenigãn, denen der dialektisckre
Materialismus fremd ist, gefesselt werden. Die
Angestelltenfrage in den Mittelpunkt eines Lekrr-
stuckes rr.cken, ist heute wichtig. Ein Lehr-
stück schreiben, ist nicht mekrr neu. Aber das
Neue ist hier, daß AItes, Iängst Bekanntes,
SeJ-bstverständJ-iches gezeigt *irA in den
wictrtigsten Zusammentrangen auch des Theaters.
Hõren wir nicht sctron wied.er den Blätterwald
rauschen,..daß man mit..dem tünfen Verstand kein
Theaterstuck machen konne? Aber man muß es
setren und hören, einmal rrnd noctr einmal-, lIi"hier stren.qste Einhal-tun.q der marxistischen
Marschroute end]-ich wieder zum wahren Theater-
ã¡iãT:riTEnrt. 52

That Die Mausefalle did prove to be a considerable

rrTheatererJ-ebnisrr is shown by its stlccess first in BerJ-in

and then on tour in Germany and SwitzerLand; it was

given 3L7 performances in ai-i-.53 nünre mentions its
<hpopularity in Frankfurt at the Schauspielkraus;" KLotz

tell-s of twenty-fj-ve performances in Stuttgart to packed

trous"=.55
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I,{angentreimrs immediate aims were thus achiewed:

he did succeed in reaching a wide theatre public with aït

uncompromisingl-y truthful and persuasive political play.

According to Kl-otz, two things testify to his srlccess:

firstJ-y t}.e playrs popularity, and secondJ-y its faiJ-ure

to al-ienate or offend the largely bourgeois audiences

with its radicar message. There was no theatre scandar;

the audiences seem to have played aJ-ong with tl-e actors

as intended, and the critj-cs prai_sed the playr s clewer-

ness and wit.

In its wider aims, however, the play could hardty

hope to contend against tkre social forces which l{angen-

heim had recognised at the outset. As lúol-f commented:

rrSckrade, daß die rtMausefal.J-etr erst L932 in Derrtschland

liefl Zu einer Zeit, aLs MilJ-ionen kleiner Angestellter

bereits ins Lager HitJ-ers übergeJ-aufen *.."r.t,.56 In the

two major elections of 1-932 the KPD did actually make

sJ-ight gains, but these counted for J-ittJ-e in comparison

with the continued strength of the NSDAP, which increased

its numbers at the expense of the smal-ler centre parties,

as the voting f igures sho*ed.57 rn ottrer words , it

continued to recruit from the middle ground., from the

ranks of the dissatisfied Kleinbur.qertum , with its

promises of radical ckrange and strong leadership. I,{angen-

heimf s hopes were thus defeated by the forces he trad him-

seJ-f clearly recognised and begun to fight against. One

play could do little in the face of such an overwhelming

trend.
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FRIEDRICH I,ü'OLF PROFESSOR MAMLOCK

On the twenty-seventh of Febmary L933 the Reichs-

tag, seat of the federal German parliament, w-as destroyed

by fire. A suspect carrying a Communist Party membership

card was allegedly arrested at the scene. This orre

incident sufficed to spark off ar1 errormous and bitter

reaction; a huge anti-Communist backlash was success-

fulJ-y manipulated by thousands of Nazi supporters who

seized the opportunity to increase ttreir attacks orì.

Communists or their suspected sympathisers as welJ- as orr

the Jews. The hysterical atmosphere which resulted was

sufficient to help the NSDAP to a quite conwincing

victory in the federal- elections a few days later orr

March the fifth. Although still- without an absolute

majority, HitJ-er w'as able to form a government. On the

twenty-fourttr of March that government suspended the

hleimar corlstitution, arrd the Republicrs history came

officialJ-y to arr end.

As the repercussions of the Reichstag fir-e and the

first radical legislation of ttre new government began to

take effect, thousands of poJ-iticaJ- and j-nteJ-lectual

refugees began to Ieave Germany, amorì-g ttrem Friedrich

l{olf . Forced into exile in Switzer1-and and then France,

he reacted as always to political- or social outrage by

distiJ.ling his feelings into drama; Professor Mamlock

rtr'as written in just a few monttrs as a bitterly propagan-

distic attack on Nazi barbarity and a caII for action to

oppose it.
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hrolf used as the immediate basis of his play a

reaJ- incident involving the suicide of a prominent Jewish
Isurgeon and for the background drew on his or^rn experi-

ences in the past year, documenting key events such as

Hindenburgrs re-eJ-ection in May L932, the aftermath of

the Reichstag fire in February L933 and the anti-Jewish

legisJ-ation of April. The realism of l{oJ-fts report is

evident, for example, in Act T\ro, wtrere the dialogue rrses

almost word for word comments made by his ow:n friends at

the time of crisis. Every remark, from the smug general-

isatíon rt\fâr denen ist doch alles z:uzwtrauen,,2 to the

cred.ulous assertion rrKam doctr aIs amtlicher Bericht,r3

iJ-lustrates a widespread contemporary atti-tuder âs l,fol-f

expJ-ains in his essay rrEin Mamlock? Zwolt MiJ.lionen Mam-
ILlocks!rt' Historians have aJ-so d.ocumented the public

credul-ity, ttre swift and repressive new legislation and

the upsurge of support for the Nazis whickr I,úoIf portrays:

The Reichstag fire served the Nazi Ieaders wel1.
The charges that this was to be the signal- for a
Communist revolt were swallowed eitkrer witlingly
or unwillingJ-y by the majority of people. 5

Der Brand, wer auch die Täter sein mächten, Ïratte
doch seine l{irkung getan; man w-ar die rrroten
Strolcherr 1os, Kommunisten und Soziatisten.
Terror rrnd. JubeI , Zynismlrs, Schwäctre und..wieder
Jubel, und ü¡er alJ-em die unermudtich f<räfrende,
triumphierende, schmeictrelnde und drotrende Stimme
des rrFuhrersrl , wie er sich jetzt nennen tieß
es war kein h7-under, daß in diesem..einseitig gegen
einen fiktiven Gegner gefuhrten Burgerkrieg, die-
sem Siegestaumel olrne vorangegangenen Schlacht,
die Nazis noch einmal einen Gewinn von funf
Millionen Stimmen davontrugen. 6

I,{oIf reflects these events through the growang aggressr-ve-

Hellpach as well

new dictator him-

ness and confidence of the Nazi doctor

as the ranting radio broadcast of tkre
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s elf , whích fas cinat es everì. Mamlockr s daughter Ruth:

Ruth: ER spricht!
(Mamlock geht schneJ-l nach rechts zum Radío. -
Das Radio: rr. Nachdem aber diese Verbrecher-
brut Feuer gelegt hat an das Haus tlnseres Volkes,
wird nichts mich hindern, diese fremdrassige
Mörderpest mit eisener Faust zw zerschmettern

It \.)
Ruth (entzückt): Das ist eine Stimme, das ist
ein Mann! Und wenn ihr ihn nicht horen wollt,
ich werde ihn horen! 7

I{olffs portrayal of a miJ-dJ-y conservative middle-

class family taken completely by srrrprise at the

virulence and extremism of the new order is quite in

agreemerrt with the facts. Several observers noted that

the Nazi takeover came as a great strock to most people;

no one had thought things would be as bad because it was

assumed thaL the NSDAPTs Iegal assrrmption of power worrld

1.ead to less extremism. The surprise left many opponents

of the new regime unprepared for resistance or everr for
.Bemr-gratr-on. Renê Känig has remarked on ttre lack of

moral resistance to Nazism:

Es war ín keiner Schicht eine realistische Atl-
tagsmoral vorl.anden, die einen substantiellen
(und nicht nur poJ-itisctren, also trdekretj-erendenrr)
lúiderstand großerer BevoJ-kerr.ngsschichten gegen
den Nationalsozialismus ertaubt hatte. Der l{ider-
stand btieb eine Sache des Einzelnen. Und der
ü¡.t*äftigende Rest der Gesellschaft profitierte
ganz schamlos vorl den Opfern der national-
sozialistiscl.en Machtergreifung. 9

This is precisely the situation of I,üoIf I s play; nothing

Onty RoIf, be-has prepared the Mamlocks for disaster.

cause of his Communist invoJ-vement, is able to try

desperate and ratkrer limited resistance measu.res through

the new underground movement.

The anti-Jewistr legislation of April

certainJ-y the harshest stroke so far by the

L933 was

Nazi govern-
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ment; its repercussiorrs aL every level- of society put

great strain on everr personal reJ-ationships. As Bracher

relat es :

Am schärfsten trafen die rechtlichen und psycho-
Iogischen Konsequerrzen des totalitärerr Gesell-
schaftsbegriffs im Fortgang der Judenverfolgung
hervor . Und auclì . zeigte sich, daß die
national-sozial-istische Judenpolitik zwar keines-
wegs so allgemein ftpoputärtt war, w'ie die Propa-
ganda es woIlte, daß aber die pserrdolegale
Steuerung der Neigung des unpoJ-itischen Brrrgers
entgegenkam, die Maßnatrmen a1s rrnotwendiges UbeItt
trinzunel.men und die Augen vor der Idirklichkeit
und der prinzípj-e1len Bedeutrrng der Judenverfol-
gung zu verschließen. IO

As we see in lilolf rs play, friends of the Mamlocks are

indeed pained and embarrassed by the new developments,

but accept them along with so much. other unpJ-easantness

as rthe will of the peopler or rthe new orderr. The

capitulatíon of Mamlockrs oJ-d friend Seidel is atl

interesting example of a man reluctantly succumbing to

public pressure against his personal- feeJ-ings:

SeideJ-: Im ü¡riSêrr Hans, die Entscheidung richtet
sich ja nicht gegen dich personlich

. Schließlich, man trat auch noch eÍne
Verantwortung.,. die Verantwortrrng für sej-ne
FamiJ-ie, fur uber hundert Arbeiter, fur
die Abonnenten, für die äffenttiche Mei-
nung . 1I

Others ar^e

attitudes:

brutaJ-í ty.

not so scrupulorrs

Ruthrs o]-d school

about accepting the rrew'

friends react with outri-ght

Ruth ( utict<t sich ätg=tlich um): Nicht so laut
reden., Vater . die sind uberalJ-, rrnter
den Banken, hinter den Geraten in der Turn-
haIle, wißt ikrr, hinter den Bäumen auf dem
Schulhof, sie grinsen, sie rufen, sie
besckrmieren dich, und waren doch so fabel-
hafte Kerle .
(weint. ) Lz

The figure of Mamlock himse]-f is not aL a]-]- a

I¡tlolf meant him to exemp]-ify theJewish stereotype;
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dilemma of the ttzwäIf MiIl-ionen deutscher Kleinbürger

und InteIIektuellêrrr, as he expJ-ains:

D enn di es er Mamlo ck i s t ni ckrt irgendeiner , er
ist einer von Millionenr €r ist der Typus von
MiIlionen derrtscher rrDemokratenrr, die gestern
den kaiserlictren FeIdmarschal-J- Hindenburg zum
Reichskartz1er der Repubtik -ähJ-t.tt, weil er
auf die frVerfassungrr geschworen Ìratte, die kreute
HitIer als rrI,rIaIl gegen den Bo]-schewismusrr be-
trachten rrnd die morgen fur ein großeres Deutsch-
Iand ttgen Osten reitenrr woJ-J-en. Er ist ein
Typus ã." deutschen InteJ-ti genzLers, für den
trder Staatrr, rrdie Familierr, ttdie l,rlissensctraftrr,
rrdie Gerechtigkeitrr unwandeJ.bare ewíge l,{erte
sind, im Sinne der Kategorien Kants. L3

As this particular German cttizen is also a J ew, however ,

Germanyls rrrew

I,{o].f des cribes

his enlightenment as to the real natrrre of

orderr is particuJ-arJ-y abrupt and painful.

the destrr.ction of Mamlockrs secure background:

Im zweiten Akt bricht die Politik durch die
Mauern der rrFamilie", Si. l,rTissensckraft beginnt
zu wartken, der Staat laßt seine Burger im
Stich, die Verfassung bricl.t in Stucke, im
dritten Akt wird die Gerechtigkeit geschändet
Mamlock, der verdienstvolle Professor, der
tapfere Soldat, arlsgezeichnet mit dem EK I, ver-
wrrndet fur sein Vaterland - er wird a1s Jude mit
abgeschnittenerr Hosen durch die Straße gejagt;
selbst die al-ten Freunde verJ-assen ihn, ver-
angstfCl durch den Naziterror.
Alle Brl.cken sind abgebrochenr ês gibt nur einen
Ausweg für den alten Soldaten und Gelehrten: den
Revolverschuß in die eigene Brust. L4

I{olf rs play faithfulty reflected t}re spirit as

well as the events of L933: the Iegal-ised anti-Semitism,

the nationalist rkretoric and tkre hysterical anti-

Communism are alI Iifted directly from contemporary

realì-ty in order to reflect back upon tttat reality and,

perhaps, to c}-ange it. Professor Mamlock is undis guis ed

agitation, a denunciation of evil a plea for action to

destroy it. As Gregor observes:

and

lrDas Theater wird hier

bewußt in den Dienst einer aufrütte]-nden Zeitchronik
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certainly feels

I{o1f himself had

S chi cks aIs trrnde

der Frkne".I6

declared a few years

marschiert der Dictrter

before,

to trim; as

tlln dieser

als Trommler neben

]-BB

times of crisis a writer of conviction

there is only one course open

Professor Mamlock , however, strows I{olf marckring

beside a banner of a rather different colour than usual.

In I933 he was no longer propagating Communist ideology

within a stilJ- divided and vacillating society; he was

an orrtcast from a nation which ?rad made its ctroice and

w'as now systematical-J-y crushing all internal dissent. As

an exile, ldolf was also denied the playwrightts rrsual

access to the pubJ-ic. His appeal had to be to orrtsiders,

to the German-speaking Swiss, to the PoJ-es, to the as yet

uninvolved and apparently indifferent European powers who

understood littIe of HitJ-errs Germany. In this situation

hlolfI s usua]- heroic revo]-utionary flourishes ( exemplified

by plays such as Kolonne Hund , L927, Die Matroserì- r¡on

Cattaro Lg30, and Tai Yan.q erwacht L93L) would have been

very much out of place. The rest of the world was less

interested in Hitterrs persecution of Marxists arrd

Socialists tkran in his unjust treatment of tl.e ordinary

middle-class citizen, and the play had to appeal firstly

to this corrcern. I{o1f rs approackr was shrewdly calculated,

as Pollatschek explains:

Der Terror gegen die politischen Gegner, in erster
Li-nie gegen die Kommunisten,..hatte die von der
Bourgeoisie beherrschte Weltoffentlichkeit durch-
aus nicht bewegt . I,{as die I,{eItöftentlichkeit
alarmierte, das war nicht der Terrorr ês w'ar seine
Anwendung gegen die Juden - nicht etwa, weil dasrrinternationale Judentumtr diese Off enttíchkeit mo-
bil gemacht frätte, . sond.ern weil sickr dieser
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Terror gegen die noch gebJ-J-ebenen bürgerlichen
Reste humanistisctrer Begriffe richtete und weil
in ihm eine burgerl-iche Rechtsunsichertreit und
eine Gefähr¿ung der..im Kapital-ismus bis dahin
ublictren rechtlich-okonomischen Gepflogenheiten
zum Ausdruck kam . Mit einem Stuck gegen den
Antikommunismus der Faschisten nätte der Autor
nicht einmal zu,,dert proletarischen Massen in der
lüelt sprechen können, weil ihm fast alJ-e Bühnen
verschlossen geblieben w'aren - ein Stuck gegen
den Antisemitismus der Hitlerbande konnte
fnteresse und Verbreitung finden, und da es zu-
gleich dramatisch meisterhaft, hoch theatralisch
und brennend aktuell r^r'ar, fand es diese Verbrei-
tung in der Tat. L7

Although lüoJ-frs real- interest in Professor MamJ.ock was to

show the Commrrnist resistance at

thus found it necessary to widen

criticism in order that it might

possible audiences. He was weII

double function, as he explained

work within Germany, he

the scope of the playr s

reach the largest

aw-are of the playrs

ín L934:

Das Stuck behandelt im Vordergrund die Tragodie
der westlictren DemokratJ-e, im Untergrund aber
dj-e beginnende heroisc?re ilJ.egale Arbeit der
KPD.
In diesem Sinne ist der rtMamlockrr ein ttgetarntesrl
Stück. IB Es musste sich dieser Kri"gÀtist des
ttdoppelten Bodensrr bedienen,,, um uberhaupt im
Id'esten gespielt werden zu konnen. L9

I,{o1f I s thus aimed at arousing international- opinionpray

the Nazi regimers treatment of the Jews, but atagains t

the same time brought a pro-Communist message into

theatres where it would otherwise never have had a hear-

ing. The purposefuJ. resistance of Mamlockrs son Rolf and

his frj-end Ernst contrasts so strongly with MamJ-ockf s

hetplessness that the point about Communist strength and

bourgeois liberal weakness mLrst be obvious, even in the

most mj-ldJ.y trumanistic productiot.20 Mamlockrs dying

words about tl.e Itrì-ght rn'ayrr to be taken establish hrolf Is

basic idea quite unambiguously.
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The character of Mamlock himself fu]-fils several

functions. He is firstly the

wife and children

centra1 focus

also take on

of sympathy,

this rol-e athisalthough

various

appeaJ-

s tages

to the

in the playrs development. Mamlockrs

audierrce is that of an innocent and respect-

able middle-class famíIy man who wistres to know nothing

of politics inside the sptrere of his private and profes-

sional- life until it forcibly invades both of tkrese

retreats. The spectator is encouraged to admire the old

soldier, wise parent and skiJ-led surgeon and thus feel

af I the more strongly tkre injustj-ce of his f ate.

The fact that MamJ-ock is himsetf poJ-itì-cally con-

servative and has untj-l now opposed his Commrrnist sonrs

anti-Fascist work as mere youthful wiJ-dness and rebel-
2IIion-- makes him an everr more sympathetic figure for

middle-cl-ass arrdiences as well as adding to the dramatic

tension: the confrontation between fatkrer and son sets

out cJ-early the differences between two political- view-

points as well as revealing Mamlock to be human arrd

fal-lible. This blindness Ìras its advantages dramaticalJ-y,

as PolJ-atschek points out:

gätte l,rrolf eine ganz und gar positive Figur -9€-walrlt, . so w'are wohl ein trauriges und
emporendes Schicksal dargeste]-lt rtrorden, aber
um einen wirklich dramatisckren Konf]-ikt hatte
es sich nicht getrandelt. Der dramatische Kon-
flikt entsteht eben gerade dadurch, daß Mamlock
politisch blind auf der Gegenseite steht: in
scharfster Ablehnung der wirklichen kampferischen
Gegner des Faschismus, in bürgerlicLr-reaktionäre
Vomrteile verstrickt und erst im Tode erkennend,
daß er den falschen l,feg gegangen ist. 22

Mamlockrs gradual realisation of the threat of

Nazism and his last-mimrte acceptance of RoJ-f rs ckroice



19r

make him a hero rather like those of the Expressionist

hlandlun.q
o.)plays-/ in which the centra1- dnar^acter is seen

to learn sJ-owJ-y through confrontation with different

aspects of reality until he is radically changed by his

insights. MamJ.ockrs transformation from stalwart

supporter of Hindenburg to propagandist of the rrì.ew wayl

chosen by his son is certainly as dramatic as aIry of

tkrese. But MamJ-ock also represents a later type of

dramatic hero, a man whose downfalJ- is inextricably linked

with the general social col1apse, tkre rrallgemeiner Unter-

sangrr.24 rn his essay on Neue Sach]-ichkeit , Koebner notes

a tendency in ttre latter plays to portray Ïreroes doomed

simply by the age in whickr they J-ive ratkrer than by any

personal f1aws, and: âs Ïre points out: rlMit diesen zer-

brj-cht dann der liberal-e Optimismus t àfr Staatswohl mit-

wirken zu könn 
"n" .25 Mamlock is indisputably such a

ckraracter. His fate proves that liberal-ism is impotent

in a crisis and that only mj-litant opposition can hope to

confront tkre Nazi threat: rrDas sozialistische Konzept

täst das J-iberal-e ub".26 Ttre writers of the flnal phase

of the l,úeimar Republic see a clear al-ternative between

ineffectual trumanitarianism and hard-line political

commitment; other choices krave been rendered irrelevant.

By L933 lúolf had become one of the masters of

propagandistíc drama r and Professor Mamlock strows him

using practi-sed dramatic techniques to great effect. Ttre

play abounds in pathos - the tragedy of MamJ-ock himself,

the suffering of his wife and darrgtrter, the self-sacrifice

of Simon tkre clinic-assistant or the young worker Ernst
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and yet I{olf refrains from exaggerated sentimentaJ-ity.

The characters are believably human and not mere stereo-

types of innocent or guilty, aggressor or victim: Mam-

Iock is often annoyingly stubborn and autocratic while

the Nazi sympathiser Dr. Inge is strown to be wulnerabJ-e

and well--intentioned. A series of weJ-l--spaced incidents,

all of which fit naturally into the historical background

of the play, lead rapidly to a crisis. The political

extremism centred round the eJ-ection of May L932 first

confronts Mamlock within the walls of his ctínic in Act

One; Act T\n¡o shows the aftermath of the Reichsta.E fire,

which precipitates Mamlock I s bitter confrontation w"ith

Rolf and tk¡en Dr. Inge; Act Ttrree and the anti-Jewish

legislation brings the attack on Ruttr and then MamJ-ockfs

owï. humiliation; Act Four shows Mamlock final-ty driven

ínto a corner, his anger ftaring up briefly in a last

courageous resistance and then crumbJ-ing in the face of

his col-leaguesr betrayal . ReaI events and ttre reactions

of individual personalities combine to bring about the

final tragedy.

Idolf rs handling of dialogue reinforces ttre playrs

persuasive effect by continually setting up situations in

which a cLraracter is able to score significant points off

an antagonist, thereby acting as a mouthpiece for ldolf rs

own opinions. The worker who is carried into the clinj-c

after a political brawl, for example, strows how the class

struggle cuts across racial differences - as well as

introducing a welcome element of trumorrr.

Dr. Inge (zum Arbeiter) : Und Sie sind trundert-
prozentiger Arier?



Arbei t er:
Dr. Inge:
Arb ei t er:

Rolf, in his

another vital

Rolf:
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Irrlat für ein Ding?
Sind Sj-e reinrassiger Germane?
Ach so: vo+ d e r Seite? Ick bin ein
Prolet, Fraulein Doktor, det bin ick!

. und we'rrn mir so rnen- SA-Mann det
Messer durctr die Rippen stäßt, dann
fragt dieser Naziote ooch nich, ob ick
vom o]-len David oder wom o11en l,{illem
von HohenzoLLern abstamme. 27

central confrontation with Mamlock, makes

point:

Die Frage steht
um die l,{ahrheit
der Lüge? 28

hier sor Vater: Kampf
oder Kapitulation vor

Mamlock disagrees

but it ironically

the play. RoIf is

Dr. Inge:

RoIf:

with this interpretation at ttre time,

end ofbecomes his ovrrt position at the

also clearly the playwrightts spokes-

man with l.is retort to Dr. fnge in Act Two:

Das a]-les hat mit dem Verstand nichts
mehr zu ttun; hier, Herr Professor Mamlock,
scheidet Tuchtigkeit, Disziplin, Schuld
oder NichtschuJ-d aus; hier sprechen Bluts-
kräfte, und..BIut ist Schicksal !

Sie Trab"n wolli-g recht, Fräulein Doktor, wo
der Verstand aufhort, da fangt das trBlutrr
àî¡ und wo das Gehirn abhanden gekommen, da
beginnt das rrSctricksalrt ! 29

Again and again the dialogue becomes a verbal duel in

which points are scored with wit and intelligence agai-nst

the lies or clichês of the opponent; the effect is to

make t}.e play live1y and fast-moving as well as intelJ-ect-

ua1ly satisfying. I{oIf has in fact identified the core

of Nazi ideology, Iike other observers - notably Georg

lrrtács30 - as irrationalism. He accordingJ-y ridicules

the meaning1ess rhetoricaJ- bombast of characters tike

Dr. Hellpach and Dr. Inge, arrd slrows how they rapidly

retreat into illogicality wl.en chal-tenged at an intellect-

ua1 lewel.



Dr. Inge: I{as sind ein Dutzend
daten, wenrr ein Volk
an der Sonne ringt?

l-94

gef all errer Sol-
um seinen Platz

Dr. Hellpac}.: Es gibt noch MilJ-ionen deutscher Volks-
genossen, die unter Fremdherrschafl
schmachten; denn Deutschland ist uber-
all, wo die deutsche Zunge klingt r wo
deutsches BIut durch deutsche Adern
braust , Deutsctrland ist Elsaß, ist
Saargebiet, ist österreic}-. 3L

Iúhen confronted by facts or by searching questions, these

people merely repeat phrases, seeking refuge in emotion

or rinstinctr .

Dr. Hellpactr (erregt): Es gibt Dinge, uber die man
inteIIektueJ-I nickrt streiten kann; die
Idaffen sind zu verschieden. 32

Mamlock:

Dr. Inge:

Da ist doch
Beweis es .
Man f ütr1
spi-t zert! 33

nicht der Schatten eines

Finger-t das bis in die

Dr. Hell-pach: Ich trabe mit l}.nen nicht zu diskutieren,
Herr Mamlock! Diese Dinge werden nicht
inteJ-J-ektuell entschieden, sondern mit
dem Herze!L, und rrnser Volk h a t ent-
schiedenl 34

The atrocities committed against Jews are dismíssed as

rrGreuelnachrictrtenrr by HeIlpach, even when tre is actually

confronted by the dishevelled and shaken Mamlo.t .35 l{oJ-f

is portraying minds which have deliberately cut themselves

off from normal doubts and cortsiderations; the self-

assurance of bigotry sees no obstacles.

Mamlock himself reaches his greatest moment, and

functions most tellingly as I,úoIf rs spokesman, wlren

desperation forces him at last to defy his enemies and

take a stand. He begins by condemning the Nazi govern-

ment by its owrì. standards:

Mamlock: Sie fordert Sauberkeit, Gesinnung, Mut,
Kameradschaft . ausgezeichnet !



Aber, meine Herren, ist das Mut, wenn
wehrlose Leute, verdienstvoJ-le Leute
Übermackrt von ikrrer Arbeit rrnd i}.rem
w-egstäßt. Ist das Kamerad.schaf t , ist
Sauberkeit, w'enn Tausende Sctrmarotzer
Demrnzianten bereitstehen: uffi sich in
freien SteIIen zt) schmrrggeln. 36
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maft
mit
Brot

das
und
die

He continues with a sharp reninder that ?mmanityts common

SErlSC

Iong.

and demand

37

for justice cart never be suppressed for

Hirsch, Seide1,

absurd document

Carlsen and the rrurse

I,Vhen Mamlockrs colJ-eagu.es , at Dr. Hellpachrs

accusations against

that capituJ-ation on

vulnerab]-e to further

insistence, are aborrt to sign the

him, Maml-ock ends with the warning

one point wiII make them onJ-y more

pressure. Again, ldolf himself speaks through the lines:

Mamlock ( Sf üheng) : I¡rrie? Ihr zi-ttert, ihr wollt
nícht kampfen, ihr meint, mart kann mit
weichen Knien drrrch die Reihen der Gegner
schleickren, marr kann den Kampf vermeiden?
Ihr tauscht euckr! (Mit ganzer Kraft. )
l{enn j-}rr di es es ProtokolJ- unt ers ckrreibt ,
so unterschreibt ikrr euer eigenes Urteil!
Aus eurer Feigheit wird der Gegner sich
neue ldaffen schmieden. Denn kein óßeres
Verbrechen .qibt es al-s nicht mpfen woII €[r
wo man kä f en muß! ! Mensckrenskinder, ich

euch nicht kampflosbes chwore euch, werf t
weg! ! 38

I,folf may have had in mind at this point the decision

faced by the entire nation, w}.en early capitulation to

the demands of the ner^r government paved the way for ever

greater public J-ies and atrocities. The ReichstaE fire

set the pattern, as Golo Mann points out:

ldenn . AdeI und Burgertum die Untat hinnatrmen,
den Feuerzauber zt) glauben vorgaben, dann mußten
sie vorr rrun an schlrrcken, was iLrnen geboten wlrrde,
selbst noch viel tolJ-ere Dinge . Sie nahmen
hin. 39

fn the same rtray

sign Hellpachrs arrd grant him victory
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witkrout a struggle, putting themselves from that moment

onü'ard entirely in his hands.

Mamlockr s final w'ords contain Wolf rs injunction

to tl.e spectator; they appeal to direct action. MamJ-ock

abandons hope for himself but finds new faith in Rolfr s

determination to fight on in the Communj-st resistarrce

movement,

tions ar^e

and obviously serrses that Dr. Ingefs convic-

changing too.

Maml-ock:

Mam]-ockrs limitations must be transcended in Ro]-f and the

others who dare to actively fight against arL evil which

most passively accept; his message to Inge is aL the

same time Wolfrs communication to his audierrce.

Professor Mamlock was finished and ready to per-

form by the end of L933, but mari.y obstacles lay between

the play and its target audience. I{oIf had written it for

I,tlangentreimrs rtTruppe 3lrr, which had also gone into exile

in L933, but the group was forced to disband because of

lack of financial backing. Most of them went to tkrc

Soviet Union with l,úangenheim, alttrough a few individuals

remained in SwitzerLand and did appear in Professor Mam-

Iock when it 'w'as eventually produced ttrer..4t

Like alJ- exiled dramatists, hrolf found that his

major problem lay in securing the good wiJ.l of the goverrì.-

ment in his adopted countryr âs most official-s w'ere still

unwilling to antagonise the Hitter regime by allowing the

Sie mrlssen einen anderen gehen, einen r¡.euen
Iileg. (Dringtich, leise, aber mit gatazer^
Kraft.) Horen Sie, gehen Sie ihn, wagen Sie
ihlÌ: ( -prötzrich- ) und grüßen Sie ihn,
grüßen Sie meinen Jungen. hören Sie,,
grußen Sie RoIf, wenn Sie ihn sehen.
auf dem anderen W.g.r. auf dem a n d e r e rt
Iúeg. ( sintt zuruck) . 4o
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performance of overtJ.y anti-Nazi material. Authorities

ín Zirich, Basle, Strasbourg and Paris proved to be

uneasy about permitting plays of protest to be performed

- rrein Theaterstück sei rrzrr provokatorisch und l-eicht mit
Lo

einem TheaterskandaJ- verbunderlrrrr: âs I{oJ.f expJ-ained.

In fact, Professor Mamlock was first performed in ldarsaw

(in yi¿¿ish) in February L934, where it was a tremend.ous

slrccess: there were 3OO performances and a tour of
Lcsixty-eight towns. " The first German production opened

in Zirickt in November Lg34 under the title of rtDr. Mann-

h.it"44, arrd r^ras plagued by violent demons trations staged

by the Swiss fascists Itgegen ¿ie l,füfrf erei der Emigran-
lrÉ.tenrt.'/ After a legal battle over its right to be per-

fo"."d46, tl.e play continued an extremely successful

season. Its remarkable content aroused great exci-tement

at the timer âs one of the actors reported:

Da es das erste antifaschistische Stuck war^ 1 das
wir gaben, herrschte am Abend der Premiere eine
ungeheure Arrfregung hinter der gühne, rron der
alle - bis zum Garderobier und Letzten Bükrnen-
arbeiter - mitgerissen wurdeni aber die Auf-
regung im Zrrschauerraum war nickrt minder groß;
sie entlud sich in immer wiederkehrenden Szenen-
applausen, so daß wir SchauspieJ-er minutenlang
zuweilen zu TabLeaux viwants erstarren mußten,
bevor wir weiterspiel-en konnten. 4Z

Press reactions were as entLmsiastic as audience

respons e ;

sympattry

criti cs :

I,üo1f rs

seems to

intention to outrage

trave well succeeded,

and to capture

judging by the

Kaum einer i-st, der nictrt im Innersten aufge-
-üftf t beim Nachtrausegel-en von jener,.Stimme des
Gewissens und der Verantwortung erfuJ-lt gew'esen
*ä.., die aufz:uritteln und wadnzdnalten man alt-
zuleicl.t vergißt . Es ist eín Zeíchen für
die AJ-J-gemeinguJ-tigkeit dieses Zett stuckes., daß
es mit einer Begeisterung aufgenommen rrnd ver-
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dankt wurde, die ihresgleichen sucht
aus entfJ-ammten Herzen kam, spontan,
echt und ver}.eißend.

Der Eind.ruck war ü¡er*ättigend. Auch bei den
I{iederholungen bricht oft der BeifatJ- auf offener
Szene J-os. Man mag ihn mit der aufpeitschenden
Aktualität des Stückes und der vollendeten
Leistung des Ensembl-es erklären. Daß Männer
weinen, wertn dieser Prof essor Mannheim stirbt.,
das ist nicht btoß dem großarLj-gen Darsteller
Kurt Horwitz, das ist auch dem Díctrter Friedrickr
hrolf zuzwschreiben. 4B

The Nazi press w'as of course extremely hostile, recognis-

ing in ldolf rs play a powerful propaganda weapon being

used to great adwantage. Pollatsc}-ek points out how the

strength of repressive measures used against the play

proved its power to injure the Nazi regime:

Die Auffuhrung war ein Riesenerfolg - vor allem
ein Riesenerfolg des Antifaschismus. Das Stück
hat außerordentlich zur Errichtung und Stärkung
der antifaschistischen Front beigetragen. Die
Gefahr für sie erkannte die Hitl.rr"gierung so-
fort, sie versrrctrte auf diplomatischem Idege
gegen die Aufführung vorzugehen, rrnd da sich
das nickrt als moglich erwies, spannte sie ihre
Schweizer Agenten, die rtFrontlêrrr, ein. Im
Theater selbst Zwischenf all- e zu provo zi-erext,
konnten sie freiJ.ich nicht wagen (schwache An-
=ätr" daz:u wurden von den emporten Bürgern
sofort zum Scl-weigen gebracht), aber sie ver-
suchten, vor dem Theater KrawaIIe ztr entfesseln. 49

After street fighting i-nvolving hundreds of police, Nazi

sympathizer^s and sociaJ-ist and Communist supporters of

the play, tkre production was al-lowed to contimre and al-so

travel to other cities. As Po]-latschek remarks: rrVon

Zt-rich aus trat trProfessor Mamlockrr seinen Siegeszug

durch die l,rlelt .r".5O During the next few years the play

was performed in Tel Aviv, Toronto, Amsterdam, OsIo,

Tokyo, Madrid, Shanghai, Stockholm., New York, and tkrrough-

out the Sowiet Union. As a vehicle for hlo]-f rs antí-

Fascist message the play was enormously successful r and

rrnd di e
einmütig,
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must certainJ-y have gratified the arrttrorrs ambitions to

arouse world opinion.

Like other exile plays suctr as Brucknerrs Die

Rass en, Brechtts Furcht und Elend des dritten Reiches and

Tollerrs Pastor HaII Professor Mamlock managed to car.r^y

abroad the spirit of the hlej-mar Republicrs Zeittheat er

even wtren tkre genre had ceased to exist within the

borders of Germany. There the stage rapidly lost touctr

with reality,, but in the outside worJ-d realistic docrrment-

ar^y d.rama continued for a little longer in the BOO pro-

ductions of tkre Exj-1theat.r.5l There w-ere problems, trow-

ever; cut off as it was from the mainstream of German

theatre, the Tendenzstuck in exile became an oddity, arl

J.imited J-ife expect-exception,

ancy. As

a fringe activity with a

nünre explains:

Dieses deutsche Zettstuck stirbt im Ðxi]- bald
ab, weil es dem historischen Boden entzogen ist,
der Gesellsckraft, auf die es sich bezi-e}rt rrnd die
es zur Resonanz bra:ucirrt. Das gehärt zn den Vor-
aussetzungen des Zeítstückes: da es so radikal
auf rfKrrnstwerttt verzichtete, mußte es llm so mehr
auf dem Situations- und Gese]-]-schaftswert bestetren.
Im Exil haíte es die ihm g"räß" Gesell-schaft ver-
loren. 52

I{rhile it is not true to say that Professor Mamlock

lacks literary value exce]-lent characterisation and

skilful manipulation of dramatic tension give it a worth

other than its moral and political content - its corì.-

centration orr the problems of a very specific time and

situation certainly limited its spkrere of influence. Like

other tendentious works which krawe outliwed t}.e ewils

against which they preached, the play is rì.ow a fascinat-

ing recreation of perj-od ratkrer than propaganda:
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it survives as historical documentati-on and is rto longer

a call to action. As a fragment of history, however, it

provides a remarkable insight into the poJ-itical and

social upheavals of its time.
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SI]MMARY

These nine plays rarrge in time from 1918 to L933,

reflecting the wtrole span of the l,{eimar Republicrs

historicaJ- as wel1- as literary development, from revoJ-u-

tion to Fascism and from lyrical- Expressionism to

shrewdly calculated political- agitation. AII are to a

certain degree document-ary plays with a distinct message

to impart i eactr author was faced by the task of firstly

reflecting his ow.n society in drama and at the same time

persuading an audience to share his opiníon of that

society and Ìrow it might best be changed. T?re dramatist

as social critic has two major aims: to conwince and to

point the way for reform. He must document the world in

such a way that his concerns are made real to the

spectator and indicate Ìvays in which suctr corlcerrrs may be

turned into usefuJ- ckr,ange. It is interesting to compare

the methods used by different authors to achieve this.

One major problem confronting documentary drama in

the age of lileimar was obwiously the bewilderi-ng enlarge-

ment of the perceived worJ-d brought aborrt by modern

communication-technology: radio, telephone, film, rapid

transport and mass circrrlation newspapers brought con-

tinuous fJ-oods of information, both serious and trivial,

from Germany and the rest of the world. Capturing eveït

a part of this complexity in a play must hawe seemed very

difficult.

There was more to the recording of contemporary

reality, however, than the reflection of surface detail.
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I,üriters with a knowJ-edge of Marxist theory were aw'are of

the need to portray social processes as weII, the causes

and effects, the hidden historical and economic forces at

work beneath the surface. The wortd had grown far too

complex and probJ-ematic to loe easiJ-y portrayed within the

limits of the theatre, yet dramatists faced preciseJ.y

this task.

Some found a solution by limiting ttremselves to a

smaller,

made and

soci ety.

RevoI t e

finite world from which generalisations could be

chose to depict a microcosm of the greater

Horwátfrr s Ita]-ienisckre Nacht and Lampelrs

im Erzíetrun.qshaus are pJ-ays of this type: the

events in the smal-J- Bavarian towrr or in the boys I home

are reJ-atively simple but refJ-ect seriously on ttre state

of the world outside their narrowrange. In similar

fashion Reinhard Goering reflects the growing war-weari-

ness and rebelliousness of a whole nation througtr the

experiences of seven sailors ín a gun-turret in See-

schlacht (fgf6); CarL Sternheim recalJ-s the atmosphere

of pre-war Germany by showing tl-e situation in one horrse-

hold in L9:.-3 (fgfS); Marieluise FIeißer castigates

ignorance and bigotry with her example of one small town

in Fegefeuer in Ingolstadt (tgZ4). In such plays ttre

author has the advantage of working with convenientJ-y

limited material-. Relevant points can still be made,

even though tkre scope of the play may not be particularly

wide.

A different technique used to capture the essence

of a complex world was to reduce it to symbol or al-J-egory
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as tl.e Expressionists preferred to do. Georg Kaiserrs

Gas explores important social dewelopments j-n a non-

realistic setting in whicl- col-ours, shapes and symbolic

or abstract figures are used to present the action and an

event such as the explosion becomes an allegory of

industrialisationrs threat to ?rumanity. Hasenclever I s

Der Sohn (fgfl) is another allegory which demonstrates

the bitterness and tension between two generations,

between ttre oJ-d authoritariant Germany and the new liberal- .

democratic spirit, in the personal- conflict of fattrer and

son. Rubinerrs Die Gewaltlosen (f9fB) interprets manrs

struggle to reform the world as a release from prison and

then a dreamlike quest on board ship. Symbolism is a

useful technique for capturing ttre essence of a situation,

but its drawback for the social critic is vaguerress, lack

of specific relevance to the real world.

hlorking- clas s AeitProp tkreatre of the streets and

beer tralls relied on symbolism too, but not as a corr-

ventionalJ-y rpoeticr device; there it was the onJ-y way

to present simple ideas to an unsopktisticated audience

with the minimum of time and equipment. Figures suckr as

the greedy capitalist with his money bags or the fat

bourgeois in his top hat enacted simple plots to demon-

strate how society functioned according to Marxist theory.

LrIang enheimr s Die Mausefalle deweloped from this tradition;

symbolic figrrres like the two-faced Taba who represents

the exptoiting employer and FIeißig wl.o embodies the

average hapl-ess employee are used to act out several

significant parables illustrating the Iaws of economic
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determinism and ttre fate of tkre worker in a capitaJ-ist

society. There is rro attempt at naturalism; a complex

reality has been condensed into convenient symbols, which

are able to portray its basic political and economic

structure but nothing more.

Those authors who wished to do more than this and

tried to recreate the whole breadth of the real wor]-d orì.

stage faced a mammoth task. Among the tecLr.niqrres whickr

they discovered or adapted in order to make plays as wide-

ranging and informative as possible were several- which

became so we]-]--established as to create a rrew dramatic

style ctr.aracteristic of the t92Os and early I93Os.

The muJ-típle set was one fawourite device, because

it could be used to crowd a number of different charac-

ters and social classes onto the stage at tl-e same time,

providing a cross-section or an impression of totality.

Brucknerr s Die Verbrecher employed it to reveal the life

of a whole house and its fate in the law-courts, Tollerrs

Hoppla, wir l-eben! showed all the rooms of a large hotel-

and Piscatorrs productíon of Mehring I s Der Kaufmann von

Berlin employed three stage Ievels for the three main

social classes.

At the same time, individual scertes multiplied and

became shorter, pithier and more wide-ranging; their

frrnction was less to carry forward the action ttran to

iJ-l-uminate one more facet of society, one more corrupt or

chaotic element of a world which the author wanted to

change. Scenes were set in taverns and back lanes or in

private supper rooms and ministerial offices in order to
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cover as muckr ground as possible; the wanderings of the

main ctraracter were designed to reveal a great range of

fleeting impressions, a montage of reality. The Expres-

sionist device of Stationen thr ough which ttre trero passes

on his w'ay to spiritual aw'arerless became in the later

politicaJ- theatre a much more deJ-iberately planned succes-

sion of confrontations with real-ity tl.rough which the

herors naivetê is slowly replaced by new poJ-itical- aware-

rì.ess. A significant progression can be observed from

Kaiserrs Von morgens bis mitternachts (f9fZ) through

Tollerf s Hoppla, wir Ieben! (1927) to Brectrtrs Die hei-

Ii,ee Jokranna der Schlachthofe and Die Mutter (tg3z); the

main cllaracter in each of these plays progresses towards

a degree of enlightenment which is spiritual or psycho-

logical in the earlier plays and increasingly poJ-itical

in the later. Closely allied to the nature of this

enlightenment are the fates of the ctraracters; Kaiserts

bank clerk simply commits srricide, Karl Thomas and Joharrna

Dark struggle for a time before being overwhelmed, but

Pelagea I,ülassowa fights on towards a revolution wtrich wilt

surely come.

l{e11-documented real events largely replaced psycho-

Iogical motivation as the basis of the plot in many plays.

Brechtrs Trommeln in der Nacht (l-gl-9-ZZ) Graff and

Hintzers Die endlose Straße (tgZ6) , l{olf I s Professor Mam-

lock and Brucknerrs Die Rassen (tgll) as wetl as Tollerfs

Pastor HalI ( f 938) strow characters caught up in the great

events of their time: w-ar, revolutionr or the NationaJ-

Socialist rise to power. Here the historical- situation
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becomes both the background to the story and the major

problem confronting the people in it: indivj_dual- person-

alities still shape the plot in minor ways but outside

events dicLaLe the outcome, which is usual-J-y tragic.

I,r¡hile Marxist theory suggests that it is misleading

or irrelevant to portray indiwidual fates when the fate

of a whole class or a historical movement is in question,

Ìruman individuals w'ere of course still necessary in drama.

Many, however, were ckrosen more as representatives of

their cl-ass or time than as unique individuals.I Tollerrs

KarI Ttromas and Brechtf s Andreas Kragler embody the

heroic and rrntreroic revolutionary respectively; Mehringr s

Kaftan is meant to stand for mi]-lions of inf]-ation

racketeers just as hlolfrs MamJ-ock supposedJ-y embodies the

millions of wictims of Nazism. The multitude of plays

whickr examined the problems of the J-aw, unemployment,

abortion, or the disorientation of the younger generation

al-so showed representative ratkrer than unique characters:

a portrayal of indivj-dual sufferíng was fett to be of

interest mostly for the light it shed on ttre condition of

miIlions.

Pertraps the ultimate attempt to portray every

possible aspect of the contemporary world on stage was

rnade by Erwin Píscator. Not content with the devices

mentioned, wkrich were already to be found in the plays he

chose, he developed novel production techniques designed

to set his human characters against their historical back-

ground and wj-den the scope of the action until it encom-

passed nothing less than the wkrole of a historical period.
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Docrrmentary films of historical events as welr as his own

film footage of street scenes and factories were inter-

spersed with live action; on gauze walrs slides of news-

paper treadlines., news photograptrs or official statistics

w'ere projected; recorded street noises and other special

effects combined to create in the theatre a murti-media

portrayal of the world outside. Piscatorrs characters

moved and spoke against a background of faithfulJ-y

documented reality, never indiwidual personal-ities so

much as children of their time: products or victims of a

particul-ar historical period.

These w'ere the mettrods used by autkrors and direct-

ors to mirror their society on stage. The second task of

the social- critic, to point out how the faults in society

might be reformed and to encourage an audience to share

this desire, was carried out in variorrs ü-ays, and these

w'ere much more open to debate and disagreement.

Georg Lukács has claimed that the essential

purpose of the response evoked by any work of art is to

personally involve the spectator in the portrayal of the

real world set before inl:m.2 To shape such a response to-

wards active social or political invoJ-vement, howeverr âs

Tendenzdrama aimed to do, w'as a difficult matter. Here

intentions varied enormously accordi_ng to the personal

world-view of each writer.

The political aJ-legiance of sociaJ-ly critical

dramatists in the ld'eimar Republic was very obviously to

the Left. Surprisingly, however, no significant prole-

tarian playwright emerged, a fact of which Piscator more
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than once complaine¿.3 Organisatj-ons for the encorrrage-

ment of proletarian culture were set up in the Republic

but produced no dramatist of note from among the working

classes, whose cause was espoused, as so often before4,

by middle-cIass intelJ-ectuals of varying poJ-itical

skrades. The nine playwrights examined krere came wittrout

exception from comfortable bourgeois backgrounds, and in

this w-ere typical of the writers of their day. Many

experienced a rcorrversionr to Marxism and a few like I{oIf

and Idangenheim dedi-cated much of their working lives to

helping and speaking orrt for the proletariat, but atl

found their political direction by a process of inteJ--

lectual conviction ratkrer than working-cIass experience.

The extreme Left was represented by Friedrich I,{oIf ,

Gustav von l,{-angenheim and Erwin Piscator, wtro were KPD

members; Ernst Toller also regarded himself as a revoJ-u-

tionary Marxist. Brecht decJ-ared himseJ-f a Communist

after L926 but cherished a certain individualism which

made Ïrim stop short of party membership. Many others

took a moderately left-wing politicat stance. Dramatists

such as Georg Kaiser, Ferdinand. Bruckner, Carl Credä, Ehm

l{elk, Hans Josó Rehfisckr or Peter Martin Lampel expressed

convictions in their plays which were based on humanitar-

ian rattrer than party-politicat ideas. I^Ihile vaguely

socialist in intent, their work called more for humane

tolerance and understanding than for political change.

ö¿ätr von Horvátfr and CarI Zuckmayer made a point of remain-

ing po1-itical-Iy unaligned and expressed sympathy for

humanity in general rather than for any formulated
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ideology; Iike the others, they gave a much clearer

indication of what they were a.qainst rattrer than what

they were for. So too did the young Brecht ( at the time

of writing Trommeln in der Nacht) and Mel-ring: while

revealing some sympathy for the poor and d.owntrodden,

their chief interest was in satirizj-ng greed or foorish-

ness or malice, and ttreir failure to present an al-ter-

native made their message a rather negative on-e. Toller,

I,üangenheim and l{otf , however - Iike Brecht in his l_ater

plays - seem always to have worked with orì.e eye on the

KPD for approval; they w'ere corrsciorrsly foJ-lowing an

existing programme for social reform which skraped their

approach to drama. There was still room for individual

difference - Torrerf s Marxism was rather romanticarry

expressed while Brecht always remained wary and cynical

- but the programme itseJ.f was not in dispute.

Tntentions to i-nfruence aud.ience opinion naturally

varied accordi-ng to the playwrightts poritical positi-on.

Georg Kaiser was undorrbtedry giving a grim warning in hj-s

play Gas, but his basic concerrr was with exploring his

owrl ideas rather than instructing an audiencer âs his

later writing" r.r..1.5 LampeI , h/angenheim and. I,{olf

quite specifically tried to persuade their audiences to

definite action or reform; Torrer, Bruckner, Mehring and

Horváth railed against a multitude of evils and abuses

but offered no very convincing solutions. Yet att of

them, even the Expressionist Kaiser, were perforce inter-

ested in the problem of how best to get ttreir message

across to an audi errce -
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Brechtrs development of the ground rules of I epicr

ttreatre was by far the most intetrectual and corrsciousry

planned campaign to strape audierì.ce response and ctrannel

it in the desired direction. In tkre Anmerkungen zur Oper

Aufst i e E und FaII der Stadt Maha.qonny publisl.ed in 193L,

Brecht stated the differences, the ttGewichtsverschie-

bungenrr, which set his repicr theatre apart from the

traditional rdramaticr form, reveal-ing at the same time

the methods tre regarded as ideal for reaching and convinc-

ing the spectat or.6 Brechtrs epic theatre rrmacht itrn zwm

Betrachter aber weckt seine Aktivitättt, rterzwingt von ihm

Entscheidungenrr and rrvermitteJ-t ihm Kenntnisserr; rres

wird mit Argumenten gearbeitêttt, rather than with emotion

or suggestion. This is a remarkably cerebral approactr:

enlightenment is to come from reason and 1ogic, from the

onl ookerts own tkrought processes and not from tkre more

usual but, in Brecht I s view, suspect act of emotional

identification with the characters and the story presented

on stage.

In this espousal of alj-enation Brectrt stood almost

al-one among contemporary playwrights: only ldangenheim

approached him in the technique of logical demonstration.

Die Mausefalle , written in the same year in which Brecht

published his Anmerkun.qen partly fulfils the requirements

of Brechtrs epic theatre, but does not hesitate to use

identification and involvement as major w'eapons in the

attempt to win over an audierrce. The otl.er critical play-

wrights of the period, however, relied on the more

familiar techniques of traditional- drama. A number of
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popular methods are discernible in their works.

The central character of eackr play usual-ly acts as

the focus for the authorrs attempts to impart a message

of some kind. He is no longer atherorin the traditionat

sense. Outside circumstances rather than personal- qual-

ities influence each turn of events, and processes, not

people, provide the subject matter of the play. Neverthe-

less r âh individual- spokesman is stj-Il important for a

number of reasofis.

Firstl-y, the central- character is the obvious

target for the audj-errcers sympathy and involvement:

pathos is a powerfrrl mover of opinion. The emotional

appeal which a frustrated idealist, a returned soJ-dier, a

rejected Iover, a released prisorterr âfl rrnmarried mother

or a persecuted Jew can make to the spectator provides

the playwri-ghtrs best chance of winning support for his

ideas. Brechtrs ideal of epic detachment and rrninvol-ve-

ment was rro more than embryonic in Trommeln in der Nacht

and was certainly not shared by the other dramatists.

I,{hiIe scorning sentimentality for its owrl sake, even

dedicated propagandists like hloJ-f quite natural-ly used

emotion as well as intellect to further their cause.

Secondly, the main character often provides an

ideal mouthpiece for the playwright I s opinion. Direct

auttrorial comment w'as, before epic theatre, more readily

possible in prose and verse than in drama. Drama depends

on the w'ords of created characters, and it is through

them that the playwright must speak, while still allowing

t?rem a ]-ife of their ow.n. All of tkre centra]- characters
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of critical plays have moments wtren they obviously speak

for the author: Brechtrs contempt for needless heroism

is voiced by Kragler, Kaiserrs horror of industrial

drudgery by the Milliardärsohn , Horwáthrs critj-cism of

the Republicans by Martin, and so on. It is a clear and

simple device for making the message pl-ain, brrt too easily

trrrns into preaching if overindulgedr âs it certainly is

by Bruckner in Die Verbrecher , and to some extent by Wolf

in Professor Mamlock.

A subtler and far more convincing device is to

create a situation where criticism is implicit rather

than explicit, where faults are made pJ-ain without the

need for separate authorial comment. Brecht needs no

mouthpiece to condemn the greed and intolerarrce of the

bourgeoisie: the BaJ-ickes provide their own índictment,

both in the sentiments they express and in the r4ray they

react to various situ.ations. Mehringrs parade of BerJ-in

grotesques speaks for itseJ.f: an extra voice within the

play pointing out the folJ-y of militarism or the ugliness

of sly profiteering would only be srrperfluous and unwel-

come. Authors suctr as Bruckner also hawe the abiJ-ity to

let situations speak for themselves. Brucknerrs cJ-osely

intercut courtroom scenes reveal the cruelty and in-

adequacy of the J-aw quite well on their owrì-. But tre can-

not resist using first the young judge and ttren Kummerer

to voice tris condemnation more distinctJ-y. Audierlces

tend to prefer subtlety to obvious preaching, as Monty

Jacobrs irritated reaction to the ratkrer heavyhanded

methods employ ed in Die Verbrecher revea]-ed: if an
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is made too obvious, its

Only Di e Maus ef aII e w'as ab]- e

to make a virtue of undisguised propaganda by making

honesty part of its appeal to the audierrce, but suctr

frarrkness w'as rare.

A furttrer function of the main character in many

of these plays is that of the outsider who comes with

fresh insights to an already existing situation, often

acting as a catalyst upon ít.7 Lampel I s Hospitant is the

best example; as an orrtsider kre i-s not part of the pre-

vailing vicious círcIe of Iaziness and sel-f-interest

which dominates tl.e administration of tl-e boysI home, arrd

thus has a better chance of changing ttrings; his increas-

ing insights into the problems there are also the vehicJ-e

by which the audience is informed of those problems.

Other outsiders who bring art uncomfortably new and direct

vision to prevaiJ-ing evíIs are Karl Tkromas (Hoppla, wir

]-eben! ) and Andreas Kragler (Trommeln in der Nacht). Out-

siders wtro have the function of íll-uminating some aspect

of society without ri.ecessarily passing judgement on it

include Kaftan, whose newness to Berlin provides Mehring

with the opportunity to bombard him, and thus the audience

as well, with a wariety of bearrtifully observed and

savagely critical- rfirst impressionsr , and the newcomer

to the factory in Gas, whose naive questions enabJ-e the

secretary and also the playwright to expound the basic

principles of worker-ownership in operation there.

It is interesting to note that the main characters

of these plays also tend to be one of three types: they
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may be defined as helpless idealist, victimr or Iearning

vi ctim.

To the first category belong ttre impassioned but

ineffectual. heroes of Expressionism; they confront an

imperfect and unsympathetic worJ-d wíth their ecstatic

idealism and are, not surprisingly, worrnded in tkre en-

count er. Kais er I s Milliardarsokrn is the obvious example,

and ToIIerrs KarI Thomas and Lampelfs Hospitant ar^e

similar types: âs are the main ctraracters of Kaiserfs Von

morgens bis mitterrì.achts (r9rz), Härre l,{eg Erde (r9Tg)

and Nebeneinander (l-gZZ),, Kornfeldrs Die Verführun.e (fgf 3)

and Sorg ers Der Bettter ( f9f 7). Much use is made of the

contrast between their idealism and the imperfections of

the reactionary worJ-d with which they come into confJ-ict,

but their lone protests are ultimatety without effect

pathos remaj-ns their onJ-y appeat.

Much the same applies to the second category - the

Ìrero as victim, and specifically as victim of his age.

Mehringrs Kaf tan is on-e; he is entirel_y a product of the

infJ-ationary period and his abysmal downfall coincides

with its end. The central characters of Goeringts See-

schlacht (fgf6) and

(l-926) , of Horváth's

Graff and Hintzet s Die endlose Straße

Sladek der schwarze Reictrswehrmann

(fgZB) and GIaube Liebe Hoffrrun.q (tg3Ð , of Mühsamrs

Sacco und Vanzet,Li (t926), TolIerrs Hinkemann (:-gzz) and

Pastor Hatl ( f 938) as wel-I as Bnrcknerrs Krankheit der

Ju.qend (l-926) 
, Di e Verbrecher (l-gz9) or Die Rassen (r 933)

suffer primarity because of the age they live in. I,{arr

poverty, injustice or intolerance defeat them raíher than
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any personal flaw: they are caught up in vast processes

beyond individual control. As was the case with the

suffering ideal-ists, their most important function is to

illuminate the evils in the world around them; they are

unabJ-e to change that world or trelp themselves in any

way.

The final and most positiwe category is that of

the learning victim, the character who is first seen to

be downtrodden and abused but wl-o then learns to take a

stand and defend himself. Brecht I s Kragler is the first

of these; his development does stop strort with the

simple and tenacious desire to stay al-ive and enjoy J-ífe,

but he has ceased to be the passive victim of circrrmstance.

I¡trangen}-eimrs Fteißig is also seen to ]-earn, after much

instmction, trow tre might break free from his exploited

state, and ldolfts Mamlock progresses courageousJ-y from

humiliation and helplessness to a spirited, if beJ-ated,

resistance. He dies, but has begun to see the solution.

The various plays aborrt revolution - I,fo1f rs Die Matroserì.

von Cattaro (f 93o) and Tai Yang erwacht (rg3r) TolIerr s

Mas chinens trrmer (tgzt) ,, Paquetts Fahnen (:-924) and

Sturmflut (t926), PJ-ievierrs Des Kaisers Ku]-is (t93O) and

Idelkrs Gewitt". üf er Gotttand (tgZZ) - all portray

ctraracters who have ]-earned to take their fate in their

own hands, although with varying degrees of conwiction

and success. Brechtrs later plays provide some remark-

able J-earning treroes: Die Mutter (L932) i" the best

example of tkre gradual transformation of an ignorant

victim into a confident and purposefuJ- fighter. Sig-



2r6

nificantJ.y, the idealists and victims tend to come early

in the history of l,{eimar drama and the tough real-ists

lateri a gradual- progress is discernible from the

Expressionist visionaries to tLre Marxist activists, from

plays which merely detailed the prevailing misery to tLrose

which began to suggest positive soJ-utions. A similar

change took place in the intent and purpose of drama,

progressing from the chi-efly literary concerns of the

Expressionists, ttrrough a gradual- increase in interest in

portrayi-ng the social context and its various concrete

problems, to the more outspoken propaganda plays at the

end of the era.

One otkrer persuasive device to be found in most

critical drama of the l,{eimar period is the use of contrast

- the art of revealing what Piscator cal-J-ed ttdie geseJ-l-

schafttiche Diskrepanr"B, the basic inequality or injust-

ice which 1-ies at ttre root of most abuses and prowokes

people to attempt reform. The key to influencing ayr

audience I s attitudes and making the spectator sympathetic

to a playwright I s message lies in making this contrast or

discrepancy obvious. In TrommeJ-n in der Nacht it is the

difference between rich and poor, profiteer and soldier,

bourgeoisie and proletariat, arrd Brecht makes it more

marked by characteri5ing the middte-cIass ctraracters as

greedy and oafish and the poor as disreputable but

sympatheti c . Hoppla , wir I eb en ! kras a mul_titude of con-

trasts to display: there is the discrepancy between

former revolutionary zeaL and modern disillusionment,

between struggting honesty (Thomas) and corrl.pt oppor-
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tunism (ItiIman), and aJ-so between vacil-Iating idealism

(Thomas) and practicaJ- dedication (Eva Berg, Mutter MeI-

ler and the others). Tolter trighlights these and otkrer

telling contrasts by moving Thomas through many scenes of
rhighr and rJ-owr life and confronting him with different

characters and situatíons. The discrepancy in Brucknerrs

Die Verbrectrer lies between the whole of the first act,

which is fuII of J-ively and natural but J-egally I criminalr

actions, and the second, in which the grotesque formality

and rigidity of the J-aw dominate. Mehring I s Der Karrfmann

von Berlin abounds in contrasts , not only between rich

and poor but between perverted delusion (plots for a

military coup) and sober real-ity, and. between the ftat-

tery of the social-ites who clrrster round the despised Jew

whiJ-e kre has money and their callous desertion wtren he

has rrone. Treatment of such contrasts differs from pJ-ay

to play. For an author like Mehring it is enough to krave

pointed them out, but others, srrch as l,úangentreim or l,{olf ,

go ort from there to outJ-ine a plan of action which wíIl

level such discrepancies and provide a corrstructive out-

J-et for the indignation they arollse.

It is only too apparent, of course, that the

numerorls dramatists who felt moved to portray and

criticise ldeimar society achieved no obvious success in

the serì.se of exerting a beneficial inf1uence on political

l-ife or sawing Germany from its reactionary tendencies.

They certaínly managed to br,oadcast ttre idea that a great

deal was wrong with the l,{eimar Republic, but the people

chose to end its corruption and weakness by turning to
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the poJ-itical Right. T}-e majority of playwrights

sympatkrised with the Left; in numbers as weII as in

tal-ent and enterprise they far outstripped the arrthors

of nationalist playsg, but what the reaction may have

Iacked in literary prorress it made up in simple violence,

through assassinations or street fighting. It was just

as Tuctrolsky rather wryly remarked: ItDeutschland ist

eine anatomische Merkwürdigkeit. Es schreibt mit der

Linken und tut mit der Recht.rr',.1o l,rlhether in spite of

their warnings, or because their bitter attacks orr the

manifold imperfections of the RepubJ-ic had only helped

to undermine arr institution in which too few people krad

ever beJ-iewed, the critical- dramatists of that time w'ere

fated to see most of ttreir exhortations come apparently

to nothing. Their persuasion seems to krave faiJ-ed; the

effort made to portray the conternporary world, Ïrowever,

preserved fourteerr years of German social history in a

quite remarkable series of dramatic documents. As nünfe

Ìras obs erved:

Nie hat sich das deutsckre Drama mehr zrrr röffent-
lichen Angelegenheit I gemacht als in dieserr
Jahren. 11

Se1ten trat sich
mittelbar abgebiJ-det
Republik. L2

eine GeseÌlschaft so un-
im Drama wie das der

This detailed and uncomfortabJ-y truthful portrait of an

era has certainly proved to loe one of the most valuabJ-e

achievements of the German drama of I91B-L933.
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CONCLUSION

The socialry critical drama which emerged in Germany

during the years of the ldeimar Repubric proved to have an

importance transcending that of the contemporary issues

in which it w'as inwolved. l,{hire zeíttheater w-as some-

times regarded as a rrecessariry ephemerar expressíon of
the spirit of the r92os, in a wider riterary context it

appears as a significant part of those developments in
modern drama which have encouraged a critical anarysis of
society as werr as a more chalrenging interaction with
the audience.

One ctraracteristic of 20t}: Century drama

the Zeitstuck made arr important contribution

ness of those processes at work within the social stmct-

ure whictr provide the underrying motiwation of human

events. The idea of man as a sociarry determined being

is not new; it first gained momentrrm after the decrine

of Romanti-cism and the emergence of bür.eer1icher ReaIis-

mus and reached a peak in the works of the Naturalists.

fn the years of ttre ld'eimar Republic, however, tkre concept

of manf s sociar condj-tioning was stj-rl abte to fascínate

a generatiorr of playwrights who expressed it in more

sophisticated and adventurorrs terms tkran before, apptying
to drama a poriticat world-wiew which assisted in their

analysis of human society.

Histori-ca]. materialists such as Lukåcs see the
purpose of art as an r evocationr of the real world which

confronts man with an aw-areness of his own prace in the

history of kmman deveropment.r viewed from this stand-

to which

i-s an aw'are-
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point, ttre Zeitstuck of the I92Os appears as a remark-

able attempt to express the newly perceiwed social

realities of its age. In many plays of the period,

historicaJ- processes replace individual personalities as

the authorfs chief concerrr; it is no longer God, or

Fater or even ttre human will of J-eaders such as l,{'alJ-en-

stein or Napoleon which determines the outcome of events,

but a complex interaction of economic, political and

cultural factors beyond the control of any one man. If

tkrese factors can only be understood, humanity becomes

the agent, and not simply the victim, of historical-
-2cfrarrge.

One resrrlt of such understanding is

traditional concepts of

the emancipa-

Schicksal anddrama

arrd the

from

virtual- disappearance of the cl-assical-

Once man is seerr as the product of social forces,

the individual counts for little; only the masses have

real pow'er. The characters of Zeittheater are conse-

quently portrayed not as absolute in themselves but as

representatiwe and dependent members of a wider society.

Plays such as Brechtrs Mann ist Mann and I,{angenheim I s

Die Mausefa]-le actually show the rj-tual destruction of

individual personality; Kaiserrs Gas presents an indi-

vidual rherof frustrated by both the will of tkre masses

and the economic necessities of an industrial society.

In the later plays of the ldeimar period, representatives

rattrer than j-ndividuals become the ideal: tl-e exemplary

characters of Brecl.tfs Lehrstucke replace the egotistical

Baal and Kragler, the central- figure of Tollerrs Die
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I,üandlun.q is superseded by tl.e crowds of hj-s Masse Mensch

and the c}.aracters of plays by Lampel,

supposedly represent the sufferings of

rather than indiwidual misforturre.

Piscator was certainly aware of

ideology, arrd described it tkrus in Das

Bruckner and h/'olf

a whole class

the new dramatic

politische Thea-

terz

Nicht metrr das Tndiwidrmm mit seinem priwaten,
personJ-ichen Schicksal- , sorrdern die Zeit und das
Schicksal der Massen sind die heroischen Fak-
toren der n-euerr Dramatik.

Verliert dadurckr der eínzel-ne die Attribute
seiner Persänlichkeit? Haßt, liebt, Ieidet er
weni-ger aIs der HeId der rrorigen Generation?
Gewiß nicht, aber aIle Empfindungskomplexe sind
unter einen anderen Gesichtswinke1 geruckt
worden. Nicht metrr er allein, losgeJ-ost , eine
l{elt fär sich, erlebt sein Schicksal. Er ist
urrtrennbar verbunden mit den großen politisctren
und okonomischen Faktoren seiner Zeit. .

Der Mensch auf der Bühne hat für uns die Be-
deutung einer SpseJ-l-schaftlichen Funktion.
Nicht sein Verhaltnis zu sich, nicht sein Ver-
haltnis zu Gott, sondern sein Verhaltnis zur
Gesellschaft steht j-m MitteJ-punkt. Idenn er auf-
tritt, dann tritt mit ihm zugleich seine Klasse
oder seíne Schicht auf. 3

This, at least, w'as the theory - but one important

factor hj-ndered its complete application. Pathos, always

a poprrlar device for invoJ-ving and persuading the on-

l-ooker, continued to devoJ-ve on individual characters.

WoIf's MamJ-ock is not just any Jew - the details of kris

fami]-y life, professional skill and ïrar service add to

the emotional impact of his fate and also define him as

a particular individual. Rehfi sch/Herzog I s Dreyfus arì.d

Mühsamts Sacco and Vanzetti- suffer injustice as weJ-J--

documented individuaf cases in spite of their symbolic

qualities; Mehringrs Kaftan is as much a memorable and

pathetic individual- as an embodiment of the opportunistíc
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inflationary period. The dramatistrs awareness of the

efficacy of such individuar characterisation does tend

to counteract the broader ideol.ogical movement towards

generalisation. There are contradictions apparent even

between Breckrtrs carefuJ- l-y reasoned theory and its

practice; while his ideal of epic theatre rejects emo-

tionar identification in favour of interlectuar argument,

his plays gain much persuasive power from just this

eJ-ement. The pathos of the deaths of Mother Couragers

children, for example, probably does more to strengthen

the onlookerrs distaste for war than an-y more cerebral

proof of its absurdity or w-astefulness. IdÏìite it is

true that whole gen-erations srrffer the consequences of

w'ar or economic upheaval, dramatists find that suffering

is most effectively portrayed by sympathetic individuars.

History is made on a large scale, but human audiences

require human models to make its implicatíons clear.

Manrs destiny was already shown to be socially

determined in the drama of the f89Os. The Naturalist

playwrigïrts, however, portrayed arr essentiaJ-J-y static

world, one in which passive victims suffered the con-

sequen-ces of poverty or injustice without any hope of

improvement. A central characteristic of 2Oth Century

social. drama is its feeting of movement and change ¡ àî

awareness of the possibiJ-ities of revolt or reform, and

this is particularly evident in the I,{eimar Zeitstuck.

The drama of the 1!2Os shows a progression not only from

individual- to typical characters but from passiwity to

actiwity as the pl.aywrig}-ts and cori.sequently their
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created characters turn from visionary idealism to

poJ-itical involvem"t.t.4 ThJ-s progression from man the

pítiable victim to man the aware and determined fighter

is also a part of the wider and gradual dewelopment of

modern from classical drama. A change in the human

self-image quite obviousJ-y necessitates a new Dramatik.

The influence of Marxist theory is apparent both

in the concepts of economic determinism and class

struggle which Ïrave shaped the 2Oth Century world-wiew

and in the realj-sation that there is potential for change

through reform or revolrrtion. In the lúeimar Republic,

however, Marxist infl-uence brought about a general shap-

ing of ídeas rather than widespread doctrinal orthodoxy.

Many authors of Tendenzdr^ama assimilated the determinist

concept of society and the expectation of revolutionary

change but adapted them into an entirely personal view,

making the movement as a wtrole eligible for the general-

isation rJ-eft-wingr and yet independent of any one

political ideology. I,{hat Tendenzdrama retained was the

essential idea of the downtrodden struggling for justice

in a social structrrre which could be transformed if it

w'ere first understood.

The reality which the dramatist found himself

challenged to portray was huge and complex.5 Such vast

themes as the effect of gas or oit on world economy, the

artificia]- fluctuations of the stock market or the

politicaJ- factors inflrrencing peace or war seemed impos-

sibl-e to portray on stager and yet these were the real-

ities affecting human destiny and thus the proper subj ect
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of drama. Authors and directors were obtiged to dewelop

new devices which made the inclusion of srrch a wealth of
background materiar possibre. some w'ere deriwed. from

earrier movements: Naturarism prowided some rrseful tech-

niques for the forceful presentation of sociar evirs6,

and from Expressionism came the freed.om to experiment

wj-th new f orms. Existing traditions of revue and cabaret

also proved suitabre to carry ttre new burden of consist-

ent and serious social criticism. The real innovators,

howewer' w'ere Piscator and Brecht. Their endeavours to

express modern realities orr stage 1ed them to expJ-ore

the possibilities of stage technorogy and to formurate

the structure of a rlew' epic theatre. The mainstream of
ldeimar Zeittheater had broken new ground onJ-y in subject

matter and purpo="7; these two men, in trying to dewelop

a form which worrrd correspond to the new content, evorved

tectrniqrres of direction and stage presentation which have

since become essential features of poriticar or document-

ary theatre.

Implicit in all of ttrese developments w-as a

for the closer interaction of the audience with the

events oït stage. The ttKommunikationsstruktur,,S of
which arose gradually in the 19th Century, has come

its owrl. in an age of confrontation and involvement.

zOL}:- Century dramatj-sts and directors hawe felt an

gation as never before to reach out from ttre stage

the spectator in order to invoJ-we him more directly

desire

drama,

into

obli -

towards

in

the action, insist

the problems under

on his inte1-lectual participation in

examination or even drive him to some
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further action in the world outside the theatre. The

illusj-onistic Abkapselun.q of the traditional =t.g.9 has

been progressively broken down. This began notably in

German theatre with Max Reinkrardtts Großes SchauspieJ--

haus - butr âs Piscator has noted:

Er spürte wotrl arrclr, daß man zu d,en Massen
kommen tü"=" - aber er kam zu. il-nen vom
anderen Ufer mit fremder l,{are. .
Erreicht wurde níchts aIs eine Inflation der
Form. Das Mitspielen der Masse aus dem Zu-
scharrerraum war nicht in der programmatischen
Hal-tung begründet und fand infolgedessen kein
Echo, das uber den ttg,rten RegieeinfalJ-rt hinaus-
ging. 1O

Piscatorrs own theatre, however, u'as designed to reackr

the masses not simply wj-th theatrical display but with a

direct political- message; he communicated with ttrem

directly because he wanted to win them over. Piscatorrs

technical innovations and the effort made to create in-

volving and persuasive poJ-itical ttreatre did much to

establish audierrce-directed tendencies in modern drama.

The traditionally enclosed and iJ-J-usionistic stage was

thus doubly assailed by new technoJ-ogical developments

and an ideology which rejected its al-oofness as outmoded

and inapproprj_aLe. A theatrical- convention whictr had

survived. for Ìrundreds of y".r=II gave way to allow plays

to project directly out into the auditorirrm, or even to

combine stage area and auditorium. The new dramatic

model treated stage action and audience response as

equal and necessary parts of a wtrol ".L2
Developments in I'tleimar theatre also helped to

give rise to the modern assrrmption that a directorrs

contribrrtion is at least as important to a play as that
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of the auttror. This emancipation of the directorial

role from t}rat of mere organiser and presenter began in

the days of Max Reinhardt, but became fully apparent in

the career of Leopold Jeßner. His production of Schil-

lerrs l,úilhelm Tell in I t2O was a startJ-ing break with

academic reverence for the c]-assics and transformed the

play into a top1cal- political stat"r"rrt.l3 Piscator of

course went muctr further, usurping even th.e authorrs

role as he changed slight, apolitical- works into vividly

tendentious productions, ari.d abandoned or rewrote large

portions of the text to suit Ïris owrL purposes. There

were many playwrights and theatregoers who objected to

this high-handedness, but such artistic freedom set a

precedent for the radically personal or poJ-itical ínter-

pretation of dramatic texts which is rtow accepted as a

director I s right.

It is the political- slant in particular which

marks one of the major contributions of l,üeimar Zeit-

theater to modern drama. Events in Germany in the Ip2Os

gave rise to an answering trend in its dramatic litera-

ture which has Ïrad arr influence much greater tkran any

contemporary propaganda effect.

A modern return to epic theatre (. form as old as

the medieval mystery play) was perhaps inevitabJ-e: as

Szondi I s theory of the dialectic of form and content
I4makes clear- -, the tendency of ttzwischenmenschJ-iche

Aktuatitättt, i. e. interpersonal relationshi-ps and

communication, to be gradual-ly replaced by rrAußermensckr.-

J-ichestr, i.e. political- or economic factors, led to a
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serious corrtradiction. ItSub j ekttt and ttOb j ekttr ( tne self

and the worrd) were now' separate and opposed in content,

but not yet in form. OnIy epic drama could end the

contradiction by estabrishing this separation in form as

we]I.

If epic drama was inevitable, however, its strong

political coloration was not. The marked. left-wing

tendency which now seems arì. essentiar part of ttre genre

arose largely as the result of its most infJ.uential

architectrs association w-ith the drama of the trú'eimar

Republic. Breckrt I s meeting wj_th Piscator first intro-

duced him to the possibitities of drama as a;rr expression

of political convictionl5, and hi-s espousal of Marxism

resulted from the reading tre undertook with the inten-

tion of writing a Zeít,stück of his own about internationa.I

economy (l{eizen). Marxism provided Brechtrs work with arr

ideologi cal

His natura]-

framework which had been prewiorrsly Iacking.

inc]-ination to satire combined with the new.

politi cal

theatre.

impetus to create a strongly tendentious epic

Brechtrs mature style certainJ-y arose from his
interaction with l,üeimar Zeittheater: in his youth he was

orre of a number of playwrights who regarded a critical

confrontation with contemporary society as their major

task, and ttre drama which he evolved in later years

retained this same essential motivation.

The Ieft-wing drama of the Ideimar Republic

appeared to die orrt when the Nazi regime came to power

in L933 and substituted a theatrical- style designed to

reflect its olrn peculiar ideologies, but its influence
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w-as preserved in a number of ways. There was the

personal continuity provj-ded by surviwors like Brecht

and Piscator, who eventual-ly returned to Berlin after

years of exile. There they were able to exercise their

former professions in a style whickr had developed and

matrrred, and with a critical shrewdness far from stuJ-ti--

fied after the experierrces of the intervening years.

Brecl.t in particular began to exert suckr an ínfluence in

Germany and abroad after the publication of his major

plays and through his continued work with the Berliner

Ensemble that post-war drama was with some justífication

Iabelled simply ItDrama nach Breclrt".16 Piscatorrs work

aL the Freie Volksbüntt" in Berlin in tt.e early I96Os was

instrumentaJ- in establj-shing the new Documentary Theatre,

and unJ-eashed some theatrical scandals comparable to

those of the 192Os with his productions of RoIf Hoch-

huthr s Der Stellvertreter (t963) , Heinar Kipphardtfs rn

der Sache J. Robert Oppenheimer (f g64) and Peter l,{eissf

Die Ermittlun.q ( rg6¡ ) .

The trNullpunkt-Situation,,17 of German l-iterature

in L945 began to change only very slowly in t}-e years

immediateJ-y following. The tradition of the Zürich

Schauspielhaus for a time provided the only German

language theatre, with productions of new plays by Zuck-

mayer (Des Teufels Genera]- L946) ,, Fr:-tz Hochwärder ( Das

hei]-i.qe Experiment Der offentJ-iche Anklager , r94B) and

Brecht. German rrBewaltigung der Vergangenheitrr began

only tentatively wj-th Borchertf s radio play Draußen vor

der Tur (l-g+Z). In the next decade it was the two Swiss
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dramatists Max Frisch and Friedrich Durrenmatt who

emerged with comments on ttre recent past, albeit in afJ-e-

gorical form, surch as Biedermann und die Brandstifter
( f 958 ) , Andorra ( rg6r ) and Dj-e Physiker (rg6r). A turn-
ing point came in the I96Os with t}-e appearance of

factual and specifícally critical documentaries by Hoch-

huth, Kipphardt, I,üeiss, I,{olfgang Graetz (oie Verschwörer

f965) and RoIf Schneid.er (Prozeß ín Nürnber , a967).

Their stated intention was to combat the trVerdrangungs-

prozeß'rl8, to break through the discreet silence of the

Adenauer era, ttoffizieLl- Verschleiertes, Verdrängtes,

Verleugnetes aufzudecken,,.19 The movement soorl widened

its scope to other topics; Hochhuthrs Soldaten (f 967),

Guerillas (f97O) and Lysistrata und die Nato (l-gZS)

trtTeissr Gesang vom Lusítanischen Poþanz (t966) , Víet Nam

Diskurs (fg6B) and Trotzki im Exil- (f g0g) and Enzens-

bergerr s Das Verhor von Habana (f 97O\ commented on inter-

national politics; Tankred Dorst looked back to L9L9

with To]-]-er (fg0g) and Günter Grass to fg53 in Die pte-

be.ier proben den Aufstand

its other titles,

tisches Theatêrrr,

Theat "r" .2L Many

traditions of the

I'tleder di e
nissen der

(t966) .

I,{hile a great number of post-w'ar German play-

wrights have to some extent emerged as social criti"=2O,

the legitimate successor to h7eimar Tendenzdrama l.as

certainl-y been the Document-ary Theatrer or, to give it
trdas realistische Zeittheatêrrr, rrPol-i-

rrTheater des Protestsrr, even rrAnti-

observers have noted its debt to the
ooL)2Os", among them RoIf-Peter Carl:

Beschäftigung mit..politiscLren Ereig-
Gegenwart oder jungsten Vergangentreit
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im Rahmen eines Butrnenstucks noch die Ver-
wendung authentisck¡en MateriaJ-s sind ja neu.
l{esentlich ist die Verbindung dieser beiden
Momente mit einer entschiedenen politiscl-en
HaJ-tung und ZieJ-setzung. Und diese Verbin-
dung ist im politischen Theater der zwanzíger
Jahre - vor all-em in den Inszenierungerr der
Piscator-eühne - bereits voll ausgebiJ-det. 23

CarI notes three major similarities between the docrr-

mentary drama of the t92Os and the 196Os: the choice

of politically controversial material, the use of a wide

variety of documentary sources, and overt agitation for
cltpoliti cal ends . - ' Peter l{eis s t lfNoti zeri. zum dokrrmenta-

.)Ê
rischen D.qametÊ) show many more paralleJ-s: his formula-

tion of what is to Ïrim a new genre reveals both direct

influence (from Piscator, dating from their work to-

gether on Die Ermittlurr.q) and unconscious imitation of

many aspects of I,Veimar th,"u|re.26

If some of the authors of Documentary Theatre

rdere aw'are of the l,üeimar treritage on wtrich they were

building, howewer, many critj-cs apparently were not: the

early I96Os saw a renewal of the otd controversy about

ttreatre and politics, @1 and Tendetl-z r !yr:1! and
o')Po]er4ik. -' The very same pre judices whickr Piscator had

""t""*, forty years before rose up again to confront

the young political dramati"t=.28

But wkrether consciousJ-y remembered or not, the

I,{eimar tradition had served to revitaLize another era of

German literature. In the years following both l,úorld

I,úars , the Zeit s tuck proved a waluable instrument for

coming to terms with real.ity, serving to express both tl.e

horrors of the r\r'ar just past and the urreasy compromises

of J-ife in a new Repubtic. L945 did not see the same
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fJ-ourishing of suppressed youthful tal-ent as did 1918;

twelve years of Nazi dictatorship and six years of war

had impoverished artistic J-ife beyond the point of easy

recovery. trrlhen the vacuum began to fill, however, it

was clear tl.at young pJ-aywrights still feJ-t the urge to

cast a critical eye over the present or the recent past

and to write about the ewils they observed. The

rrrealistisches Zeittheaterrr of the 196Os showed that

the hieimar concept of a playwright r s responsibitity

lived on: drama for the purpose of social- criticism trad

become an accepted fact.
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FOOTNOTES

I

3

9

4

7

B

Georg Lukâcs, Asthetik TeiI I Die Ei-genart des
Asthetis chen I,úerke , Vo1 . L2, p.297 .

As Ruhle has noted: ItDas ZeiLstuck druckt den
hlilIen arrs,..nicht metrr länger dieser ttSpie]-ba]-l
anonymer Kraftert zrr sein. Es sucht die Hinter-
grunde, die Machte zu benennen, sie sichtbar zu
machen und ihrer Anonymität, ihres Mythos rrnd
ihrer eins chücht ernden Kraf t zu b eraub en . tt
Günther Rünte t

Erwin Piscator,

Theater in unserer Zeit , p.89.

Das politisckre Theater p.L32.

See e.g. TolIerrs
quoted by Gunther
I, p.9L2.

description of
Ruhle ín Zett

this ctrange
und Theater VoI.

5. Piscator, f or example, ref erred to rrdie l,{eitJ-aufig-
keit und KompLiziertheit, die Totalität unserer
grundsät zLídnen Lebensproblemerr - introduction to
Rol-f Hochhuth, Der Ste]-]-vertreter (Rowohlt, L963),
p. 10.

6. These inclrrded, for example, Hauptmannrs detaiJ-ed
and real-istic documentation of working-cIass life
(lie hieber) and his use of
and comment on a situation

the outsider to expose
( Vor Sonnenauf .qan.e ) .

rfDas Zeiùstuck ist mehr von InhaJ-t und Absichl trer,
weniger aus der Form bestimmbar.rr - Günther nühle,
Zeít und Theat er, VoI. 2) p.31.

Manfred Brauneck, ttBemerkungen zu einer Typologie
des modernen Dramasrr, in Manfred Brauneck ( ed. ) ,
Das deutsctre Drama vom E ressioni-smus bis zrrr

Bamberg: . Buchners VerIag, L972 ),

9 Sg. e. g.
buhnerr,

Piscatorrs description of the rtGuckkasten-
Das politische Theater , þ.l-34.

1O. Ibid., pp.73-4.

tr. rrhlarum? I,feil das Theater, als Institutionr aIs
Apparat, âls Haus sich noch niemals bi s zum Jatrre
I9L7 im Besitze der unterdrückten Klasse befunden
hat und weiJ- diese noch nie in die Lage gekommen
'war, das Theater nicht rrur geistig, sondern auch
strukturel1- zu befreien. tr Ibid. , p.I34.

L2. Manfred Brauneck,
si-onismus bis zwr

Das deutsche Drama vom Expres-
Ge.qenwart p.18.

L3. AJ-fred Muhr, trRund rrm den Gendarmemarkttt, in
buch der Berliner Buhnen L925 / 6 , pp.265-74.

Jahr-
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f4. Peter Szondi,
and els ewkrere.

Theorie des modernen Dramas p.75

16. Manfred Durzak,, Durrenmat-t , Frisch, Ideiss. Derrtsches
Dr m Ge enw'art zwisckren Kritik und Uto l_

Stuttgart: Philipp Reclam jun. , 1-972 , P.35L.

L5. According to Günther RühIe,
21 p.24.

Zeit und Theater Vo]-.

(ed.), Tendenzen der deutscLren Lite-

L7.

18.

24.

25.

26.

fbid., p.IO.

Ibid., p.295.

L9. Thomas Koebner
ratur seit L945 ( Stuttgart: Atfred Kröner Verlag,
I97L), p.474, also p.364. See also l,{alter Laqueur,
I,{eimar. A Cultural Histo I 18- ( London:

and ErwinI,feidenfeld and NicoJ-son, I-97 , P.27I
Piscator, Vorwort to Rol-f Hochhuth,
¡f¡5:ter (Rowohlt , L963r.

Der Ste]-]-ver-

20. Most so
parabl e
I,{a1s er ,

t, e.g. through
inesische Mauer,end aJ-l egory ( f'ri s ch ,

Uberlebens.qroß Herr K

cial comment tras been indirec
Die Ch

mut Lange, Herakl es )
sicherun.q Mockinpott
alten Dame

thg grotesqu
Durrenmatt,

, travesty (Hart-
e (Weiss, Ver-
Der Besuch der

rott )

) or the comic
elmut BaierJ.,

(Peter Hacks, Schlacht bei
Frau Flinz). Thomas Koeb-

seit L945,i!ì.er, lgn4en4gn der deutsctren Literatur
pp. 348- 456 .

Peter hleiss, rrDas Materia]- und die ModeIIe. Notizen
zwm dokrrmentarischen Dramarl , in Manfred Brauneck,
Das deutsche Drarna vom Expressionismus bis zur
Ge.Eenwart p.250.

22. E. g. hleis s ( iUia. ) , Manf red Dwrzak, Durrenmatt
Fri s ch I,{ei s s , p.z8off., Jack D . Zipes in Thomas
Koebner, Dramatik und Drarratrrrgie seit L945 , p.463,
and ldalter Laqueur, l{ eimar . A Cul tural Hi s t orrr
19rB- L933 , P.274.

2r-

23. RoIf -Peter Carl , rrDokrrmentarisches
Manfred Durzak ( ed. ) , Die deutsche

Theatêrîr,
Literatur

in
der

Gegenwart. Aspekte und Tendenzen. ( stuttgart :

Philipp Reclam jun. , l97l-), p.1OI.

Ibid. , p.1O2.

In Manfred Brarrneck
Expressionismus bis

( ed. ) , Das deutsctre Drama vom
zur Gegenwart pp.25o-255.

I,feiss Iists speeches, documents, letters ? statistics,
newspaper reports, photographs and fiJ-m among the
sources of documentary theatre (Noti-z.L) , describes
it as rreine Reaktion . auf g.g"rt*ärtige Zustän-
de, mit der Forderung, diese zu klárenrr (4), as
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rrEinblicke ín UngI eichheiten so konkretisi ert , daß
iie unertraglich werden. Ungerechtigkeiten so
uberzerrgend, daß sie nacl. sofortigem Eingreifen
verlangenrt (9), and explains: rrNictrt individuelle
Konflikte werden dargesteltt, sonderrr soziat-äkono-
misch bedingte Verhal-tensweiserr." (9) H" contimres:
rfDas dokumentarische Theater ist parteilich
pür ein solches Theater ist Objektivität unter Um-
ständen ein Begriff, der einer Machtgruppe zwr Ent-
sctruldigung ihrer Taten dient.rt ( f O) These state-
ments are almost paraphrases of the basic philsophy
of political theatre expounded by Piscator ín L929.
Other echoes of Ideimar theatre in hieissI Notizen
include rrDas dokumentarische Theater kann die Form
eines Tribuna]-s annehmenrt (ff ) (which reca]-]-s Die
Verbrectrer and a mu]-titude of ttJusticetr plays ) ,
rrRef erate, Komment a'r^e.' Zrrsammenfassungen werden vorl
Songs ubernommen. Einfuhrung von Chor und Panto-
mime. Gestisches Ausspielen der Hand1ung, Parodien,
Benutzurrg von Masken und dekorativen Attributen.
Instrumentalbeglei-tung. Geräusctreffekte. tt (fZ)
(Brecht, Mehring, Iúangenkreim, the revue tradition)
and rtDas dokumentarische Theater muß Eingang gewin-
rlen in Fabriken, Schulen, Sportarenen, Versammlungs-
räume.tt (fl ) (l.eitProp and the actorsr col]-ectives
of the 193os).

27. RoIf Christian Zimmermanrr, rrHochhuths St ellver-
treter und die Tradition der pamphletischen Litera-
ffii-n Reinhord Grimm, I{rilrt Jäggi and Hans oesctr
(eds.),
(BasIe:

28. Manfred
280ff.,
in Eric
p .22.

Der Streit um Hoctrhuths ttSte]-lvertretertr
Basilius Press , L963) , pp.1 37-L69 passim.

Durzak, Durrenmatt , Frisch, Ideiss r PP.
Dramall ,also Robert Brustein, ttHistory as

Bentley (ed.), The Storm over The Deputy
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