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Abstract 

This study is an analysis of the creative reception of William Shakespeare's 

Measure for Measure by Bertolt Brecht, whose parable Die Rundkopfe und 

die Soitzkopfe represents the fruit of this literary relationship. 

Before the investigation of the reception process itself could be under­

taken, an interpretation of the model, Measure for Measure, was required. 

Th.is evolved on the basis of critical commentaries furnished by 

Shakespearean scholars. 

The thesis is divided into three major parts, each of which corresponds 

to a chronological stage of the reception process. The discussion of 

Measure for Measure and of Brecht's initial creative response to the 

Shakespearean original, the fragmentary "Vienna" version, reconstructed 

by reference to extant plans and archive material, comprises the first 

part. Part Two commences with an examination of the first of seventeen 

complete versions deriving in varying degree from Measure for Measure 

(BBA 253) and concludes with an analysis of the play as contained in 

the Versuche series, finished shortly before Hitler's rise to power 

but not published until 1959. In the final part of the thesis, BBA 257, 

the first manuscript produced in Danish exile, and the Endfassung, pub­

lished in the twenty volume Gesamrnelte Werke by Suhrkarnp, are subrni tted 

to critical exegesis. 

Individual analyses, both of the Shakespearean model and of Brechtian 

manuscripts and published texts, involve all aspects of the drama, not 

only plot, language and dramatia personae, but also form, theme and 

structure. The attempt was made to complement this approach by the 

inclusion of other pertinent or interesting material, such a.s work­

plans, notes and the contributions proffered by individuals like 
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Ludwig Berger and Hans Hennann Borchardt. The adopted methodology favoured 

an investigation of the development by Brecht of key Shakespearean motifs. 

The three stages of the reception process are distinguishable not only 

chronologically, but also by virtue of the particular orientation inher­

ent in them. The first phase is overwhelmingly polemical in nature: 

Brecht, disillusioned by the Elizabethan drama because of its anachron­

istic political tendencies, attacks the moral world Shakespeare portrays 

in Measure for Measure. He achieves this mainly by supplying certain 

actions with a materialist motivation and by allowing figures to mock 

moral considerations. The Vienna-version is a parody, therefore, and 

also contains satirical elements. But the polemical aspect outweighs 

the satirical, and it appears likely that Brecht ceased to work on a 

Shakespeare parody because this imbalance could not be justified in a 

time of increasing social unrest. In the second stage of development 

Brecht renounces his ·parodic intentions • and creates a wholly new 
' 

play concerned with conteq,orary German pcHi tical developments. The 

protagonist, the racist Angelas, is clearly the dramatic embodiment of 

Adolf Hitler, and the changes in his character during this stage do 

not derive from Measure for Measure, but from Brecht's political 

analysis. Throughout this period of work Brecht endeavours to grasp. 

the phenomenon of Fascism in its racist form. In the early manuscripts 

the Fascist Angelas is portrayed as a tool wielded by the ruling class 

to introduce monetary reforms. Later he is depicted as an agent of 

finance capital ideologically suited to wage their struggle against the 

Communist threat. In the final stage of development Brecht continues 

to make politically motivated adjustments to his text, but the play­

wright's central concern is now with the theatrical reception of his 

work. He rearranges, deletes from, and adds to, his play with the 

intention of rendering its message more easily accessible to the 



spectator of Brechtian theatre. One of his main methods is the 

inclusion of alienation effects such as songs and a prologue. 

This analysis of creative reception demonstrates, finally, the inap­

propriateness of criticism of Die Rundk.8pfe und die Spitzk8pfe and 

its apparently inadequate reflection of German political reality by 

reference to Brecht's presumed inability to free himself of Shakes­

pearean influence. A consideration of Brecht's radically new, unique 

treatment of several Shakespearean motifs reveals that he was a poetic 

genius by no means inferior to his Elizabethan forbear. Those, con­

versely, who find fault with Die Rrmdkopfe und die Spitzk8pfe on 
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purely political grounds ignore the fact that Brecht's primary intention 

was not to reflect the contercporary German political scene, but to 

create a Marxist parable. 

The Vienna-version, edited in accordance with the textual format of 

the 1967 Gesammelte Werke by Suhrkamp, has been appended to the thesis. 



Acknowledgements 

I would like to express my gratitude to the people and institutions 

without whose assistance this thesis would not have been possible. The 

N.Z. University Grants Committee provided the financial means which 

enabled me to spend several months in Germany researching my topic, and 

V 

to continue my studies on my return to New Zealand. The Swiss Government 

(Eidgen8ssische Stipendienkornmission ffu- auslandische Studierende) also 

granted me a scholarship to further my doctoral work on Bertolt Brecht. 

I am roost grateful to the Academy of Arts of the German Democratic 

Republic for permission to work in the Bertolt Brecht-Archiv, Berlin. In 

this regard I should like to extend special thanks to Frau Herta Ramthun 

of the Bertolt Brecht-Archiv for her indispensable help in deciphering 

and dating much of the unpublished material dealt with in this thesis. 

Finally, I must thank my wife and family for their patience and untiring 

support during the last three years; but most of all I wish to acknowledge 

my indebtedness to my teacher and thesis supervisor, Professor H. -w. Nieschmidt, 

to whom I respectfully tender Brecht's accolade : "Er hat Vors chlage 

gemacht". 



Abstract 

Acknowledgements 

Contents 

Introduction 

CONTENTS 

Part I :The First Stage of the Reception Process: 
Measure for Measure and the Vienna-version 

l.Measure for Measure: The Shakespearean Source 
of Die Rundk8pfe und die Spitzk8pfe 

1.1.The Sources of Measure for Measure 
1.2.Shakespeare's Plot 
1.3.Theme 
1.4.Characterization 

i.4.1.Major Figures 
1.4.2.Minor Figures 
1.4.3.Lesser Figures 

1.5.The Problem of Genre 
1.6.Language 
1. 7. Structure 

1.7.1.Scene Analysis and Discussion 
1.7.2.Conclusion 

1.8.0pen and Closed Fo:cn in Measure for Measure 

2.From Measure for Measure to the Vienna-version: 
The Genesis of Die Rundkopfe und die Spitzkopfe 
Excursus: Brecht's Theory of Adaptation and his 
Attitude towards Shakespeare 1926-1936 

2.1.Brecht's Critical Comment on Measure for Measure 
2.2.The Collaboration with Ludwig Berger 

2.2.l.Berger's Contribution 
2.3.The Plans of the Adaptation 

2.3.l.Additional Material to the Plans 
2.4.The Vienna-version 

2.4.l.The Reconstruction of the Vienna-version 
2.4.2.Brecht's Text of the Original 
2.4.3.A General Description of the Vienna-version 

2.5.Theme 
2.6.A Comparison of Brecht's Plot with that of the Model 
2.7.Characterization 

2.7.l.Major Figures 
2.7.2.Minor Figures 
2.7.3.Lesser Figures 

2.8.Genre 
2.9.Brecht's Treatment of Shakespeare's Language and 

Language Modes 
2.10.The Extent of Brecht's Adaptation Work 

Measure for Measure - Vienna-version: Summary 

vi 

Page 

ii 

V 

vi 

l 

12 
12 
13 
16 
18 
18 
25 
27 
28 
29 
32 
33 
45 
48 

50 

54 
67 
68 
68 
69 
79 
81 
81 
89 
89 
91 
93 
107 
108 
120 
124 
127 

130 
136 
138 



Part II :The Second Stage of the Reception Process: 
BBA 253 - Versuche 

3.The Second Stage of the Reception Process: 
BBA 253 - Versuche 

3.1.BBA 253 
3.1.1.The Preliminary Material of BBA 253 

3.2.A Description of the Plans of BBA 253 
3.3.The Plot, Shakespearean Remnants and New Material 

3. 3.1. The Plot 
3.3.2.Shakespearean'Rernnants 
3.3.3.New Material 

3.4.Characterization 
3.4.1.Major Figures 
3.4.2.Social Classes and Groups 

3. 5. Structure 
3.5.1.The Scene-titles 
3.5.2.Scene Analysis 
3.5.3.Conclusion 

3.6.Form 

4.The Versuche-version 
4.1.Brecht's Collaboration with Hans Hermann Borchardt 
4.2.0vexproduction and the Tenant-farmer Revolution 

4.2.1.The Phenomenon of Overproduction 
4.3.The Character of Angelas and his Relationship with 

the Ruling Class 
4.4.Race or Wealth? 
4.5.Cyclical Structure and the Motif of the Circle 

BBA 253 - Versuche: Summary 

Part III:Th.e Third Stage of the Reception Process:, 
BBA 257 - Endfassung 

5.The Third Stage of the Reception Process: 
BBA 257 - Endfassung 

5.1.BBA 257 
5.2.Scene Analysis 

5.2.1.Shakespearean Scenes 
5.2.2.Brechtian Scenes 

Excursus: Iberin and Zazarante 

6.The Final Version 
6.1.Scene Analysis 
6.2.The Prologue and Songs 

6.2.1.The Prologue 
6.2.2.The Songs 

6.3.The Marxist Parable: The War-conplex 
6.4.Character Variations 
6.5.Dramatic-dramaturgical Additions and Alterations 

BBA 257 - Endfassung: Summary 

Conclusion 

Appendix: The Vienna-version of the Play 

Bibliography 

151 
151 
152 
156 
167 
167 
173 
204 
218 
219 
240 
250 
250 
254 
264 
267 

vii 

270 
270 
274 
274 

293 
302 
308 
311 

333 
333 
334 
335 
349 
356 

373 
373 
373 
374 
380 
383 
385 
389 
398 

413 

419 

452 



Introduction 

An analysis of the creative reception of William Shakespeare's Measure 

for Measure by Bertel t Brecht forms the subject of this thesis. 

l 

Although no study of this kind has ever been undertaken, several articles, 

as well as book-chapters and even a Suhrkamp "Materialienband" have been 

devoted to this field of research. The aims and methodology of the thesis 

derive from these critical antecedents. 

Critical antecedents 

The first thorough analysis of the relationship between William Shakespeare 

and Bertel t Brecht with specific reference to the latter's Die Rundkopfe 

und die Spi tzkopfe was executed by Richard Beckley in his 1961 M.A. thesis 

on Brecht and his adaptations of English plays 1 . Basing his comments on 

2 the two published versions of Brecht's work , Beckley concentrates on 

showing how much of Shakespeare's Measure for Measure was incorporated by 

Brecht in his adaptation. He concludes that Shakespeare's plot was , / 

"retained in outline" 3 , but that the Elizabethan' s main figures were 

thoroughly altered by Brecht, and others, such as the tenant-farmer Callas, 

4 
added . Beckley discusses Brecht's politicization of the original and his 

materialistic approach to certain of it' s features , but he confines his cri t­

i cal comments to dramatic problems, asserting, for instance, that the 

final scene fails because the spectator is not "surprised" by the turn of events 5. 

In the same year Johannes Goldhahn published his dissertation on Brecht's 

• F • 6 anti- ascist parables . He also takes account only of the published 

versions of Die Rundkopfe und die Spitzkopfe, but in contrast to Beckley 

he largely ignores questions of Shakespearean content in favour of a 

study of the play as a weapon in the struggle against Fascism. He dis­

cusses the parable form and its suitability for political purposes, as 

well as the socio-economic and political context in which Brecht was 



writing. Goldhahn first formulates the criticism according to which the 

parable play does not adequately mirror the reality of German Fascism: 

"In der Parabel nehmen die besi tzenden Hin termanner: 
Iberins Rassenfanatismus als notwendiges Ubel in Kauf, 
das ihnen hilft, die: ,Sichel' niederzuzwingen. Die 
tschichischen Pachtherren finden aber wahrend des 
,rassischen Intermezzos' und vor allem danach ~ie 
volle Unterstutzung ihrer tschuchischen Klassenfreunde. 
In der deutschen Wirklichkeit entwickelten sich die 
Dinge anders ... " 7 

A further year later, in 1962, Werner Mittenzwei's study of the period 

8 immediately preceding Brecht's exile and his Danish sojourn, appeared. 

2 

The chapter devoted to Die Rundkopfe und die Spitzkopfe contains for the 

first time concrete references to the early adaptation material and the 

attempt to convey an impression of the genesis of the play. But Mitten­

zwei Is analysis is frequently vague. Discussing Brecht's first adaptation, 

which remained fragmentary, he states that "several" scenes were com­

pleted, when in fact a total of ten are held in the Brecht archives9 . 

He also refers to "drafts" preceding the first completed version, but 

does not cite them in his otherwise comprehens~ve footnotes. Finally, 

the early plan reproduced in his appendix excludes all handwritten addi­

tions by Brecht and his collaborators. The main tendency of Mittenzwei's 

contribution is political, though, and like Goldhahn he draws attention 

to the rift between the plot of Brecht's parable and German political 

reality 

"Ein adiiquates Abbild jener Vorgfulge, die sich zwischen 
1932 und 1933 in Deutschland zwischen Hitler und der 
Spitze der deutschen Finanzbourgeoisie abspielten, gab 
er nicht und konnte er in der Form der Parabel nicht 
geben " lO 

Mittenzwei discovers the main source of this problem in Brecht's inability 

to free himself from the Shakespearean model. Of the figure of Angelo he 

states: 

"Die Grundlinie des Angelo-Charakters bei Shakespeare 
lieB sich nicht einfach in den Charakter eines Faschisten­
fuhrers urnm::,deln; vielmehr widersprach der eine dem 



anderen oft in eklatanter Weise. All das fllii.rte dazu, 
daB sich Brecht bei der Gestaltung des Angelo mehr vom 
literarischen Vorbild als von der politischen Wirklich­
kei t bestimmen lieB." 11 

Criticism of Die Rundkopfe und die Spitzkopfe lay dormant until Ulrich 

3 

We'isstein ts 1968 article, which is the first detailed analysis of Measure 

12 for Measure and its relationship to Brecht's play Weisstein is retro-

grade, though, in his focus upon the published versions, and in his vague 

summation of Shakespearean remnants ("The finished product is decidedly 

13 a new play, even though it offers a small nucleus of parallel scenes" ) . 

We1sstein, too, finds fault with the play and echoes Mittenzwei in locat­

ing the problem in Brecht's dramatic ability. He declares that "from a 

purely literary point of view" 14 the play is "hardly one of Brecht's 

masterpieces" 15 , but unlike Mi ttenzwei he can find no reason for this. 

In a dissertation on the general relationship between Shakespeare and 

Brecht completed two years after Weisstein's article, Rodney Symington 

includes a section on Die Rundkopfe und die Spitzk8pfe in which, again 

employing only the final version of the play, he resumes the task of 

16 
estimating the Shakespearean content of the parable He is more 

precise in his tabulation than either Beckley or Weisstein, but some of 

his conclusions are, at best, extremely tenuous. He claims, for instance, 

that Brecht's Scene Nine, in which Isabella and Nanna exchange clothes 

in Mrs.Cornamontis' brothel, is based upon Shakespeare's III;i ·and 

1 • 17 • hi h th ' • h f 1 h V; i , in w c ere J.S mention neither of an exc ange o c ot es, nor 

of Mrs.Cornanontis' intercession, and certainly not of her house of ill­

fame ! 

In 1974, Gisela Bahr published her first contribution to the criticism 

on Die Rundk8pfe und die Soi tzk8pfe 18 , providing more knowledge of the 
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early phases of the play's development, although her analysis resembles 

Mittenzwei's in its vague mention of a "first draft", followed by a 

"second draft" 19 . However, Bahr's wo-rk is most noteworthy for its dis­

cussion of the parable form and the lack of precise topical material. 

In contrast to Goldhahn or Mittenzwei, Bahr views Brecht's avoidance of 

topical material positively, justifying the playwright's standpoint with 

reference to the enthusiastic theatrical reception of Die Rundkopfe und 

II 

die Spi tzkopfe at the West German premi~re: 

"In the final analysis, the playwright who all along 
had emphasized the significance of the parabolic 
elements and attributed less importance to the 
topical aspects, was proved right. Andre Muller, 
in his review of the Roundheads premiere in 
Hanover (1963), observed: "Everywhere people dis­
cussed the play . . . they were comparing the action 
of the play with reality as they had experienced it. 
Paradoxically, a play by Brecht whose ending did not 
correspond to historical fact as far as Germany was 
concerned stimulated the spectators' reflections to 
a far greater extent than any other of his plays." 20 

In the same year, Paul Kussmaul's study of Brecht and the English drama 

21 of the Renaissance appeared . The chapter on Die Rundkopfe und die 

Spitzkopfe does not mark an-- advance on previous work: Kussmaul proceeds 

with the quantitative weighing-up of Shakespearean elements typical of 

Anglo-American researchin this field to date, and repeats the criticism 

adequately stated by Mittenzwei that Brecht could not incorporate all 

features of the German political scene in his play because he was over­

whelmed by the original: 

"Die konkrete gegenwartsgeschichtliche Situation 
llsst sich nicht so weit abstrahieren, dass sie 
in das vorgegebene Muster einer Bearbeitung passt." 22 

Kussmaul insists that the play would have been better had Brecht removed 

th 1 t . . . 23 e as scene in its entirety Kussmaul's work is remarkable for 

some curious errors, the spelling of Iberin as "Iberim", or the comment 

that Brecht doubled the substitution motif, when this is in fact an 
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' 1 f th ' ' 1 24 1.ntegra part o e or1.g1.na . 

The first scholar to focus attention on the process of Brecht's recep­

tion of Shakespeare's Measure for Measure was Walter Pache, whose article 

on this theme appeared in 1976 25 . In contrast to previous researchers 

he affirms that an understanding of the process cannot be gleaned by a 

static weighing-up of Shakespearean content in Brecht's work, but rather 

by studying the "Dynamik der Entstehungsgeschichte" 26 . He looks closely 

at, and supplies more textual material from, the beginning of the adapta­

tion process, but then abandons this detailed analysis to reiterate the 

generalizations about the genesis of the play already made by Mittenzwei 

fourteen years before, namely that Brecht introduces the racist theme 

27 
and creates a parable Pache concludes the first half of his article 

by affirming that the reception process involved an analysis of the 

original's historical position, the formulation of a new theme, and the 

' f th • • 1 th th 28 adaption o e or1.g1.na to at eme . The second half of the work 

describes the basic contrast between Shakespeare's tendency towards a 

moral disorientation of the reader or spectator and Brecht's unarnbivalent 

didacticism. For Pache the failure of Brecht's play is caused by this 

discrepancy: 

"die elisabethanische 'Vorlage' entzieht sich durch 
ihre ganz andersartige Wirkungsstruktur dem radikalen 
UmformungsprozeB ... " 29 

Essentially this criticism does not differ from that expressed by 

Mittenzwei - both imply that the dramatist Brecht could not assert him-

self against his classical forbear. Brecht's inability "convincingly" 

to reflect current events in his play Pache sees rooted in his "ein­

sei tige ideologische Perspektive" 30 end in his closeness to those events 

("der fehlende zeitliche Abstand" 31 ). 

In her second contribution to the research on Die Rundkopfe und die 



Spitzkopfe, which was published in 1979, Gisela Bahr has presented 

scholars, firstly, with what she refers to as the stage-version of the 

6 

play, that is, with the text of the 1936 Copenhagen premiere. This first 

performance was of course executed in Danish, however, and Bahr's version 

(BBA 259) is not a direct translation of the Danish, but simply the 

German manuscript approximating most closely to it. Secondly, and more 

importantly, Bahr has recreated the entire adaptation process of Die 

Rundk8pfe und die Spitzk8pfe by outlining its chronological stages and 

33 noting the archive material which belongs to each stage 

Aims and Methodology 

Both Gisela Bahr and Walter Pache have revealed in their recent contri-

II butions the urgent need, apparent throughout the history of Rundkopfe 

scholarship, for a comprehensive and precise analysis of the reception 

process in all its stages. The following study is intended to fulfill 

that requirement, and should, furthenrore, cast light not only on 

Brecht's working method, but also on the problems formulated by the play's 

critics. The study will commence with an exhaustive description of the 

Shakespearean original, Measure for Measure and proceed with the first 

attempt to reconstruct and edit Brecht's earliest adaptation work, hence­

forth designated the 'Vienna-version', by drawing together the relevant 

material to be found in the Bertolt Brecht-Archiv (East Berlin) 34 . This 

reconstruction will be carried out on the firm basis of three extant plans 

undoubtedly relating to the period preceding a first complete manuscript. 

A full investigation of the Vienna-version will be succeeded by a <Etailed 

examination of the process during which seventeen complete versions 

deriving in varying degree from Shakespeare's Measure for Measure were 

produced. 
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The study of the reception process will progress chronologically, in 

contrast to Pache' s "systematic" method. Pache concludes that the 

reception process was of tripartite nature, involving the determination 

of the original's historical position, the formulation of a new theme 

and the adjustment of the original to conform to that theme. In the 

case of Die Rundkopfe und die Spitzkopfe, though, it must be queried 

whether an approach which conflicts with the facts of the reception pro­

cess can do it justice - for Brecht's analysis of the model's "historical 

position", which Pache cites in full, was written approximately two and 

a half years after the playwright began work on an adaptation 35 . The 

systematic approach thereby conflicts with Pache's desire to appreciate 

the "dynamics" of the play's genesis. 

The wealth of material connected with the development of Die Rundkopfe 

und die Spitzkopfe - seventeen complete drafts of a play, a fragmentary 

version thereof, innumerable notes, plans and other miscellanea - defied 

scholarly endeavours to grasp its essence until Gisela Bahr published 

her chronological scheme of the play's genesis. This study will proceed 

in strict accordance with her scheme. Thus, after the sections devoted 

h l • • 36 th to S akespeare s Measure for Measure and the Vienna-version - ey com-

prise the first stage of the reception process, which probably constituted 

a period of only a few months, beginning in November 1931 - the second 

stage of the process will be considered. This stage incorporates five 

manuscripts, but the task of pinpointing each and every alteration which 

di.fferentiates them should be left to the editors of an historical­

critical edition. A good understanding of the reception process in its 

second phase can be gained by contrasting the first version completed 

after the Vienna fragment (EBA 253: MaB fur MaB oder die Salzs·teuer. Nach 

Shakespeare), in approximately mid-1932 therefore, with the last to be 

written oefore Brecht's departure from Germany (Versuche l . The concluding 
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part of this study will be an analysis, again comparing only the first 

and last manuscripts, of the third and final stage of development. 

Embracing twelve variants of the play (several of which are carbon copies 

with only slight changes), it commences with BBA 257 (Die Rundkopfe und 

die Spitzkopfe. Mit einer Musik von Hanns Eisler), the first new version 

realized in exile, and culminates in the "Endfassung". Included in the 

1938 Malik-Verlag edition of the Gesammelte Werke and subsequently in the 

1967 Suhrkamp edition, this was ready for publication in September 1934. 

Individual analyses, either of the Shakespearean original or of subsequent 

Brech ti an manuscripts, will involve all aspects of the drama, not only 

plot, language and li:riCO'Tlatis personae, but also form,. theme and structure. 

In the second part of both the second and third sections it was possible 

to discard this method in favour of more general headings. This pro­

cedure, it should be noted, was occasioned, even rendered necessary, by 

the material itself. As well as treating the appropriate versions con­

tained in the three phases of the reception process, the attempt has been 

made to include other pertinent or interesting material, such as work­

plans, notes, or even Hans Hermann Borchardt's collaboratory suggestions. 

The writer's reconstruction of the Vienna-version, though fragmentary 

tit contains ten entire scenes and four scene-fragments), may be of 

interest to scholars and has accordingly been appended to this study.37 . 
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Measure for Measure: The Shakespearean Source of Die Rundkopfe und die 
Spitzkgpfe. 

Basing its analysis on the knowledge that the premiere of the play took 

place at the court of James I on December 26, 1604, Shakespearean schol­

arship is now confident that Measure for Measure was indeed written in 

1604, although the text is only extant in Ralph Crane's 1623 Folio as 

the fourth play of the Comedies section. 

1.1. The Sources of Measure for Measure 

1 
According to Kenneth Muir , the first literary treatment of the plot of 

Shakespeare's Measure for Measure was the Latin play Philanira (1556) by 

Claude Rouillet, to which Shakespeare apparently had no access. In 

• 1565 an Italian, Giraldi Cinthio, completed a prose version containing 

the central motifs of the later play and incorporated it into his 

Hecatommithi, a work undoubtedly known to Shakespeare (who discovered 

the plot of Othello in it as well). Giraldi subsequently dramatized the 

story; it was publishea·posthumously in 1583 with the title Epitia. The 

Englishman George Whetstone's play based on the material, The Right 

Excellent and Famous Historye of Promos and Cassandra, was published in 

1578; a prose treatment of the same theme appeared in his Heptameron of 

Civil Discourses (1582). Whetstone's dramatic version is widely accepted 

as Shakespeare's primary source 2 , which, it should be remarked, he did 

not reproduce exactly. For example, Whetstone's heroine and Isabella's 

prototype, Cassandra, does in fact forfeit her reputation to save her 

brother's life. For Isabella, of course, a surrogate is found. Other 

changes are made, of which perhaps the most significant is the enlarge­

ment of the king's role. 
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1.2. Shakespeare's Plot 

The action of Measure for Measure commences with the Duke of Vienna's 

temporary deputation of his supreme office to Lord Angelo, who, as the 

Duke stresses before his departure, must administer the city in the 

manner he deems fitting. Escalus, though senior to Angelo, becomes 

his chief councillor. The second scene of the first act reveals Angelo's 

intention within the framework of his ducal commission. Mistress 

Overdone, a brothel owner complaining of loss of clientele, confirms to 

Lucio and his noble companions that the deputy has ordered the arrest 

of Claudio, a fellow nobleman, on a charge of fornication with a certain 

Juliet, now pregnant, and that he is to be beheaded within three days. 

Angelo thus plans to enforce the harsh moral legislature of Vienna which 

has lain dormant for many years. With this intention he further commands 

that all br0thels in the suburbs of Vienna be razed to the ground. The 

convicted Claudio appears in I;ii, accompanied by the Provost. Meeting 

his friend Lucio, Claudio asks him to visit his sister Isabella, an in­

tending novice of St.Clare, in the hope that she can persuade Angelo to 

relent, which task Lucio successfully executes in the last scene of the 

first act. 

The second act sees the development of the sub-plot involving Froth, 

Elbow, Pompey and their court-case. Constable Elbow's wife has, accord­

ing to her husband, visited Mistress Overdone' s "bath-house", now 

shifted from the suburbs where her establishment was closed as a con­

sequence of Angelo's edict, and encountered a prune-eating Master Froth 

who had insulted her. Pompey, as Mistress Overdone's agent in the law­

suit, defends Master Froth in a manner intended only to confuse the 

.i:ssue - Froth and Pompey are given stern warning, but released by 

Escalus. Escalus then questions the totally incompetent Elbow and asks 

him to provide the names of other persons in his parish who, Escalus 



clearly hopes, will do the job of the police more efficiently. The 

first scene ends with Escalus's inviting to dinner the justice who has 

been present throughout the scene, and his lament that Claudio must 

die. Angelo receives the suppliant Isabella in II;ii and, already in­

censed by her being, commands that she return the following day. He 

demands in their second meeting (II;iv), despite or because of 

Isabella's impassioned defence of her brother, that Isabella forfeit 

her virginity to save Claudio's life. The Duke, in the meantime, who 

has secretly remained in Vienna and donned as his disguise a friar's 

habit so that he can observe Angelo's activities undetected (I;iii), 

leams of Claudio's plight when he visits the "afflicted spirits" in 

prison and talks with the unfortunate Juliet, Claudio's lover (II;iii). 

He resolves to see Claudio and give him "instruction", just as Angelo 

had ordered the Provost in II;i. 

Isabella decides not to succumb to Angelo's offer and hastens to the 

prison to tell Claudio that he must die und thus defend her chastity. 

Hearing of Angelo's blatantly wanton desire for his sister, Claudio 

casts off his resignation and begs her to free him by means of this 

expedient. She refuses to do his bidding and condemns him as a "faith-

less coward" and "dishonest wretch". At this point (III;i) the Duke, 
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who had been eavesdropping on their conversation from a concealed 

vantage-point,intervenes. Taking Claudio aside he reconciles him to his 

fate and then, when the Provost has departed, he informs Isabella of 

Mariana's plight; she should have become Lord Angelo's wife, if her 

brother, bearing the marriage dowry, had not been shipwrecked and drowned. 

Angelo had then extracted himself from his vows by making certain 

insinuations about Mariana's good reputation. The Duke's plan is for 

Mariana, who agrees to the scheme in IV;i, to lie with Angelo on Isabella's 

3 behalf . Although Angelo has grievously wronged her, she still loves 

him. Angelo will then be obliged to marry her, thereby restoring her 



good reputation, Claudio will be spared the executioner's axe, and 

Isabella's honour preserved. Beyond that, the "corrupt deputy" will 

be "scaled". The sub-plot becomes more complicated in III;ii when 

the Duke learns from Mistress Overdone that Lucio, who persists in 

insulting the "absent" Duke in the "friar's" presence, had promised 

marriage to pregnant Kate Keepdown, whose progeny is cared for by 

Mistress Overdone, but then deserted her. 

15 

The Duke's scheme is dealt a blow in the fourth act by Angelo's breach 

of contract with Isabella: in ordering Claudio's execution for 4 a.'m. , 

not 9 a.m. as originally decided (II;i). When Angelo's messenger arrives 

in the prison, though, the Duke is again fortuitously present and, show­

ing his official seal to the Provost, arranges a substitute for Claudio, 

the convicted murderer Barnadine. When the latter refuses to be executed, 

the Duke concurs with the Provost's suggestion of using the head of 

Ragozine, a pirate who had died of natural causes and whose countenance 

in death adequately resembles Claudio's. Dispatching the Provost on 

his ghastly errand in IV1iii, the Duke writes a letter to Angelo, announc­

ing that his return is imminent and that he wishes· to be received a 

"league below the city". Isabella interrupts him as he is doing this 

and she is informed that Claudio has been executed; the Duke then gives 

her a letter to carry to Friar Peter who will ensure that both Isabella 

and Mariana are present upon his "return" to Vienna. He tells Isabella 

that both she and Mariana should vehemently voice their accusations 

against Angelo. The scene concludes with Lucio's entrance; the Duke 

learns from him that Mistress overdone's accusations are correct. 

The Duke's complex arrangements meet with success, and the plot concludes 

with the trial and judgement of the participants. By a consecrated 

fotmt near the city the various parties assemble in response to the 

announcement of the Duke's return. In his presence Isabella publicly 
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reproaches Angelo for his actions. The Duke orders her arrest for this 

offensiveness, but sends nevertheless for Friar Lodowick (himself), 

whom Isabella has cited for his involvement in the affair. Friar Peter 

states that Lodowick is sick with the fever and cannot attend. At this 

point the Duke hands over the case to Angelo. Mariana now approaches 

and, veiled, addresses the Duke, insisting that Angelo is her husband 

and that he has known her carnally. Angelo removes her veil and con­

fesses that he once had an affair, but that he has no carnal knowledge 

of Mariana. The Duke departs (to re-don his habit) after ordering that 

Lodowick be fetched. Returning as the Friar he quarrels with Lucio, 

who tears the hood from his face. All is thus revealed. The Duke bids 

Friar Peter to join in wedlock Angelo and Mariana forthwith, then,-orders 

Angelo's immediate execution. The sentence is annulled by the interces­

sion of Mariana and Isabella. Barnadine is brought forward by the 

Provost and pardoned by the Duke, who delivers him into the hands of 

Friar Peter for holy instruction. Claudio, who also enters muffled, is 

pardoned and ordered to marry Juliet. As punishment for his slander of 

a prince, Lucio must marry Kate Keepdown. The Duke himself asks 

Isabella if she will consent to be his wife. 

1.3. Theme 

The highly problematical question posed by Measure for Measure is: what 

constitutes acceptable or adequate moral conduct? Ideally, of course, 

human actions should conform exactly to the stringent ordinances of 

society's moral code. However, man contains within him not only the 

capacity and desire to fulfil spiritual or moral absolutes (represented 

in legislature), but also natural, irrational forces which can and do 

impede the realization of those perfect goals. Justice must take account 

of man's inherent imperfection and admit that adequate moral behaviour 

lies somewhere between the poles of moral purity and utter depravity. 
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In this context the play treats thematically the dialectic of law and 

mercy, the uncompromising legal structure and its moderating agent, in 

its application both to governmental procedure (the Duke, Angelo, Escalus) 

and to general ethical behaviour (Isabella). Mercy, or degrees thereof, 

is the just response to human frailty. Walter Pater designates the mode 

of justice advocated by Measure for Measure "poetical justice", which 

goes beyond mere factual evidence: 

"The action of the play ... develops in us-the conception 
of this poetical justice . . . the justice he (Shakespeare) requires 
of our hands, or our thoughts, is the recognition of4 that 
which the person, in his inmost nature, really is." 

The abstract legal principle of "measure for measure" forfeits much of 

its validity in this framework. The Duke states:, 

"An Angelo for Claudio; death for death. 
• • • 5 

.. · .. and Measure still for Measure." (V;i,407-409) 

But is the death-sentence a fitting punishment for Claudio's crime? Is 

Angelo's crime identical to Claudio's? The magistrate should pass judge­

ment only after he has taken into account man's dual nature, that is, 

after he has examined each individual in his totality. That is the 

basic premise in this form of judicial inquiry. Each defendant, as a 

human being, should receive equal treatment. Beyond that, crime and 

punishment could differ vastly. For the substitute ruler and magistrate 

Angelo, self-knowledge, the awareness (through self-study) of man's in­

herent weakness, is the necessary step towards adequate law-enforcement. 

The idea of the play is thus clear: not "measure for measure", but ''measure 

with measure", judgement with noderation. According to J-W. Lever, the 

6 
commonplace "measure for measure" encompasses both meanings 

The mode of judgement practised in Measure for Measure is idealistic, 

however. Only Duke Vincentio, an unreal, god-like figure, is able to pre­

vent Claudio's execution. Without his presence there can be no doubt 

that the play would have ended in tragic disaster. Discussing the part 

of the action where Isabella is told by Angelo that no-one will believe 



her accusation against him (II;iv,153-158), Bertrand Evans concludes: 

"At this point Shakespeare twice underscores the central 
truth of the play, that ... mercy and goodness must go 
under unless an outside force,, omniscient, omnipotent, 
and benevolent, rescues them." 7 

1.4. Characterization 
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On the statistical basis of spoken lines, the Duke of Vienna (with approx­

imately 840 of the play•s 2400) and Isabella(400) dominate the stage. 

Lucio (290) and Angelo (280) are also major speaking roles. The minor 

parts are taken by Escalus (190), Pompey Burn (155) and Claudio (100). 

1.4.1.Major Figures 

alThe Duke 

The Duke of Vienna is the most important figure in Measure for Measure, 

on the one hand because ultimately he alone drives the plot-mechanism, 

and on the other because he embodies the peak of, learning Angelo, and 

perhaps Isabella, must attain. He entrusts his power to Lord Angelo so 

as to avoid the accusation of tyranny his people would direct at him 

were he to enforce the laws he himself had relaxed to an immoral degree 

(in the play's pre-history the Duke was clearly not an ideal ruler). 

But he cannot allow Angelo to rule without remaining in Vienna to watch 

over his actions. As the third act shows he had knowledge of previous 

misdeeds perpetrated by the new deputy, which give lie to the purity he 

professes. The Duke expresses his fears to the Friar: 

II ••• Lord Angelo is precise;_ 
Stands at a guard with Envy; 

scarce confesses 
That his blood flowsi or r.hat his 

appetite 



Is more to bread than stone. Hence 
shall we see, 

If power changes purpose, what 
our seerne--rsbe." (I;iii,50-54) 
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The Duke believes that Angelo will execute the desired task of a moral 

purge in Vienna, but fears the consequences of a fusion of power and 

doubtful purity. The play thus becomes a test of Angelo's character. 

Escalus testifies that the primary trait of the Duke's disposition is 

his constant desire to know himself. Indeed, the Duke demonstrates the 

significance of self-knowledge (as the means to an understanding of man­

kind itself) and its acceptance by the individual for the purposes of 

judgement when he assesses the case of Claudio and Juliet. Literal 

enforcement of the law has led to their condemnation for fornication. 

But the Duke, a model ruler created perhaps after the personage of 

8 James I , transcends the factually strict legislature and analyses 

the human, all-to-human content of their actions, their mutual love . . 
This new form of ethical inquiry, which admits man's imperfection, 

results in the quashing of Angelo's verdict: 

"The Duke tempers or proportions justice with mercy, 
abstract reason with his perception of the analogical 
relationships between real people, in whom truth and 
error, sin and grace, are mingled in ways which 
mathematics cannot compute." 9 

The Duke's omnipresence and his omnipotent manipulation of the plot 

and the characters both in the guise of monk and as ruler of Vienna were 

not extant in Shakespeare's sources, where the Duke simply appeared at 

the conclusion of the play, a deus ex machi?J;ct pronouncing judgement. 

These additions to the figure indicate his new function as an idealistic 

secular providence: 

II he typifies the most widely approved models of 
the age. Political theory, literary tradition, and 
the precepts of the ruling monarch cast him for the 
part of an earthly providence who is, if not divinely 



omniscient, at least sagacious beyond the limits of 
the subjects he rules." 10 
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G. Wilson Knight argues that the Duke's ethic is the Gospel ethic, that 

th uk . th • J 11 e D e is, erefore, a Renaissance esus . It is incorrect to fault 

him morally for his lying, scheming and deceitfulness. Not only were 

such acts considered acceptable in Shakespeare's time for the purposes 

12 
of good government , but they are also necessary dramatic exigencies. 

W.W. Lawrence's conception of the Duke as a "stage Duke" 13 , with no 

possible counterpart in real life, is not inconsistent with the view of 

him as a quasi-divine entity: 

"Lawrence had swept away those nineteenth-century 
objections to the play by conventionalising the 
Duke; Wilson Knight dismissed them by theologising 
him. But were the two arguments as contradictory 
as they seemed? Can the Duke not be Divine Provi­
dence and a 'stage Duke'? Undoubtedly in general 
terms he can be both . . . He is a power precisely 
because of this special licence the convention 
allows him to do as he pleases and yet remain, 
by definition, a force for good." 14 

Many of the Duke's actions do, however, make him an ethically dubious 

figure: 

"Why does he sententiously urge J.uliet to repent 
of her 'mutual entertainment' with Claudio, and 
then urge Mariana into Angelo.' s bed (assuring her 
it is 'no sin') - when the contract of neither 
pair has been blessed by the Church? ... Why does 
he manipulate events to bring about the marriage 
of the virtuous Mariana to a man who has attempted 
(in effect) both rape and murder?" 15 

b) Isabella 

Isabella resembles Angelo in that she also adheres to a moral absolute 

(chastity) and insists upon its universal application. Both profess 

moral purity. In Angelo's case, of coursel appearances grossly deceive 

and the disapproval of many critics is unqualified. But the true nature 

of Isabella's character has occasioned a variety of often antithetical 
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evaluations, based mainly on analyses of Isabella's first encounter with 

Angelo (II;ii), her talk with Claudio (III;i) and the speech she gives 

in the last act which causes the Duke to pardon Angelo. 

In pleading for her brother's life, Isabella commands Angelo to study 

his inner being, that he might become aware of man's dual nature and so 

be more mercifully inclinecl.. But self-analysis could not deepen her in­

sight. Unlike Angelo .. she is fully conscious of man's innate frailty; 

nevertheless, she insists in practice upon the rigorous enforcement of 

the law. This means she can show no sympathy for Claudio, and yet pardon 

Angelo, because, ·from the legal standpoint, he does not realize his wicked 

intention. But a person with a truly legalistic conception of justice 

could not excuse Angelo because he not only corranits breach of contract, 

but also breaks the strict law against fornica'tion (for which Claudio 

was sentenced to death). Isabella herself exclaims· 

"That Angelo's forsworn, is it not strange? 
That Angelo's a murderer, is't not strange? 
That Angelo is an adulterous thief, 
An hypocrite, a virgin-violator, 
Is it not strange, and strange?" (V;i,40-44) 

In this respect the question of whether or not Isabella should forfeit 

her chastity is important. G.L. Geckle remarks that Isabella cannot be 

reproached for her unwillingness to submit to Angelo's demand, even if 

16 that refusal signifies her brother's death . A Christian audience of 

the Renaissance would have praised Isabella's rigidity. Chastity was 

considered a supreme virtue, the base forfeiture of which meant eternal 

damnation. E. Schanzer states in opposi~ion that Isabella's refusal to 

17 
sleep with Angelo is evidence of an excessive legalism akin to Angelo's . 

God. Schanzer reasons, would surely pardon her act of fornication, com·­

mitted to save a brother's life 18 , just as his secular representative, 

the Duke, is able to forgive Claudio•s "crime". 



Some critics consider the grounds she cites for her intercession on 

19 
Angelo's behalf insufficient to explain her motivation Why does 
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Isabella really seek mercy when, as the Duke confirms, she has excel­

lent cause to want revenge? E.M. Pope suggests that the answer lies in 

her divine, Christ-like nature. Unlike the Duke's mercy, which relies 

upon human insight and a reasoned judgement of circumstances, even 

unlike Mariana's mercy, spurred on by her love for Angelo, Isabella's 

mercy is Christian forgiveness, the "sheer, reckless forgiveness of the 

20 kind Christ advocates in the Sermon on the Mount" . Mainly encouraged, 

it would seem, by Mariana's act of forgiveness, Isabella no longer dis­

plays in the last act the harshness she had shown towards Claudio. How 

then is her indignant self-righteousness and consequent dearth of com­

passion for Claudio to be explained or excused? R.W. Chambers answers: 

"Isabella then, as Shakespeare sees her and 
asks usr to see her, would frankly, joyously, 
give her life to save Claudio: and 'greater 
love hath no man than this. r And now Claudio 
is asking for what she cannot give, and she 
bursts out in agony. Have the critics never 
seen a human soul or a human body in the 
extremity of torment?" 21 

Indeed, there is sufficent textual evidence (II;iv,100-104) for treating 

22 
Isabella as a Christian martyr Other scholars sense a development in 

her character from sanctity to humanity, declaring that her unfeeling 

behaviour toward Claudio is inadequate in terms of the play's moral, but 

that her forgiveness of Angelo accords with it and is to be praised. At 

the end, however, her strict opinion of Claudio's transgression has not 

altered (" ... My brother had but justice,/In that he did the thing for 

which he died ... " (V;i,446-447)). Saint, martyr, legalistic Puritan, or 

student of the Dukets humane ethic? - Isabella's character alone is ample 

23 
ground for the definition of Measure for Measure as a problem play 
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c)Lucio 

Lucio appears frequently on the stage, but his function is difficult to 

determine because of the heterogeneity of his character. He I'!Oves with 

ease both in the upper social stratum of Vienna and in its seedy under­

world. He is a good and faithful friend to Claudio and intervenes on 

his behalf, even exhorting Isabella to be more persuasive with Angelo. 

On the other hand he is a bawdy, cynical, often insincere and disruptive 

libertine, who would be an enemy of the kind of society envisaged by 

the Duke. J .w. Lever explains the "exceptional prominence of this role 

as well as his composite character" by assessing his dramatic function as 

a go-between for all social levels, "passing from Claudio to Isabella, 

from Overdone to the nun Francisca; drawing Isabella from her cloister, 

leading her to the presence of Angelo ... 24 . In the first two acts, 

then, by making Lucio the plot-catalyst, Shakespeare maintains dramatic 

tension {which the Duke's presence would weaken). In the second half 

of the play, when the Duke resumes full control, Lucio plays the role of 

25 
a jester or Fool, providing much of the play's comic relief 

d·) Angelo 

Lord Angelo is described as a man "whose blood/Is very snow-broth; one 

who never feels/The wanton strings and motions of the sense " (I;iv, 

57-59). He suppresses his subconscious urges and cravings, if he is 

aware of them at all - hence the Duke's decision to test him, to discover 

whether or not appearances deceive. He is, in the Duke's terms, ignorant 

of himself and so blind to the predicament of others: 

"Angelo 1 s inexperience is enough to disqualify him as 
a lawgiver. Ignorant of the promptings of passion, he 
deceives himself into the belief that he has felt, 
understood, and mastered them.•• 26 



24 

His (false) image of himself as morally perfect moves him1 as a ruler, 

to take the precise letter of the law as his guideline. With tyrannical 

severity and swiftness he condemns Claudio to die for failing to obey 

the legal absolute forbidding pre-marital sexual intercourse. The cruelty 

of his character is made apparent when he leaves Escalus to judge Pompey 

and Froth, plainly stating that he hopes they will be whipped. He also 

threatens to torture Claudio. Angelo's encounter with Isabella marks the 

beginning of his self-knowledge. Inflamed with wanton yearning for her 

body, he must accept that he too is but a man, with both rational and 

irrational qualities. He confesses: 

"We are all frail." (II: iv, 121) 

His subsequent deed, the altering of the execution hour, proves him to 

be a corrupt, perfidious ruler, a morally reprehensible hypocrite with 

double standards of judgement. W.W. Lawrence states that "there can be 

no doubt ... that ... Angelo ... must be regarded as a 'strong and fast' ned 

• 11 • l II 27 vi a1.n . . He changes the execution hour not because he believes 

Claudio should die for his crime ("Would yet he had lived." (IV;iv,30)), 

but because he fears that Claudio might take revenge against him for 

deflowering Isabella as the means for saving his life: 

" ... He should have liv1 d, 
Save that his riotous youth, with dangerous sense, 
Might in the times to come have ta'en revenge 
By so receiving a dishonour'd life 
With ransom of such shame ... " (IV;iv,26-30) 

His name suggests not only the "fallen angel", but also the "angel of 

death'1 • At the conclusion of the play, though, Angelo reveals a new 

honesty towards himself when he asks to be executed for his actions. 

He does not deny, but accepts responsibility for, his "frailty": 

11 ••• the horror of self-deception is at an end. For 
the first time in his life he is bothquite honest 
with himself and with the world. 11 2 8 

Even Wilson Knight notes, though, that Angelo repents only when he rea,. 

lizes there is no escape for him. Some critics, however, consider it 

29 wrong to treat Angelo as a criminal His only crime, they insist, 



is self-deception: 

"But Angelo, though he is morally guilty of hypocrisy, 
meanness, and treachery, is not really a villain; he 
is a "sincere self-deceiver" . . . " 30 

1.4.2.' .Minor Figures 

a)Escalus 
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Escalus, the Duke's privy councillor, functions as a foil to Angelo. He 

emphasizes man's natural instincts to the detriment of the law when he 

pardons the licentious Pompey Bum, Mistress Overdone's tapster. Signif­

icantly, the Duke later reverses this judgement. Neither Escalus nor 

Angelo possesses the insight of the Duke, although Escalus does display 

qualities, such as tolerance and patience, which confirm the Duke's con­

fidence in him and prove him more conversant with the ideal of a judge 

and ruler than Angelo. He also reveals considerable wisdom in advising 

Angelo to exercise care in judgement (II;i,4-16). E. Schanzer declares 

31 
that Escalus does in fact embody the ideal judge 

b)Pompey 

Pompey Bum represents the thoroughly debauched Viennese underworld and 

counterbalances the asceticism of Angelo and Isabella. The sexual rela­

~ions he promotes stand in stark contrast to the union consummated by 

Claudio and Juliet and described by Lucio in terms most critics judge 

beautiful (I;iv,40-44). His confession to Escalus - "Truly, sir, I am 

a poor fellow that would live." (II;i,220) - stmUnarizes the life-philos­

ophy of· the underworld inhabitants. Their instinct for survival excludes 

any higher idealism: they stimulate and prey upon man's immoral, but 

natural instincts. Pompey, the clever, business-minded driving-force of 



26 

Vienna's low-life, emphasizes the problematical character of the con­

flict between nature and civilization, and thus of adequate justice,when 

interrogated by Escalus, who states that Vienna's sexual corruption is 

illegal and must therefore be stamped out. Pompey declares that nature 

has scant regard for the law and will continue to exert its influence. 

Justice must take account of this fact by determining the balance between 

32 
the extremes of law and depravity 

c1Claudio 

Isabella's brother Claudio, the victim of Angelo's tyrannical justice, 

oscillates unsteadily between hope of pardon and resignation to his fate. 

He does not directly affirm Lucio's description of his crime as lechery, 

but merely replies "Call it so". He states that he loves Juliet and 

that only a dowry lacked to make their union socially valid and legal. 

Indeed, in Elizabethan times, the mere fact that two persons declared 

themselves man and wife, as Claudio and Juliet have done, constituted a 

legal marri,age. Hence Claudio seems to feel, as the Duke does when 

judging him, that he deserves mercy. He suspects that Angelo is simply 

trying to make his reputation by so wielding his power. These considera­

tions, together with his natural fear of death, explain the sudden lapses 

in the honourable behaviour Isabella requires of him. Why, though, does 

he simultaneously feel the deep shame and repentance which make him swear 

that he "will encounter darkness as a bride,/And hug it in his arms." 

(III;i,83-84)? E. Schanzer solves this riddle in a reference to contra­

dictory Elizabethan thinking. Such private marriages were tolerated by 

the Church, but it also made clear, "to counteract the obvious evils to 

which such laws were bound to give rise" 33 , that they, and in particular 

their consumnation, were "sinful and forbidden". Claudio, with the 

sense of honour inbred by his gentlemanly background, accepts the moral 

fault he has incurred. 
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1.4.3 .. Lesser Figures 

The psychic make-up of the lesser figures is largely uncomplicated. In 

accordance with the tradition of comedy, the figures of low social stand­

ing (Elbow, Froth and Mistress Overdone) contribute significantly to the 

play's humorous moments. Elbow is an inadequate and foolish serva.nt of 

the· law: 

"Elbow .. chosen constable by his neighbours for 
se~ren years and a half, is not simply a stock 
figure of fun: those who are concerned for the 
validity of the law can hardly ignore the fact 
that its instruments may be as foolish as he." 34 

Froth is "an amiable, feather-headed young gentleman - to dislike him 

35 would argue an ill-nature, and a small one" Mistress Overdone, 

although a professional immoralist like her tapster Pompey, also displays 

human kindness in caring for Lucio's illegitimate child. A reflection of 

her lover Claudio, Juliet feels both shame and joy at her "crime": 

"I do repent me as it is an evil, 
And take the shame with joy." (II;iii,35-36) 

They have broken the strict letter of the law, but, in contrast to others 

in the play, "not from viciousness but from natural, warm human instinct 

... They speak the neutral philosophy of average sensual humanity." 36 . 

Mariana's 
37 

main trait is her "warm, potent, forgiving, human love" , 

which enables her to disregard Angelo's despicable behaviour with the 

statement that "They say best men are moulded out of faults ,/And, for the 

most, become much more the better/For being a little bad." (V;i ,437-439). 

The Provost, al though warmly sympathetic to Claudio's cause• is the exem·-

plary loyal servant who faithfully executes his superior's orders. 

Barnadine is an amoral, unfeeling murderer (Wilson Knight talks of his 

"h d h d d • • 1 • • • " 38 ) t t • Shak ' ar - ea e, crirru.na insensitiveness no presen in espeare s 

sources. Referring to this figure, M.C. Bradbrook states: 

1•E-ani.adine is contrasted with Claudio to show how 
much below panic-struck egoism is mere brute 
sensibility. " 39 

According to Bradbrook, the case of Barnadine also shows that every human 
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J.W. Lever: 

"The basic need for Barnadine's existence on the stage 
was surely that he might assert the major truth, that 
no man's life was so worthless as to be sacrificed 
to another's convenience." 41 

42 
Friar Peter , the nun Francisca· and Abhorson are largely devoid of 
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personal attributes and simply execute functions demanded by the plot. 

Abhorson, however, does reveal a gruesome pride in his profession, which 

tends to weigh audience opinion in favour of the crude, immoral Pompey. 

1.5. The Problem of Genre 

M.C. Bradbrook argues that Measure for Measure is an allegorical drama 

which has its roots in the late medieval Morality. Accordingly the 

figures on the stage are seen as the personifications of ideas: 

.. Angelo stands for Authority and for Law ... 
the Duke ... is not only the representative 
of Heavenly Justice but of Humility, whilst 
Isabella represents both Truth and Mercy". 43 

However, the complex and even contradictory characters of the major per­

sonages, in particular Isabella, tend to defy this form of categorization. 

They are not sufficiently unambivalent. Most critics appreciate Measure 

for Measure precisely because of its human realism, the "flesh-and-blood" 

quality of the figures 44 . G. Wilson Knight makes reference to the 

allegorical or symbolic possibilities of interpretation, but correctly dis­

cusses the play as a parable. The social hierarchy of Measure for Measure 

does resemble that of Elizabethan England, for which also the thematic 

content is clearly intended; but the circumstances of the play are unreal. 

Shakespeare ensures that his play can enjoy universal application by con­

structing a theatre-world which does not correspond directly to any 

existing social complex. Vienna, in reality a land-locked Austrian city, 

becomes in Measure for Measure a duchy, has a predominantly Italian 
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populace and seems to lie in close proximity to ocean shipping routes. 

The Duke's deputization of his power to Angelo and the reasons he gives 

f h • d th 1 'th • f' ' 1 ' t 1 h 45 or is act en ow e pay wi· an arti icia ,expen:men a c aracter . 

Like Jesus in the Gospels, who teaches by means of parables, the Duke 

creates a fictional situation suitable to demonstrate a moral maxim. 

This moral maxim, deriving from the Gospels and particularly important 

for magistrates and rulers such as Angelo, but also applicable in the 

ethical behaviour of private individuals, is: we should judge others on 

the same basis as we would want to be judged by them ("More nor less to 

others paying,/Than by self-offences weighing." (III;ii,258-259)). 

This is the dominant thesis of the play. There can be no doubt, however, 

that the play presents several perspectives upon the basic conflict, "the 

46 fullest recognition of conflicting 'truths'" , which tend to weaken the 

parable in favour of the problem play. 

1. 6. Language 

Linguistically Measure for Measure is of a diverse nature, containing 

1604 lines of blank verse, 33 rhymed couplets and approximately 1000 lines 

47 of prose 

Social factors determine the mode of language. Prose occurs consistently 

when the low-life figures appear on the stage, when, for example, Pompey 

and Mistress Overdone discuss the disastrous personal consequences of 

Angelo's reign of terror (I:ii). Escalus expresses himself in blank verse 

when conversing with Angelo at the beginning of the court-scene (II;i), 

but changes to prose when left to interrogate the defendants Pompey and 

Froth. Because the lower classes are the source of comedy, Shakespeare's 

prose becomes the vehicle of vulgar humour ("Well,, then, imprison him. 

If imprisonment be the due of a bawd, why, 'tis his right. Bawd is he 
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doubtless, and of antiquity, too: bawd born." {III;ii,64-66)). Prose 

is also the language of everyday life and Shakespeare• s prose abounds 

in realistic features, typified by remarks such as Barnadine • s "A pox 

0 1 your throats!" {IV;iii,25), by paratactical sentence-structure and 

present in the lively immediacy and disjointedness of daily conversation 

or dialogue. Lastly, as G.L. Brook explains 48 , Shakespeare employed 

prose for formal documents and letters, and Angelo's message to the 

Provost {IV;ii,118-124) is no exception. 

Blank verse is reserved mainly for the figures of high social standing, 

such as Claudio, Isabella or Angelo. The spontaneity and irregularity of 

the prose sections are replaced by the more disciplined rhyrneless iambic 

verse. The coirparative order of the verse is mirrored in the numerous 

axiomatic commentaries delivered by the main figures {I;i,32-40; I;ii,118-120; 

II;ii,59-63,127,176-177; III;ii,37-38; III;ii,254-261), in the logical argu­

mentation {particularly of Isabella and Angelo) and in the reflective 

monologues {II;ii, II;iv, III;ii). That the syntax of the blank verse is 

generally more coirplicated that that of prose becomes clear when 

speeches by the Duke (I;i, I;iii), by Angelo (II;i, II;iv) or by Isabella 

{II;ii) are studied. Rhymed verse is rare in Measure for Measure, the 

49 most notable examples being the Duke's soliloquoy at the end of Act Three 

and Mariana's song at the beginning of Act Four. Shakespeare frequently 

concludes a scene with a couplet, which serves either pragmatically to 

round it off and sometimes to anticipate further action ("I• 11 tell him 

yet of Angelo's request,/And fit his mind to death, for his soul's rest." 

{II;iv,186-187) or to embody a thematic aspect {"That we were all, as 

some would seem to be, /From our faults, as faults from seeming, free!" 

{III;ii,37-38). 



Measure for Measure is, above all, a play concerned with concrete moral 

issues. There are few lyrical or romantic outbursts: the main figures 

debate and polemicize, defend or attack certain moral outlooks. The 
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imagery is hence closely allied to thematic interests and rarely employed 

so for purely aesthetic reasons Of the predominant images, "tongue" 

and "heart" represent either the dichotomy of law and mercy, of strict 

legislature and softening humanitarism -

"In our remove, be thou at full ourself. 
Mortality and mercy in Vienna 
Live in thy tongue , and heart . . . " ( I ; i , 4 3-45) 

- or outward appearance and true being: 

" • • • Go to your bosom, 
Knock there, and ask your heart what it doth know 
That's like my brother's fault. If it confess 
A natural guiltiness, such as is his, 
Let it not sound a thought upon your tongue 
Against my brother's life." (II; iii, 137-142) 

Other images used to represent the law are the scarecrow which no longer 

frightens birds (II;i,1-4), the rod which the child mocks (I;iii,23-31) 

and the lion (I;iii,22-23; I;iv,64). The question of appearance and 

reality is further treated not only in coinage an<l counterfeit imagery -

". . . Now, good my lord, 
Let there be some more test made of my metal, 
Before so noble and so great a figure 
Be stanp'd upon it." (I;i,47-5O) 

- but also in mirror imagery: 

"Ay, as the glasses where they view themselves, 
Which are as easy broke as they make forms . " 

(II; iv, 124-125) 

"Blood" and "appetite" represent the natural drives (I;iii,51-53; II ;iv, 15, 

20,160,175,177; V;i,468), while the necessity for control and law-enforce­

ment is expressed in equestrian images: 

"Or whether that the body public be 
A horse whereon the governor doth ride, 
Who, newly in the seat, that it may know 
He can command, lets it straight feel the 

spur" (I;ii,148-151) 

Human beings who succumb to their natural instincts are compared to rats 
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or mice (I;ii;l21; I;iv,64). The "blood" imagery utilized by Angelo 

or Isabella to denote the natural impulses is complemented in the lower 

social sphere by crudely explicit metaphorical allusion. Pompey Bum 

refers to Claudio's crime as "groping for trouts, in a peculiar river" 

(I;ii,83). Lucio refers to it as a "game of tick-tack" (I;ii,181), but 

shortly afterwards describes Juliet's pregnancy as a natural, innocent 

and beautiful condition: 

"Your brother and his lover have embrac' d; 
As those that feed grow full, as blossoming time 
That from the seedness the bare fallow brings 
To teeming foison, even so her plenteous womb 
Expresseth his full tilth and husbandry. 11 

(I;iv,40-44) 

This more lyrical tendency is also to be found in the speeches by Claudio 

and the Duke on death. Claudio, for example, talks of death as a bride 

(III;i,83) and subsequently, to express the intense emotion of fear 

h ' h ' hi 51 ' ' 'd ' f h f l' f w ic grips m , conJures up vivi images o tea ter i e: 

11 • • • and the delighted spirit 
To bath in fiery floods, or to reside 
In thrilling region of thick-ribbed ice" 

(III;i,120-122) 

1. 7. Structure 

Measure for Measure, in the form in which Bertolt Brecht was to begin 

the reception process, had atraditionalfive act structure. Originally 

divided by Shakespeare only into scenes 52 , subsequent editors of the 

text have superimposed the act framework. To determine whether the 

inner development of the drama may be subsumed under this act movement 

requires a detailed, step-by-step analysis of the seventeen individual 

scenes. 



1.7.1. Scene Analysis and Discussion 

I;i :The scene takes place in the council-chamber of the Duke's 
palace of Vienna. Es cal us and the Duke discuss the viability 
of electing Angelo to the post of governor in Vienna in the 
Duke's absence. With Escalus' consent Angelo is summoned 
and given full power" ... to enforce or qualify the laws/As 
to your soul seems good" (65·-66), although he is hesitant 
to accept the position as "Mortality and mercy in Vienna" 
(44). The scene continues with the departure of the Duke 
and the decision by Angelo and Escalus to meet and discuss 
their power and function. 

I;ii :The scene is now a street in Vienna where Lucio discusses 
with two gentlemen the Duke's journey, which ostensiblyhasas 
its goal peace-talks with the King of Hungary. Mistress 
Overdone approaches and mentions Claudio's imprisonment and 
impending execution for impregnating Juliet. A proclamation 
is apparently the cause of this dire situation. Pompey enters 
and explains to Mistress Overdone that all brothels must be 
closed. Claudio, the Provost and Juliet approach. Claudio 
bemoans to the Provost the "demi-god", Authority" which has 
ordered his public shaming. Juliet departs with an officer 
and Claudio then explains to Lucio that he has been justly 
arraigned for lechery, but feels that the new governor has 
been too strict. He asks Lucio to see Isabella and persuade 
her to soften his resolve. 
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I;iii:The third scene of the first act takes place in a friar's cell. 
The Duke explains to Friar Thomas his situation. Angelo, "a 
man of stricture and finn abstinence" (12), is now in charge 
of Vienna and is meant to enforce the laws which have lain 
dormant for so long and so encouraged libertinism. The friar 
suggests that the Duke could have achieved this equally as 
well; but the Duke retorts that such an act would appear tyran­
nous, something he does not wish. The Duke wants to disguise 
himself as a friar, wo that he can keep an eye on Angelo. He 
is unsure whether Angelo will be able to remain pure and vir­
tuous in a position of power. 

I;iv :This last scene of the opening act is set in the outer court­
yard of a nunnery. Isabella has just arrived and talks with 
the nun Francisca, making clear that she seeks "strict restraint". 
Lucio comes and tells her of the deed committed by Claudio and 
Juliet. Isabella states that the solution is marriage. Lucio 
explains that the most strict, unsensual Angelo is now governor 
and has enforced the harsh sexual statutes of the city. Isabella 
agrees to try and help her brother Claudio by talking with Angelo. 
She will infonn Claudio of her success "soon at night". 

The first four scenes of the drama clearly comprise its exposition. All 

figures central to the plot enter the stage and the characterization 

necessary for the further development of the action in Act Two is under­

taken - the audience is introduced by indirect means (the Duke's 
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conversation with Friar Thomas) to the ascetic Angelo and, through her 

own words, to the austere Isabella who seeks harsher restrajntfor the 

convent sisters. The exposition does, however, exclude one piece of pre­

history: Angelo's liaison with Mariana is not mentioned until III;i. 

That the two main characters of Angelo and Isabella contain within them 

the seeds of the psychic changes we see take place in ensuing acts is 

suggested by the Duke's statement to the Friar that he must watch over 

Angelo in case power should corrupt, and by Isabella's readiness to 

approach the deputy on her brother's behalf, although, from her strict 

religious viewpoint, she can scarcely condone his deed. Lastly, this 

expositional act contains the thematic direction of the drama. In each 

successive scene the problematical task of adequate law-enforcement is 

the focus of concern. 

As Mary Lascelles points out, the first scene of Measure for Measure 

functions as a form of prologue, and to a certain extent draws apart from 

53 
the rest of the exposition To this end, the Duke's role resembles 

that of a theatre-director as he announces the beginning of action and 

establishes the dramatic situation, thereby endowing the play with its 

experimental, artificial atmosphere. In the second scene the action 

moves to a Viennese street where the dire consequences of the Duke's 

deputation of power, the play's first substitution, are shown on a broad 

scale, not only for the aristocracy, but also for the lower social 

echelons in the city. Angelo has issued a proclamation outlawing extra­

marital sexual relations and prostitution. The incident which sets 

the main plot in motion has resulted: Claudio has been arrested and 

condemned to die for impregnating Juliet. His speech to Lucio touches 

upon the central thematic concern of the drama - the relationship 

between natural and civilized man, between irrepressible human drives 

and necessary legal restraints. In this scene the foil-function of the 
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Viennese underworld figures of the subplot is; established. The anti­

thesis of Angelo and Isabella, they actively encourage illegal sexual 

practices and demonstrate the necessity for a solution to the themati-

cized problem. Unless appropriate measures are taken, Vienna is on a 

course of decay and anarchy. The enforcement of such measures is, as the 

Duke explains in the third scene, Lord Angelo's mission. The Duke, how­

ever, intends to observe his deputy - thus the folk-lore motif of the 

disguised ruler. The scene serves to reassure the audience that the 

play is a comedy and encourages it to relax, to observe the action from 

a distance and to appraise the moral issues which will be raised. Dram­

atic tension is deliberately lowered in this way. The last scene of the 

exposition introduces Isabella, Claudiors sister, and concludes with a 

motif anticipating the second act and rising tension: Isabella agrees to 

meet Angelo and will bring news to Claudio "soon at night". 

II;i • :The scene is set in a court of justice. Angelo and Escalus 
discuss modes of law-enforcement; the latter uses in his 
argument for moderation the possiblity of fallibility on 
Angelo's part. Angelo insists nevertheless on absolute 
justice. At this moment ¢e Provost enters with Elbow, 
Pompey Bum and Froth. A trial begins, which has as its 
subject a crime of a sexual nature. Angelo leaves the 
room, frustrated by Pompey's confusing story. Escalus 
continues the investigation, finally pardoning Froth 
as well as Pompey. Escalus then talks with Elbow, asking 
him to bring good officers to his house. Escalus invites 
the justice to dine with him, stating that he grieves for 
Claudio, but that he has no hope of mercy. 

II;ii :The location has not changed. The Provost enters to find 
out whether Claudio is still to die for a crime which is so 
widespread, and Angelo confir.rns the execution time. Accom­
panied by Lucio, Isabella appears and defends her brother, 
vigorously encouraged by the Provost and Lucio. Angelo 
answers each plea with a counter-argument. Their discus-­
sion centres upon law-enforcement, mercy and human 
fallibility. Angelo requests Isabella to return the follow­
ing day before noon. The Provost, Isabella and Lucio 
depart, leaving Angelo to recite a monologue, in which he 
reflects upon his own fallibility, his own human weakness.­
he is inflamed by physical yearning for Isabella. 

II;iii:The scene has moved to a walled courtyard before a prison. 
The Duke in friar's garb and the Provost are on stage. The 
former is explaining that he wishes to minister to the 
afflicted spirits in the prison, when Juliet approaches. 



The Duke learns of her predicament and of Claudio from 
the Provost, and proceeds to inquire of Juliet about 
her feelings for her lover. He then enters the prison, 
stating t..½at he will visit Claudio. The Provost and 
Juliet lament Claudio's imminent death. 

IJ.:iv :The scene is set in Lord Angelo's house. On his knees, 
he further reflects on his changed condition, on his suc­
cumbing to natural urges. A servant interrupts him to 
announce Isabella's presence. Angelo is again overcome 
by his desire for her, but when she is admitted their 
debate continues. Their roles reverse as Angelo now takes 
the side of natural man, and Isabella that of the law. The 
scene concludes with Claudio's fate apparently sealed -
Isabella refuses to sleep with Angelo and departs to tell 
Claudio that he must prepare for death. 
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From the thematic point of view the four scenes of the second act are 

closely interrelated. Discussion of the conflict between the law and 

the natural, irrational side of human nature dominates the trial of 

Pompey Bum and Froth, the thematically and dramatically important meet­

ings of Isabella and Angelo, and even the short third scene during which 

the Duke interviews Juliet, who realizes her liaison with Claudio is sin-

ful, but still expresses joy at their natural act of love. On the pragmatic 

level, Isabella visits Angelo in the attempt to have her brother pardoned; 

but the hopes engendered at the close of the exposition by this course of 

action are dashed in the last scene of Act Two when she determines to see 

Claudio and "tell him yet of Angelo's request, /And fit his mind to death, 

for his soul's rest." (II;iv,185-186). The main plot movement of the 

second act is thus concluded in this monologue which crystallizes the 

situation and the audience looks forward to a fresh encounter, that between 

brother and sister, which must be climactic. 

The first and the third scene disrupt the flowofthe central action between 

Angelo and Isabella. The former can be understood in two ways. Firstly, 

the predominant tendency of the act is towards reflection: action is 

reduced to a minimum. The first scene encourages this tendency by dis­

appointing audience expectation of the meeting between Angelo and 
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Isabella. Dramatic tension is broken by this intervention of the sub­

plot and the audience forced to relax and to consider thematic questions. 

In this connection, the altercation between the law (Escalus) and the 

underworld (Pompey) serves, secondly, as a foil to the trial of Claudio, 

with Angelo as prosecutor and Isabella as defence lawyer. The third 

scene shows the Duke learning of Claudio's crime and of Claudio's feel­

ings. It is a parallel scene to I;iii. As Mary Lascelles comments: 

"It works a needed change upon the long­
drawn-out dispute between Angelo and 
Isabel, serving a purpose not unlike that 
of sleep in our lives; it changes intricate 
preoccupation in simple sense of impend-
ing disaster. Moreover, it relieves physically, 
even as sleep relieves, yielding a sensation 
as of coolness and freshness ... " 54 

In the second act there is a definite emphasis placed upon the scene to 

the detriment of the act movement. Instead of being subordinate to 

the promotion of rising tension (the traditional task of the second act), 

the main scenes (i, ii, iv), are exceptionally long and devoted to the 

exposition of ideas. In this way, not the audience's emotional capacity 

but, as Anthony Caputi explains, its critical faculty is stimulated 55 . 

The bipartite structure of the individual scenes is determined by the 

lengthy debate carried out by the figures involved. Escalus argues for 

law and the civilized man, Pompey for natural drives and chaos. Angelo 

insists upon the strict enforcement of laws, Isabella upon human weak­

ness and hence upon mercy. A balance is also struck within the act 

when Angelo and Isabella reverse their roles at their second meeting. 

Whereas in II;ii Angelo had represented the law and Isabella humanity, 

in II;iv Isabella is forced to demand her brother's death when Angelo, 

through human frailty, threatens her chastity and so sinks to the level 

of the defendant Claudio. 
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The last scene of the act is particularly significant because of its 

framework structure. The debate between Angelo and Isabella is enclosed 

by two monologues (II;iv,1-17~ II;iv,170-186), in which the two give 

expression to their changed outlooks. These monologues mark significant 

turning-points in the design of the play. Structural principles becoming 

apparent in Act Two and decisive for the general plan of Measure fo~ 

Measu~e are those of repetition and contrast. This is evident not only 

in the parallel trial scenes (Escalus/Pompey,Froth; Angelo/Claudio), 

but also in the grouping of analogous figures (Escalus/Angelo/Isabella; 

Pompey/Isabella/Angelo). 

III;i :The Duke, Claudio and the Provost are together in a court­
yard before the prison. The Duke reassures Claudio about 
his execution and, in a long speech, reconciles him to death. 
Isabella enters, whereupon the Duke and Provost depart, the 
former seeking a place whence he can eavesdrop on the conver­
sation between Isabella and Claudio. Isabella also attempts 
to soothe Claudio, who is at first agreeable. Telling him 
of Angelo's offer, however, Isabella is confronted with the 
demand that she succumb. With harsh words she turns from her 
brother and thereby his execution is decided. But the Duke 
comes forward at this moment; he calms Claudio again, then 
discusses with an acquiescent Isabella his plan to use a sur­
rogate, Mariana, once intended for marriage to Angelo. Such 
an arrangement could free Claudio and bring Angelo and Mariana 
together. 

III;ii :Elbow and his officers enter the courtyard with Pompey Bum in 
their custody. The Duke is disgusted by Pompey and his under­
world occupation and instructs Elbow to incarcerate him. Elbow 
states that he first must be brought before Angelo, which occa­
sions the Duke's vehement wish that those who appear to be 
faultless (Angelo) were in fact so. Lucio appears and a comic 
scene ensues, replete with bawdy wit. The Duke and Lucio then 
talk about the characters of the "absent" Duke and Angelo. 
The main subjects are their individual moral standing and nat­
ural, human libido. Lucio leaves and the Provost, Escalus and 
Mistress Overdone appear. Mistress Overdone is arraigned for 
her bawdiness, but not before she has mentioned Lucio and his 
relationship with Kate Keepdown. Escalus reaffirms the execu­
tion hour, then talks with the "friar" about the "absent" Duke 
and Angelo. The Duke refers again to the fatal consequences 
of hypocrisy for the magistrate. Alone, the Duke states in 
monologue that "He who the sword of heaven will bear/Should be 
as holy as severe" (253f.). He intends to thwart Angelo's 
evil: 

"Craft against vice I must apply. 



With Angelo tonight shall lie 
His old betrothed, but despised: 
So disguise shall be th' disguised 
Pay with falsehood false exacting, 
And perform an old contracting." 

(270-275) 
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The third act contains the climax of the play. Isabella visits her 

brother in prison, explains Angelo's proposition and, begged by a desper­

ate Claudio to submit, turns away in disgust and refusal. Isabellals 

reversal in outlook at this point forms, as does Angelo's in II;iv, a 

central structural pivot of the action of Measure for Measure. As 

David Stevenson notes, Isabella's trans,formati:on from a merciful to a 

rigorous, unforgiving attitude ironically marks, within the total context 

56 of the play, the turning-point toward "real justice and real mercy" . 

The zenitji of the rising action thus occurs at III;i,150. Tension lessens 

with the entrances of the Duke (III;i,151) and the audience prepares for 

the solution to the· problems of the plot promised by the Duke in the mono­

logue concluding III; ii. The play reveals structural syrranetry .• in_ that 

the climax takes place almost at the mid-point of the 2705 lines Cafter 

1261 lines). The new direction which the play follows at this crucial 

moment is signalled by the change from verse to prose, a transition which 

in itself relaxes the emotional tension. 

As Mary Lascelles notes, scene division need only take place when acer­

tain time has elapsed; the place changed or a set of figures has left the 

stage. This being so, there should be no break when Elbow and Pompey 

appear (III,ii), for the Duke has remained on stage and the location, a 

courtyard before the prison, has not altered. By spatial and temporal 

means the unity of the act is guaranteed. Pragmatically, the third act 

sees the intervention of the Duke as an all-powerful figure who s~ands 

in stark contrast to Angelo as he proceeds to establish the plot-motifs 

which will lead to the conclusion and· true justice. In particular he 
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construes the plan of a substitute bed-mate for Isabella, just as he 

had arranged that Angelo should be his own substitute - the repetition 

of certain plot-motifs is an important structure-giving element in the 

drama. The figures of Angelo and Isabella also parallel Claudio and 

Juliet; Angelo's sexual involvement with Mariana exactly duplicates the 

one for which he had sentenced Claudio to death, i:x)thsets of lovers had 

intended marriage, and neither marriage is realized because of problems 

with the dowry. With the introduction of Angelo and Mariana as a couple 

identical to Claudio and Juliet, the audience realizes that the second 

half of the play will mirror the first: Angelo will now be on trial and 

his fate will depend on Isabella, who will be confronted with the same 

moral dilenuna. Such repetition has caused David Stevenson to state that 

Measure for Measure is "overtly, almost grossly, schematic in its archi-

57 
tecture" . A further couple introduced for similar reasons of comparison 

and contrast are Lucio and Kate Keepdown. Mistress Overdone reports 

that Lucio impregnated, then deserted Kate, although he had vowed to marry 

her. 

The second scene of Act Three includes episodes which are clearly intended 

for light entertainment and amusement - they can be justified neither 

thematically nor pragmatically. Such an episode is the witty and obscene 

interchange between Pompey and Lucio (III;ii,40-82). Much of the scene 

results, as Stevenson has remarked, in "greatly reduced tension" 58 . The 

play, he continues, "·seems to relax, to pause for a survey of some of the 

less elevated, more casual aspects of man's liability to sexual desire" 59 . 

Thematically relevant, the comments by Pompey Burn, Mistress Overdone and 

Lucio balance the morally-weighted opinions about natural man voiced by 

Angelo and Isabella. Lucio, in particular, reminds the disguised Duke 

that he too is but a man, who must therefore be merciful. Lucio's state~ 

ments seem to disturb the Duke, who seeks reassurance about his own 

character from Escalus. The underworld fantastic obliges the Duke to 
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reflect upon key concepts such as self-knowledge and the role of the 

magistrate, reflection necessary before the Duke can steer the plot 

towards its denouement. The Duke's monologue (III,ii,254-275) is the 

result of their discussion. It shows that he is now in charge of the 

action and functions very much like an epilogue, summarising theme and 

situation before a retum to feverish plot activity. There is good 

reason to suppose that an interval took place at this time. 

IV;i :The scene is the garden of a moated grange, where Mariana 
is visited by the Duke in his friar's disguise. Mariana 
enters the grange while the Duke talks with Isabella about 
their scheme to deal with Angelo's perfidity. Mariana 
returns and Isabella takes her aside to confer. The scene 
concludes with mutual agreement between Mariana, Isabella 
and the Duke. 

IV;ii :In the courtroom of the prison the Provost leaves Pompey 
Bum and Abhorson to discuss Pompey's suitability as a hang­
man's helper. The Provost returns and requests that the 
block be ready for four o'clock the following day. The Duke 
enters the guardroom in search of Isabella.- who is not yet 
present. The Duke and the Provost talk about the deputy, 
the Duke again declaring that Angelo is acting correctly as 
long as he himself is not subject to the drives he is trying 
to control in others. The Duke assures the Provost that a 
pardon will yet arrive for Claudio. A messenger enters, and 
although the Duke believes it will be a pardon (Angelo having 
realized that he cannot execute someone for a crime of which 
he too is guilty), it is Angelo's order for early execution. 
Producing ducal insignia, the Duke arranges that the Provost 
execute Barnadine in Claudio's place. 

IV;iii:The scene has not changed, and Porrpey enters to describe 
amusingly the gathered prisoners and acquaintances. Barnadine 
refuses to be executed as the Duke had arranged. The Duke 
comes, followed by the Provost, who suggests Ragozine as the 
replacement for Barnadine. After the Provost has departed, the 
Duke writes a letter to Angelo, arranging his public trial at 
the consecrated fount a league outside the city-gates. The 
Provost returns with the head of Ragozine, a criminal who had 
died of natural causes. He is commanded by the Duke to take 
it to Angelo. Isabella enters and is informed by the Duke that 
Claudio has been executed, whereupon she weeps and curses 
Angelo. The Duke gives her a letter for Friar Peter, so that 
he will know to meet the Duke at Mariana's house. Lucio then 
arrives at the prison, and makes injurious statements about the 
Duke in his presence. Isabella leaves and Lucio proceeds to 
worsen his situation in regard to the Duke. 

IV;iv :The scene is now a room in Angelo's house; Escalus and Angelo 
are bemused by the Duke's message, but are prepared to inform 
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the public of the meeting at the fount. With Escalus' de­
parture, Angelo expresses in monologue his fears and thoughts. 
He wishes only that Claudio had lived. 

IV;v :The scene takes place at the consecrated fount~. where the', 
Duke gives Friar Peter more instructions. Ano'l:her companion 
of the Duke, Varrius, appears also. 

IV;vi :Isabella and Mariana, in a street near the city-gate, talk 
of their instructions from the Duke. Friar Peter announces 
that a position has been found for them near the Duke. 

The fourth act of Measure for Measure differs considerably from the two 

which precede it. The long reflective scenes typical of Act Two and, to 

a lesser degree, of Act Three, give way to shorter scenes in which 

Shakespeare's purpose, in answer to the Duke's declaration at the end of 

Act Three, is to unravel a complicated situation as quickly as possible in 

preparation for the last act: 

"Act IV brings us back to the action of the 
play after the long pause of III;ii, and 
Meqsure for Measure begins its complicated 
pattern of descent from its climatic scenes 
to its final resolution. In terms of dramatic 
structure and design, Act IV is largely con­
cerned with plot . . . " 60 

The first scene of the act, the meeting at the moated grange~ is, as 

Mary Lascelles has perceived, favourably placed, because it relieves the 

depression long prison scenes have probably incurred. This· scene also 

reflects I;i in the repetition of the motif of substitution. Only at 

this point does Mariana, like Angelo before her, agree to the Duke's 

scheme. Scene Two and Scene Three see a return to the confines of the 

prison. The substitution motif plays a further part as Barnadine, him­

self intended as a replacement for Claudio, is replaced by Ragozine as the 

victim. The murderer Barnadine, essentially superfluous to the plot mech­

anism, is a contrasting figure to Claudio who recalls Angelo's statement 

that pre-marital intercourse is equally as bad as murder (II;iv,42-46). 

In Barnadine's case, the thematically-based structural principle of 
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repetition for purposes of contrast overrides and retards the act move-

ment, as it had done in the trial scene in II;i, for example. Stevenson 

comments· 

"Barnadine's function in the penultimate moments 
of Measure for Measure, I take it, is to give 
the play, and its audience, a further sense of 
moral perspective." 61 

Humorous episodes have again been incorporated into the plot, which are 

not vital to it, .but reassure the audience that the ending will be a 

happy one. Examples of these are Pompey's quipping with the Provost and 

Abhorson (IV;ii,1-59), and his review of the prison inmates (IV;iii,1-lS). 

The two concluding scenes of the act are problematical. Scene Five has 

caused at least one eminent critic to state: 

"Where, if anywhere, to put IV,5 with its 
peculiar difficulties is a question that 
may never be answered." 62 

The last scene could quite easily be part of the fifth act, since no time 

can reasonably elapse between Friar Peter's "The duke is ent'ring" (14) 

and the entrance of the Duke. Indeed, the fourth act would end most 

appropriately after Scene Four with the Duke's invitation to Angelo to 

meet at the consecrated fount. 

V;i :The scene is a public place outside the city-gates. 
All the main figures of the plot are present - Angelo, 
Escalus, the Provost, Lucio, Isabella and Mariana. '!he 
Duke has just "returned" and is greeted by Angelo and 
Escalus whom he thanks for their service. Friar Peter 
and Isabella approach: the latter brings her complaint 
against Angelo, who asserts that her "wits ... are not 
firm" (33). Lucio interrupts her explanation of the 
Angelo affair and is finrily scolded by the Duke, who 
states his disbelief at her story and orders her arrest. 
Before her removal, Isabella cites Friar Lodowick (the 
Duke's alias) as her accomplice. The Duke sends for the 
Friar, whom Lucio in the meantime has accused of insult­
ing the Duke. Friar Peter approaches and defends not only 
Angelo but also Friar Lodowick, who, as Peter reports, is 
sick with fever. The trial begins. Mariana, in a veil~ 
is· the first witness and is interrogated by the Duke, him-. 
self constantly interrupted by Lucio. Mariana states that 
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she will not remove her veil until told to do so by her hus­
band. Angelo then demands to see her face, at which point, 
significantly, she removes it. Angelo confesses his relation­
ship with Mariana, who asserts that the marriage has now been 
consummated, which baffles Angelo, who requests of the Duke 
that he be allowed to handle the case. The Duke consents and, 
sending for Lodowick, absents himself. The Duke, disguised 
once again, returns and is almost imprisone·d by Es cal us for 
his slanderous statements about Vienna's perverted condition. 
Lucio harangues the disguised Duke and, enraged, tears the hood 
from his head. All is thus revealed. The trial proper begins. 
Angelo confesses instantly and requests that he be executed. 
The Duke commands him firstly to marry Mariana, and only after­
wards to be executed. The Duke excuses himself before Isabella 
that he could not prevent Claudio's execution. Angelo returns 
from the nuptial ceremony and is sentenced to die. Mariana begs 
for his life and implores Isabella to help her. The Duke points 
out that she could do this despite the fact that Angelo caused 
her brother's death. Isabella kneels on Angelo's behalf. With­
out pronouncing his decision, the Duke turns to the Provost and 
asks why he put someone to death on the strength of a private 
measure. The Provost, however, produces Barnadine and the masked 
Claudio. Claudio's disguise is removed and he is pardoned. The 
Duke seeks Isabella's hand in marri.u.ge. Lucio, finally, is ordered 
to marry Kate Keepdown for slandering a prince. 

The final act of the play is a closed and unified whole, because its 

entire action occurs in the one place, at a fount outside the city, and 

in strict, causal sequence. There are no time gaps in the dramatic action -

after the Duke's entry the plot moves swiftly toward denouement. Dramatic 

tension rises within the act itself as the Duke deliberately delays any 

intervention or revelation. Isabella approaches and accuses Angelo, as 

the "friar" had advised her to do, but the Duke orders her arrest. The 

intention is, clearly, not only to put Angelo on trial, but also to test 

Isabella by frustrating her and thereby inciting violent anger and deeper 

revenge. After this her request for mercy, which she could not voice for 

her own brother, has much greater effect and significance. The trial 

scene arranged by the Duke differs from the others in the play, for the 

defendant is now the judge. Whereas in the trial scene of II;iv Angelo 

the judge became Angelo the criminal with his proposition to Isabella, 

here the a~cused is called upon to judge, in effect, himself. Note-

worthy, too, is that the second half of the play, dealing with the fate 

of Angelo and Mariana (equivalent to Claudio and Juliet), ends differently 
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from the first, with mercy for the accused man, not condemnation. Motif­

repetition for purposes of contrast occurs also when three marriages 

are confirmed and one seems most likely. Lucio, Angelo and Claudio must 

all marry the women with whom they had illicit relationships; and the 

Duke asks Isabella if she will marry him. In this way all strands of 

the dramatic action are satisfactorily concluded. 

1.7.2. Conclusion 

The design of Measure for Measure is determined by a bipartite structural 

principle of repetition for reasons of contrast. The German scholar 

Horst Oppel notes the value of this structural feature in Shakespeare's 

oeuvre: 

"Konstrastwirkungen in der Hand! ungs­
fuhrung eines Shakespeare-Dramas sind 
so offensichtlich, daB sich schwerlich an 
die Interpretation auch nur eines einzigen 
St~ckes denken lieBe, bei der nicht davon 
die Rede sein muBte." 63 

In Measure for Measure the principle is based upon the titular and them-

atic concept of "measure" for "measure". One action or "measure" is 

constantly being contrasted with another. The most inq;iortant example 

is Claudio's relationship with Juliet and Angelo's with Mariana. The 

play falls into distinct, symmetrical halves which mirror one another in 

detail, clearly highlighting this structural principle. The first half, 

which is dominated by the figure of Angelo, begins with the Duke's depu­

tation of power in I;i, and ends not only with what is essentially the 

trial scene of Claudio in II;iv, but also with two reversals in character 

by Angelo and Isabella. Angelo the judge sinks to the same level as 

Claudio, that of criminal, when he propositions Isabella. Isabella, who 

had sought mercy, now seeks the death-penalty. The climax of the first 

half lies in III;i, with Isabella's delivery of the verdict to Claudio. 
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The second half commences also with the substitution motif when, in 

III;i, the Duke, who has replaced Angelo as the catalyst of the dramatic 

action, suggests that Mariana replace Isabella as Angelo's bed-mate. 

It closes, again corresponding to the first half, with the trial of Angelo 

arranged by the Duke. The same reversals occur when the Duke asks 

Angelo to judge the case, his own case, and when Isabella, again the 

crucial person, changes her verdidt of the same crime. Angelo the defen­

dant becomes Angelo the judge, and Isabella's rigour is superseded by 

mercy. To a certain degree there is justification in dividing the play 

into two unequal parts, the first ending with the Duke's monologue in 

III;ii, the second beginning with Mariana's agreement to the plan in 

IV;i. This does not really disturb the play's true symmetry, however. 

With the Duke's suggestion of a substitution in III;i there is-nodoubt 

that his plan will be executed. Mariana's agreement does not even war­

rant stage-time. 

This inner structure does not conflict with the outer division into 

acts and scenes. The first half of the play climaxes in the third act 

with Claudio's death-sentence: it concludes the rising action of the 

second act. The expositional first act applies not only to the first 

half, but to the entire play: the second half of the play's development 

cannot be separated from the first, but comprises its thematic and prag­

matic continuation and resolution. Stanton Millet concludes: 

"Looking at Measure for Measure in simplest outline 
form makes the real unity of structure apparent. 
Act I presents all of the problems involved in the 
theme of government; Act II is devoted to Angelo's 
and Isabella's false ideas of law and judgement; 
Act III, by way of contrast, presents the Duke's 
true understanding of government; and Acts IV and 
V'bring together the two opposing theories which 
have so far been developed separately. This extended 
contrast and comparison develops and explains all of 
the questions posed in Act I. •• 64 



The second act, though, shows the tendency away from the act movement. 

The subplot disrupts at length (II;i is the longest scene of the play) 

the forward movement of the action. Together with the long second and 

fourth scenes, it demonstrates Shakespeare's concern to reflect upon 
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the issues at the heart of the play. Other episodes, such as the one 

concerning Barnadine, are also evidence of this intention. However, the 

loose, episodic tendency particularly apparent in II;i does not mar the 

unity of the play. A general principle of "quail ta ti ve unity" , based on 

that of contrast, may be distinguished: 

"... in spite of a not infrequent failure to bring 
their different actions together in a unified piece 
of plotting, Elizabethan dramatists often achieved 
a kind of unity ... by throwing the different actions 
into some relation of reinforcing, complementary, 
or contrasting tones: for example, in repeating the 
same theme in different keys ... " 65 

R.B. Pa.rker refers to the rhythmic quality of Renaissance drama: 

" . . . the chief principle of Renaissance structure 
is unity in multiplicity . . . the parts being re­
lated sequentially but not causally, and some ... 
added purely for rhythmic purposes, as repetition 
or contrast, without furthering the cause-and-effect 
plot-line at all." 66 

In his treatise on Shakespeare's problem plays, Ernest Schanzer defines 

the genre as one "in which we find a concern with a moral problem which 

is central to it, presented in such a manner that we are unsure of our 

moral bearings, so that uncertain and divided responses to it in the 

67 
minds of the audience are possible or even probable." . The problem 

play thus seeks intellectual, not emotional reactions. A structural 

analysis of Measure for Measure lends support to its classification as 

such a play. Its structure clearly forces the audience to reflect upon 

thematic issues, to adopt a critical stance which hinders emotional 

identification. 
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1.8. Open and Closed Form in Measure for Measure 

As Volker Klotz remarks in his study of open and closed dramatic form, 

the playwrights of the English Elizabethan period showed a clear pref~ 

erence for the open form. This tendency, he continues, is however not 

as marked as in German literary tradition. In contrast to the extreme 

"open" nature of plays written by J.M.R. Lenz or Buchner, for example, 

Shakespeare's works for the stage, including Measure for Measure, contain 

elements of both the open and the closed dramatic forl!I. 

Instead of a drcrmatis pePsonae consisting only in members of the arist­

ocracy, individuals belonging to the lowest levels of society are permitted 

to appear: Pompey Bum, for example, a conunon tapster in a brothel, has a 

_ speaking role comparab):e to those of either Claudio or Es cal us, both of 

high social standing. The pluralistic nature of the cast, already 

typical of a mixed dramatic form, requires corresponding types of lang­

uage. The audience is indeed confronted at one moment with monologues 

and moral maxims utter~d in verse, at the next with everyday, spontaneous 

remarks, conversation and crude imagery in prose. 

Further evidence of the presence of elements belonging to both the open 

and ciosed drama is supplied by reference to the play's structure and 

form. Shakespeare disregards the three unities adhered to so oonsistently 

by the d:lassical French dramatists in particular. The location changes 

frequently and oscillates widely between the haunts of the underworld 

figures and the inner sanctum of the Viennese governmental circle, the 

council~chamber. Not only does the action take approximately four days 

to reach a d~nouement (rather than Aristotle's twenty-four hours), but 

the author's relaxed attitude towards the question of time results in 

numerous discrepancies in the text. It must be noted, though, that 
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Shakespeare's anti-Aristotelean inclinations in Measure for Measure are 

by no means as strongly evident as· in his historical plays·. In King John, 

for instance, geographical location chanqes on an epic scale (the action 

oscillates between England and France). The second part of his treatment 

of the life of Henry the Fourth begins shortly after the rout of the 

rebels at Shrewsbury and ends with Henry's death, a time-span of ten years. 

Although the greater part of the plot of Measure for Measure comprises a 

closely-knit, causally-related sequence of events, each dependent upon, 

and following, the other (again required by Aristotle and reiterated by 

post-Shakespearean dramaturgists such as Lessing and Schiller), episodes 

have been inserted which are pragmatically superfluous, but function as 

thematic foils to the main action: 

"This sense of episode ~lies not developed 
situations which are essential parts of a 
whole, but variable particulars or details 
as distinct from the general essentials of 
the action, and it suggests the sense of 
something subsidiary or additional to the 
plot - relevant, and useful to clarify or 
amplify it~ but not absolutely essential." 68 

Here the model for the open drama's emphasis upon the scene to the detri­

ment of the act is to be found. The play does, however, conform to the 

outer act structure, with exposition, climax and solution in the closed, 

Aristotelean manner: 

"Having thus distinguished the parts, let us 
now consider the proper construction of the 
Fable or Plot, as that is at once the first 
and the most ~ortant thing in tragedy. We 
have laid it down that a tragedy is an imi­
tation of an action that is complete in 
itself, as a whole of some magnitude; for a 
whole may be of no magnitude to speak of. 
Now a whole is that which has a beginning, middle, 
and end. A beginning is that which is not 
itself necessarily after anything else, and 
which has naturally something else after it; 
an· end' is that which is naturally after 
something itself, either as its necessary 
or usual consequent, and with nothing else 
after it; and a middle, that which is by 
nature after one thing, and also has another 
after it." 69 
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2. From Measure for Measure to the Vienna-version: 

The Genesis of Die Rt.mdk8pfe und die Spitzk8pfe 

An exact determination of the date upon which Bertolt Brecht began his 

adaptation of William Shakespeare's Measure for Measure is difficult to 

provide. The official Bertolt Brecht-Archiv catalogue, the 

Bestandsverzeichnis des literarischen Nachlasses 70 , contains fragmentary 

evidence that work had already commenced in 1929 71 Further, Ludwig 

Berger, who had commissioned the adaptation for Berlin's Volksbllline, 

states in his report on his collaboration with Brecht that they had begun 

work towards the end of the 1920 1 s: 

11 • • • so erinnert mich diese Paradoxie an meine 
Shakespeare-Gespr~che mit Bertolt Brecht Ende 
der zwanziger Jahre in Berlin ... Wir begaben 
uns damals gemeinsam an ein Experiment. Ur­
sprunglich sollte es eine Bearbeitung von MaB 
fur MaB werden ... 11 72 --

• 1 ah rnak f ' d • 73 b f • Gise a B r es re erence to Berger s ating , ut pre ers to cite 

Klaus V8lker who, in his Brecht-Chronik, establishes November 1931, as 

74 • II the date of commencement ; and modern scholarship adopts Volker' s 

dating unanimously. 

According to Volker's analysis then., it must be assmned that between 

November 75 1931, and January 30, 1933 , Brecht completed a total of 

five versions of the adaptation (BBA 253, 254, 256, 260, 261). The 

titles of the various versions range from MaB f~r MaB oder die Salzsteuer 

Nach Shakespeare von Brecht (BBA 253) to Die Spitzk8pfe und die Rundk8pfe / 

oder/ Reich und reich gesellt sich gern (BBA 261). Apart from these 

five complete versions, it is possible, on the basis of fragments, scene­

plans and Ludwig Berger's contributions (the scene containing Isabella's 

visit to Angeler, the exchange with Mariana and the final scene 76 ) to 

reconstruct Brecht's first attempt to come to terms with the Shakespearean 

model. This incomplete version, which has been called the Vienna-version, 

most closely resembles Measure for Measure. 
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It cannot be determined with any certainty which of the early versions 

of the adaptation was presented to the Volksblhi.ne for consideration. 

Goldhahn suggests: 

"Die Bearbei tung - sie trug den Ti tel Die Rundk8pfe und die 
Spitzk.8pfe oder Die Salzsteuer - wurde von der Volksbilhne 
wegen der allzu deutlichen Beziehungen zur damaligen 
deutschen Gegenwart abgelehnt ... " 77 

Despite the incorrectness of this title (there is no such entry in the 

Bestandsverzeichnis des literarischen Nachlasses), the mention in it of 

the salt-tax would tend to suggest that BBA 253, the only manuscript whose 

title has a reference to the salt-tax, represents the final stage of any 

commissioned work. As Goldhahn states, it was refused by the Volksbilhne 

management, most probably owing to political considerations 78 . From 

Brecht's correspondence it becomes apparent that BBA 253, the only manu­

script title containing a direct allusion to Measure for Measure (MaB fur 

MaB) was completed in mid or late 1932. In a letter to Hanns Eisler sent 

from Utting in the summer or autumn of that year, Brecht states: 

"Die MaB ftlr MaB-Bearbeitung ist fertig und ganz gut 
(unauffuhrbar) geworden." 79 

The fate of the fifth of the complete texts (BBA 261), originally to have 

been published by the Kiepenheuer-Verlag in early 1933 in the Versuche 

series, was determined by Adolf Hitler's rise to power. The National 

Socialists confiscated the plates necessary for its printing, and conse­

quently it was first published in 1959 by the Suhrkamp-Verlag. With 

Hitler's acceptance of the chancellorship and the ensuing Reichstagsbrand 

Brecht left Germany on February 28, 1933, visiting Czechoslovakia, Austria, 

Switzerland and France before settling in December 1933, on the Danish 

island of Filnen. With the collaboration of Per Knutzen, Margarete Steffin 

and Hanns Eisler, the latter of whom arrived on Fun.en in March 1934, 

work continued on the play, extant in the form of the Kiepenheuer print­

proofs which Brecht had managed to retain. Knutzen, apparently assuming 

a manuscript to be ready, wrote to Brecht on January 22, 1934, inquiring 



52 

80 
about the play But even in April and May of 1934 Brecht reports by 

letter to Karl Kersch that he is still working on the "Peakhead" or 

Versuche manuscript: 

"Ich stecke immer noch in schwerer Arbeit an den 
Spi tzkopfen " 81 

A further version (Die Rundk8pfe und die Spi tzkopfe. Mi t einer Musik 

von Hanns Eisler (BBA 257)) was not completed until late May or early 

June 1934. In another letter to Kersch, which the editor of Brecht's 

correspondence dates "Mai/Juni 1934", Brecht states: 

"Das Stillschweigen kam von einer letzten Kraft­
anspannung fur die Rundkopfe, die wir ... ganz 
befriedigend in Ordnung bringen konnten." 82 

BBA 257 represents a turning-point in the growth of the new play: it 

contains the eleven scenes found in the final version 83 

A Danish newpaper, Berlingske Tidende, announced on June 10, 1934, that 

Brecht's play, with the sub-title "Ein sa:tirisches Drama zum Rassenproblem 

von Bert Brecht, Musik Hanns Eisler" 84 , would have its world premi~re in 

85 
Copenhagen . And indeed, in September 1934, Brecht was in Copenhagen 

discussing with Per Knutzen the possibility of staging the Rundkopfe play. 

These discussions with the Danish producer finally bore fruit much later, 

however, on November 4, 19 36, with the premiere in Copenhagen's experi-

mental theatre "Riddersalen". It should be noted that by 1936 Brecht had 

already attempted more than once to have his play produced (Paris, 1933; 

86 New York, 1935 ). The version corresponding most closely to this 

Danish-language production is BBA 259 87 

On October 3, 1934, Brecht travelled to England where talks took place 

with Wieland Herzfelde of the Malik-Verlag 88 concerning an envisaged 

1935 publication of Brecht's complete works. There can be no doubt that 

further rewriting had been undertaken between June and late September 

1934, one product of which, BBA 431, is the version seemingly intended 
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by Brecht for publication by Malik. On the second title-page of a 

carbon-copy of BBA 431, BBA 2151, the original of which may be found in 

the Lenin library in Moscow, one discovers what is presumably the date 

of receipt of the manuscript, "25.9. 34", also "Malik-Verlag", "1935", 

the intended year of publication, as well as instructions for the com­

positor, probably written by Wieland Herzfelde himself. The complex of 

manuscripts beginning with BBA 431 (BBA 430, 2151) marks the final stage 

of the development of the play; at this point the texts are very similar 

to those published. BBA 2151, for example, contains the name-changes from 

Judi th and Eskahler to Nanna and Missena. 

The play was not published by the Malik-Verlag until 1938 in the second 

volume of the Gesamrnelte Werke; as Gisela Bahr notes, there is no model 

in the archives for this published version, nor, indeed, for any of the 

published versions 89 The play was next published in the fourteen volume 

Suhrkamp/Aufbau edition of the Stucke (1957), and then again in volume 

three of Suhrkamp' s twenty volume edition (Gesarnmel te Werke in 20 Bgnden 

(1967)). An English translation by N. Goold-Verschoyle appeared in the 

fifth number of International Literature (Moscow) in 1937. The first 

production on the West-German stage took place on October 21, 1962, at 

the Eandestheater in Hannover, under the direction of Gunter Fleckenstein. 

The play was first performed in East-Germany on April 12, 1964, at the 

Landes theater in Halle, where the director was Kurt Veth 90 . 



Excursus: Brecht's Theory of Adaptation and his Attitude towards 

Shakespeare 1926-1936 

I 
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Brecht's ideas about dramatic adaptation do not fonn a systematic unity 

within this period, but are to be found in numerous, isolated contexts 

such as radio broadcasts, newspaper articles and private work notes. 

They are linked with his attitude toward the classical writers, not only 

the German such as Schiller, Goethe or Hebbel, but also the English, in 

particular Shakespeare. 

Brecht's first extended treatment of the adaptation theme is c~ntained in 

a group of observations compiled by the editor of the Gesammelte Werke 

under the title "Materialwert" 91 . Probably written in early 1926, they 

are the product of the aggressive, polemical Brecht striving to discard 

the old in favour of the new: 

"Es ist ein groBes allseitiges Interesse dafur 
vorhanden, daB nichts direkt Neues gemacht wird. 
Dieses Interesse herrscht auf allen Gebieten und 
ist dasjenige der Leute, die sich bei den alten 
Dingen und Verl~ufen wohl flihlen. Es ist ver­
s~dlich, daB bei jenen, die etwas Altes nicht 
mehr haben wollen, die Meinung vorherrscht, ihr 
schlimmster Anblick seien jene, die sich wohl 
flihlen." (GW, 15 ,p.105) 

The main section of this polemical tract comprises a re-interpretation of 

the motivation of the Vandals, the wilful destroyers of Roman statues. 

Because the Vandals had not learnt the skill of writing, it was left to 

the Romans to record their activities. They concluded that the Vandals 

either did not like the Roman style of art or did not like art at all. 

According to Brecht, however, they were not fanatical aesthetes displeased 

with any particular fonn or direction or artistic creation; they empha­

sized on the contrary the "substance-value" (Materialwert") of art-works -

the wood used in the construction of statues could be put to better use 
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in building fires. Their attitude towards culture was one of disrespect, 

an outlook Brecht advocates in conclusion as the only manner in which the 

artist can discover the "substance-value" of an entity: 

"Es mag in einem hoheren Sinn gegen uns sprechen 
(wie wir uberhaupt von hoherer Warte zunachst 
schlecht abschneiden), daB wir den Vandalismus 
nicht vom ethischen Standpunkt aus beurteilen, 
sondern daB wir lediglich daraus eine Lehre 
ziehen wollen. Sie ist: daB man nur durch Schnod­
drigkeit zum Materialwert einer Sache kommen 
kann." (§'.!_,15,pp.105-106) 

Brecht does not therefore represent a radically negative appro~ch to the 

cultural products of the past, as his opening statements may have suggested. 

The adaptation process inplies an arrogant, provocative extraction of the 

valuable "substance" from a work of art. In the majority of cases, Brecht 

determines that solely the plot of a dramatic work is of value. For 

example, only the plot of Hebbel's Herodes und Mariamne is deemed worthy 

of retention, and even then the last act should be omitted! Brecht uses 

the image of a partly dismantled coach. As a coach it has outlived its 

purposes for a technological age; its parts, though, may still be of 

service in the creation of new products. An adaptation of Schiller's 

Wallenstein would also contain much of the plot, but it would require 

editing and an entirely new direction in the meaning of the play: 

"Das Stuck Wallenstein ... enthalt ... einen 
gar nicht geringen Materialwert; die historische 
Handlung ist nicht ubel eingeteilt, der Text auf 
ganze Strecken hinaus, richtig zusammengestrichen 
und mit anderem Sinn versehen 7 schlieBlich ver­
wendbar." (GW, 15 ,p .106) 

In this context Brecht cites Ludwig Jessner, "der von der Presse gefeierte 

Anfuhrer des derzeitigen Vandalentums auf dem Theater" (GW,15,p.107), who 

had revived Goethe's Faust for the contemporary German theatre. By means 

of extensive editing and restructuring and by stressing sections neglected 

by Goethe, Jessner had discovered the "substance-value" of the classical 

work. "Substance-value" can be equated to the other central Brechtian 

concept of "use-value", which he expounds in his lyric theory. Classical 



dramas may be dissected and the parts judged from the point of view of 

their usefulness for the modern age. Only in this way is it possible 

to develop a modern repertoire: 

"Wie soll man denn ein Repertoire aufbauen 
II 

konnen, wenn man diese Sachen durch Argumente 
zerstort und als Ganzes ablehnt?" (GW, 15,p.106) 
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92 
Brecht was a violent critic of the culinary misuse and reverent treat-

ment of the classical repertoire by the bourgeois theatre. For the sake 

of self-preservation it had experimented on a formal plane with the clas­

sical drama, but unsuccessfully. Brecht states in "Wie soll man heute 

Klassiker spielen?" 93 that only through the adoption of "new viewpoints" 

("neue Gesichtspunkte") and their application in the adaptation of the 

bourgeois classical repertoire could the latter survive. A "new view­

point" might find expression on either the formal or the thematic plane. 

In his 1929 essay "Reinhardt/Jessner/Piscator oder Klassikertod?", which 

discusses twentieth-century drama and its relationship to the classics, 

Herbert Ihering praises Brecht's adaptation of Christopher Marlowe's 

Edward the Second for its objective, "epic" style: 

"In einer Zeit, in der die Gr8:i3e des Individuums 
selbst fraglich geworden war, konnten Postamente 
nicht helfen. Fur GroBe muBte ein anderer Begriff 
gesetzt werden. Brecht setzte fur Gr8Be: Distanz~ 
Das ist seine theatergeschichtliche Tat. Er ver­
kleinerte die Menschen nicht. Er atomisierte die 
Figuren nicht. Er entfernte sie. Er nahm dem 
Schauspieler die .,Gem\itlichkei t", die sich tem­
peramentvoll anbiedert. Er forderte Rechenschaft 
ifuer die Vorgange. Er verlangte einfache Gesten. 
Er zwang zu klarem, klllilem Sprechen. Keine 
Gefuhlsmogelei wurde geduldet. Das ergab den 
objektiven, den ,.epischen" Stil. 11 94 

Erwin Piscator had revived Schiller's Die R.l!uber by weakening the role of 

Karl Moor in favour of Spiegelberg. Both Brecht and Ihering deemed this 

production significant because of its thematic re-evaluation ("Weil sie 

dem Theater ... statt asthetischer Finessen wieder Inhalt zufuhrte, 

Subs tanz ... " ( GW, 15 , p . 180) . 
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II 

Brecht considered Piscator's political emphasis increasingly important. 

He was, however, against classical adaptations such as Die R~uber until 

the theatre as a social institution could accommodate and make effective 

contemporary dramaturgy with its revolutionary orientation: 

"Ganz unumwi.mden: Ich meine, daB es nicht den 
geringsten Sinn hat, ein Stuck van Shakespeare 
aufzufuhren, bevor das Theater imstande ist, 
die zeitgenossische Produktion zur Wirkung zu 
bringen." (GW, 15 ,p.113) 

He stresses this point in a fragmentary text given the title "Kein 

Interesse am Stoff" by the Suhrkamp editor: 

"Ein langst flilliger Einwand gegen uns ist, daB 
man uns ungeheuer gef8rdert hat. Zu diesem 
Zweck hat man uns die vorhandenen, v811ig ein­
gerichteten alten Theater uberlassen, die uns 
schlankweg erledigten ... Es warder Ehrlichkeit 
des Prinzips wegen anerkennungswert, zum Beispiel 
van Shakespeare das aufzufllilren, was das zeit­
genossische Theater erfassen konnte, aber es wlire 
n8tig gewesen, das sich anzusehen, was das Theater 
al.So erfassen konnte, und zuzugeben, daB es bei­
nalie. nichts war." (.§'.!_,15,pp.114-115). 

According to Brecht then, the entire theatre apparatus at the disposal of 

the modern playwrights was of little use and, if used, detrimental to the 

d . 95 new pro uctions . The classical works, on the other hand, could be 

utilized. Brecht compares. their manipulation by the modern theatre in 

its pre-epic state to the slaughter of "completely healthy pigs" for the 

production of clothes-brushes - the modern theatre abused the classical 

works. Among the classical dramatists, Shakespeare was, to continue 

Brecht's metaphor, an outstandingly "healthy pig". 

In the notes to his 1928 production of Die Dreigroschenoper, Brecht makes 

a reference to the Elizabethan drama, which is characterized as "dynamic", 

"idealistic" and as "focusing upon the individual" ("dynamische, ideell 

gerichtete, das Individuum behandelnde Dramatik" (GW,17,p.998)). Although 

its overriding tendency is idealistic, Brecht distinguishes a form of 



materialism: 

"Hierin lebt ein Etwas jenes Baconschen Materialismus, 
und auch das Individuum selber hat noch Fleisch und 
Bein und widerstrebt der Formel." (~, 17 ,p. 999) 
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This materialism consisted in the attitude the writers displayed towards 

their dramatic material, the individual. They portrayed an individual 

existence in its totality and thereby imbued their works with vital, dynamic 

qualities: 

"Die Konstruktion beseitigte hier nicht die 
Abweichungen der Individuen von ihrem grad­
linigen Lauf, welche "durch das Leben" verur­
sacht werden (hier spielen allerorten noch 
Beziehungen nach auBen herein, zu anderen 
"nicht vorkommenden" Angelegenheiten, der 
Ausstich des Spatens ist ein viel gr8Berer), 
sondern sie verwendet diese Abwe:ichungen als 
Motoren der Dynamik ... Die ganze Wucht dieser 
Dramatik kommt von dern Aufsarnmeln der Wider­
stlmde." (GW, 17 ,p. 998) 

They did not try to excise or rearrange elements of the plot which might 

not conform to a certain pattern - the "material" retained its peculiar 

character. Epic forms are the artistic consequence of this materialistic 

outlook: 

"t'.lberall aber, wo es Materialisrnus gibt, entstehen 
epische Formen in der Dramatik ... " (GW,17,p.999) 

The prototype for this abstract analysis of Elizabethan dramaturgy may 

be found in Brecht's 1927 discussion of Shakespeare in the "Vorrede zu 

Macbeth". In the manner of an epic writer, Shakespeare records 

("berichtet") human existence objectively, allowing it to take its natural 

course. He does not manipulate his material (again the fate of a single 

individual): 

"Shakespeare biegt keineswegs den Verlauf eines 
Menschenschicksals im zweiten Akt etwas zurecht, 
um einen funften Akt zu erm8glichen" (GW,15,p.119) 

The formal consequence of the illogical, constantly disrupted and contra­

dictory sequence of events so typical of life is, Brecht notes, the 

decentralization of the dramatic scenes ("szenische Dezentralisierung"), 



a strong feature of his own productions for the epic theatre. Form 

reflects content: 

"In der Zusanunenhanglosigkeit seiner Akte erkennt 
man wieder die Zusanunenhanglosigkei t eines· 
menschlichen Schicksals ... " (GW,17,p.119) 

In contrast to German classical writers like Schiller or Hebbel, 

Shakespeare does not envelop his plots in ideological constructions -
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the task of interpretation or the attempt to change the state of the 

portrayed material is left to the spectator ("Bei ihm konstruiert der 

Zuschauer"). This means that in his treatment of the best Shakespearean 

plays there is no need for the adapter to undertake a thematic or ideo­

logical re-evaluation or correction. Shakespeare's plots provide an 

undistorted depiction of reality, they are "pure material": 

" ... eine Generation, die gut getan hat, die 
ganze Klassik aus ihrem Ged&chtnis auszutilgen, 
da sie ohne eine Umwertung der wesentlichsten 
Ideenkomplexe gar keine Existenzm8glichkeit 
hat, (fande) hier in der Dramatik des Shake­
speare das tr8stliche Beispiel flir die M8glich­
keit reinen Steffes ... " (GW,17,p.119) 

Brecht considered that the best Shakespearean works could not yet be 

staged because, in their epic-materialistic totality, they conflicted 

with contemporary aesthetic beliefs (Brecht cites Alfred Doblin's dictum:' 

man k8nne aus einem Drama niemals das Leben, sondern nur den 

Geis tes zus tand des Drama tikers erfahren. " ( GW, 15, p .118) ) and there fore 

exceeded the confines of the present theatre. On the other hand, though, 

it is obvious that for Brecht Shakespeare could be included without dif­

ficulty in the repertoire of the rapidly developing epic theatre. Only 

the "epic style" would do full justice to the "philosophical content" of 

his works: 

"Es gibt einen einzigen Stil fur das heutige 
Theater, der den wirklichen, nrunlich den 
philosophischen Gehalt Shakespeares zur 
Wirkung bringt, das ist der epische Stil." 
( GW, 15 , p . 118) 
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II 

What does Brecht mean by "philosophical"? Klaus-Detlev Muller declares 

in his excellent study that "philosophical" theatre is "Marxist" 

96 theatre . In this connection he refers to Brecht's following comment 

II 

from his 1929 analysis of Jessner's production of Odipus: 

"Die Entwicklung des groBen Dramas und des 
groBen Theaters fuhrt in diesen Jahren 
Deutschland - das Fachland fur Philosophie:. 
Die Zukunft des Theaters ist eine philo­
sophische." (GW, 15 ,p.184) 

Nevertheless, it is difficult to understand how Brecht could describe 

the content of Shakespearean plays as "Marxist"! Brecht stated much 

later, in the 1953 "Katzgraben-Notate": 

"Mein Theater ... ist ein philosophisches, 
wenn man diesen Begriff naiv auffaBt: Ich 
verstehe darunter Interesse am Verhalten 
und Meinen der Leute." (GW,16,p.815) 

This is a broader definition of the term and might be applicable in the 

context of the "Vorrede zu Macbeth": Shakespearean theatre, therefore, 

as philosophical in the sense of being concerned to describe human 

attitudes and behaviour. In this particular case, :-though, the term seems 

to mean: "preserving the truth of life" ("jene Wahrheit des Lebens ... 

konservieren"} , delineating reality in its en tire ty: 

"Das war das Th.eater . . . wo die Wirklichkei t 
nicht in einem Tagesausschnitt, sondern in 
ihrer ganzen Ful.le und Widerspruchlichkeit 
abgebildet war." 97 

III 

In two further texts, probably written in 1927, Brecht continues his 

praise of Shakespeare. In "Jiu Jitsu" (=die l.eic1lte, die frohliche 

Kunst)" Brecht admires Shakespeare's treatment of language, concluding: 

"Aber eines solchen Mannes Interesse verteilt 
sich von vornherein richtig." (GW,15,p.120) 

98 In "Hei terkei t der Kunst" Brecht discusses Shakespeare's great artistic 

ability and understanding (in introducing in Hamlet the scene where 
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Hamlet sees Fortinbras' army march past). At the same time, however, 

as he investigates Shakespeare from an artistic viewpoint, Brecht engages 

in historical and sociological studies which concentrate more upon the 

actual content of Shakespearean drama and effect not only a change in his 

conception of the Elizabethan dramatist, but also of the question of 

adaptation. 

II 

In "Soll ten wir nicht die Asthetik liquidieren'?" (GW, 15 ,pp .126-129) , 

Brecht's answer in the June 1, 1927 edition of the Berliner Borsen­

Courier to Fritz Sternberg's anonymously published text "Der Niedergang 

d D /B • f • • k " 99 h th th es ramas rie an einen Dramati er , Bree t states at e great 

Shakespearean dramas, "the basis of our dramal', no longer have any effect. 

Producing at the turning-point from feudalism to capitalism, the plays 

have been "annulled" by the subsequent development of capitalist society. 

Shakespeare has become irrelevant and the continued performance of his 

works unjustifiable. Brecht clarifies his position in the record he 

kept of the debate broadcast by Colo~ Radio between himself, Ernst Hardt, 

Fritz Sternberg and Herbert Iherihg. Addressing Hardt, Brecht remarks 

upon the uncomfortable feeling experienced when viewing certain plays, 

such as Shakespeare's Othello or even Brecht's own Tronuneln in der Nacht. 

This does not arise because the plays are not aesthetically pleasing, 

but because they convey a false picture of contemporary social reality. 

Shakespearean drama, which, as Herbert Ihering points out, deals with 

the fate of the individual, for example with the private tragedy of King 

Lear, is no longer adequate at a time when the fate of the proletariat is 

at stake. Sternberg declares: 

"Und so wurde das Shakespearische Drama 
zum Drama des mittelalterlichen Menschen 
wie des Menschen, der sich imrner mehr als 
Individuum zu entdecken begann ... " (GW,15,p.148) 
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Echoing Sternberg, Brecht states: 

"Ja, die groBen Einzelnen! Die groBen Einzelnen waren der Stoff ... 
Shakespeare treibt durch vier Akte den groBen Einzelnen, den Lear, 
den Othello, den Macbeth, aus allen menschlichen Bindungen mit der 
Familie und mit dem Staat heraus in die Heide, in die vollstandige 
Vereinsamung, wo er im Untergang sich groB zu zeigen hat." (GW,15,p.149) 

In a later text, "Der soziologische Raum des burgerlichen Theaters" (1930), 

Brecht deepens his political analysis of the theatre, explaining that the 

bourgeoisie uses dramatic works to propagate its class-ideology - hence 

the one-sidedness or partiality of their content. In its self-defence it 

cannot afford to admit the reality of class-struggle ( "An der wirklichen 

Sachlichkeit hat das Burgertum absolut kein Interesse, da, wenn einer 

sachlich ist, ja immer die Frage vorliegt, was seine Sache ist." (GW,15,p.2061 

The new age, the period of late capitalism, of fascism and imperialism, 

is typified by the struggle of the greater part of society, the exploited 

proletarian masses, against the bourgeoisie, the small ruling class of 

capitalists. From a "scientific", sociological standpoint, a new histo­

rical phase requires a completely new kind of theatre. There are no 

"eternal" values ("Es gibt keine ewigen Werte in der Kunst. Das Drama, 

das in einem bestimrnten Kulturkreis geboren ist, hat ebensowenig ewige 

Werte wie die Epoche, in deres geschaffen wurde, nicht ewig dauert" 

t;w,15,p.147)). Only the epic theatre is capable of adequately depicting 

the conflict of class-interests. It stands in irreconcilable contrast to 

Shakespearean drama. Important for the former is the promotion of that 

"kilhl.e, forschende, interessierte Haltung, namlich die Haltung des Publikums 

des wissenschaftlichen Zeitalters." (~,15,p.153). Georg Kaiser, a notable 

precursor of epic theatre, seeks, in Brecht's judgement, a rational reac­

tion, whereas Shakespeare tried to excite the emotions: 

"Es war die sogenannte dramatische Form, und dramatisch bedeutet 
dabei: wild bewegt, leidenschaftlich, kontradiktorisch, 
dynamisch." (GW .15 .p .149) 

Both on the basis of form and content Shakespearean drama is ill-suited 

for the revolutionacy purposes of epic theatre. Brecht drastically revises 

his earlier conclusions. Shakespeare is clearly categorized as belonging 
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to the Aristotelean theatre tradition. Brecht no longer mentions the 

scenic decentralization he had once discerned; and sees a far closer 

causal :interdependency- between the parts of the dramatic action - no 

element of the dramatic whole conflicts with or interrupts the sequence 

of events" 

"Der erste Satz der Trag8die ist nur da fur den 
zweiten,und alle Satze sind nur da fur den 
letzten Satz." (GW,15,p.149) 

Whether the spectator is in fact able to react in a rational way, as 

Brecht had previously stated - "Das Shakespearische Theater 

bei seinem Publikum ohne weiteres voraussetzen, daB es sich 

konnte 

Gedanken 

llber das Leben machen wurde. " (_§!, 15 ,p .118) - is cast seriously in doubt 

in the type of theatre Brecht now describes. According to Aristotle 

identification with the figures on the stage and concomitant catharsis 

should constitute the theatre experience. The "modern spectator" on the 

other hand, the observer of epic dramas, "wllnscht nicht, irgendeiner 

Suggestion willenlos zu erliegen und, indem er in alle moglichen 

Affektzustande hineingerissen wird, seinen Verstand zu verlieren. Er 

wunscht nicht, bevormundet und vergewaltigt zu werden, sondern er will 

einfach menschliches Material vorgeworfen bekomrnen, um es selber zu 

ordnen." (GW,15,p.221). Seen within the context of Brecht's scheme dif­

ferentiating forms of theatre, Shakespeare has been transferred from the 

"epic" side ("(Die B\'.ihne) erzahlt (einen Vorgang)"; (sie) macht (den 

Zuschauer) zum Betrachter"; (sie) weckt seine Aktivi tat"; jede Szene fur 

sich"; "(die Geschehnisse verlaufen) in Kurven"; " (natura) faci t sal tus" 

(GW,17, pp.1009-1010)) to the "dramatic" (" (Die Buhne) ve:rwickelt den 

Zuschauer in eine Aktion"; "(sie) verbraucht seine Aktivi tat"; "es wird 

mit Suggestion gearbeitet"; "eine Szene fiir die andere"; "die 

Geschehnisse verlaufen linear"; "natura non facit saltus" (GW,17,pp.1009-

1010)). Lastly, Shakespeare's ideological objectivity can no longer be 

upheld: his drama is the product of a certain historical period and is 

inevitably an ideological expression of the socio-political tendencies 
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of that period. 

IV 

Brecht resumes his discussion of Shakespeare and of the problematical 

subject of adaptation in "Gesprach uber Klassiker" (GW, 15 ,pp .176-184) , 

an imaginary debate constructed by Brecht in which key passages from 

Herbert Ihering's "Reinhardt/Jessner/Piscator oder Klassikertod?" are 

used to confirm or to counterpoint Brecht's own outlook. To a certain 

degree the "conversation" is a resurnee of Brecht's attitude towards the 

classics and ada~tation. The culinary treatment of the classical works 

by the bourgeoisie is again confirmed: 

"Wo das Denken nicht ganz eingestellt wurde, 
wurde es immer kulinarischer. Man machte 
zwar Gebrauch von den Klassikern, aber nur 
mehr kulinarischen Gebrauch." (~,15,p.177) 

Brecht returns consequently to the theme of "substance-value" and liter­

ary vandalism, the only means of rendering the classics "nutzbar": 

"Man hM.tte sich nicht so sehr vor dem Vorwurf 
des Vandalismus furchten sollen. Aus Furcht 
vor dem Vandalismus geriet man ins SpieBer­
tum. Uber die Vandalen sell te man uberhaupt 
vorsichtiger urteilen. Sie verbrannten ja die 
Holzschnitzereien wahrscheinlich auch nicht 
nur, weil sie mit ihrem Stil klinstlerisch 
nicht einverstanden waren, vielleicht nicht 
einmal, weil sie uberhaupt gegen Holzschnit­
zereien waren, sondern weil sie Holz fur Feuer 
brauchten. Man hatte unbekummert an den Mate­
rialwert herangehen sollen." (GW.15.p.179) 

Successful attempts at reviving the classical repertoire in the advocated 

vandalistic manner are cited (Piscator's Schiller adaptation and Brecht's 

own Leben Eduards des Zweiten von England). Brecht then makes the decla-

ration, unexpected in the context, that he has "given up" all classical 

productions: 

"Die Bemuhungen (um Klassikerauffuhrungen) sind 
von mir aufgegeben worden." (GW, 15 ,p. 181) 
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He refers to the Coriolan production with Erich Engel and to the work on 

Shakespeare's Julius Caesar with Piscator and Sternberg. Sternberg 

reports on this latter collaboration in his recollections of Brecht and 

remarks upon the dramatist's doubts about the success of the adaptation. 

Sternberg's advice was that he should not only reshape and edit the 

original text, but creatively add to it -

" "Wenn Sie bereit sind, Shakespeare durch Uber-
betonung gewisser Stellen und Weglassen von 
anderen zu andern; wenn Sie somi t schon etwas 
anderes bringen als jener Dichter, der unter 
Elisabeth seine Stucke schrieb und inszenierte -
warum k8nnen Sie dann nicht auch, wenn Sie offen 
darauf hinweisen, neuen Text hinzufugen? Warum 
k8nnen Sie nicht ein Drama auf die Buhne bringen: 
Julius casar, nach Motiven von Shakespeare, zum 
Teil neu geschrieben von Bertolt Brecht?" 100 

- thereby going beyond mere adaptation and producing a new work. Brecht, 

though, did not heed this advice. Not on the theoretical level, at least. 

His difficulties with Shakespeare influence his attitude towards the 

entire body of classics. Elements he had perceived in the classical . 
writer Shakespeare which are symptomatic of bourgeois drama, the cult of 

the individual and an intensely emotional, anti-rational bias, now typify 

all classical writers: 

"Die Klassik diente dem Erlebertum ... Sie 
zeigen nicht die Welt, sondern sich selber. 
Personlichkeiten filr den Schaukasten. Worte 
in der Art von Schmuckgegenstanden. Kleiner 
Horizont, b-lirgerlich. Alles mi t MaB und nach 
MaB." (GW, 15 ,pp .182-183) 

Whereas Brecht had earlier determined that the treatment of the classics 

was culinary and that a vandalistic attitude could preserve them, he now 

asserts that the classical works themselves are culinary and hence irre­

deemable, even, apparently, by adaptation of the kind suggested by Sternberg. 

Brecht concludes: 

"Der Nutzen der Klassiker ist zu gering 
Unsere klassfschen Wf!rke sind nur fur das 
Auge verfertigt, nicht fur den Gebrauch." (GW,15,p.182) 

To be "useful", from Brecht's viewpoint, a drama must render the theatre-



spectator more able to come to terms with day-to-day social existence. 

Using as his example a school-production of Faust or Wilhelm Tell, he 

asks: 

"Wllrden die Gedanken, die sie aussprechen 
muBten, eine Schulung f~r sie darstellen? 
... Wurden diese Knaben lebensffilliger sein 
als andere, oder w~re die Gesellschaft 
lebensfahiger, die sie ausmachten? ... in 
welchen Situationen hatten sie gestanden, 
in denen sie im Leben je wieder stehen 
wurden?" (GW, 15 ,p .182) 101 
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In this respect, of greatest consequence for the Marxist student Brecht, 

the classical works were found wanting. At this time, of course, Brecht 

was engaged in the production of the "Lehrstllcke" (including several 

intended for children, such as the Ozeanflug or Der Jasager/Der Neinsager), 

plays meant to provide this "schooling for life". 
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2.1. Brecht's Critical ·comment on Measure for Measure 

Brecht left only one document that can cast light upon his critical opinion 

of Measure for Measure. It must be noted, though, that this document was 

not written in the early stages of work on the Shakespearean play, but 

considerably later, in the period of exile in Svendborg, for Brecht refers 

to his own adaptation as Die Rundk8pfe und die Spitzk8pfe, the title given 

to the play in May or June 1934. The text of the document is as follows: 

"Measure for Measure gilt f{ir viele als 
das philosophischste aller Shakespearischen 
Werke, es ist zweifellos sein fortschritt­
lichstes. Es verlangt von den Hochgestellten, 
dass sie nicht nach anderem Masse messen, als 
sie selbst gemessen sein wollen. Und es zeigt, 
dass sie nicht van ihren Untertanen eine 
moralische Haltung verlangen dilrfen, die sie 
selber nicht einnehmen." (268/81) 

Brecht does not describe the play as Shakespeare's "most philosophical" 

work, as many do, perhaps due to the confusion which might have arisen 

from the use of the word philosophical. Even in Brecht's works it has 

102 
several shades of meaning, as was shown in the section on adaptation 

He employs instead the term "most progressive" and by this he means: 

Measure for Measure is the play of Shakespeare's most concerned with 

problems arising from the class-struggle. Correspondingly, Brecht's 

Marxist analysis concentrates solely upon the Angelo-Claudio conflict. 

Significantly, it ignores the private, family dilemma confronting 

Isabella, that is, the problem of individual morality which in Measure 

for Measure is equally as important as the theme of public office and 

magistracy. Brecht sees in the play an attack upon class-justice, upon 

the hypocritical ruler who uses a certain moral standard in determining 

the guilt of another, but does not apply the same standard to himself. 

The play demands of Angelo, in effect of all rulers, that he dispense 

justice on an all-embracing basis, not within the biased context of the 

class-struggle. In other words, a universally applicable means of judge-

ment must be found and enforced. 
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2.2. The Collaboration with Ludwig Berger 

According to Ludwig Berger, he began work with Brecht on an adaptation 

of Shakespeare's Measure for Measure in the late 1920's. Berger 

remarks that he had already directed the play twice for the German 

stage, extracting it from fifty years of obscurity. The first per-

formance, in Hamburg, was a failure, but a year later, in 1918, the 

p1ay, with Friedrich Kayssler in the role of the Duke, met with suc­

cess in Berlin. But there were elements in the play which disturbed 

Berger. Acknowledging the producer's considerable experience with 

the drama, Brecht asked him to explain the reasons for his discomfort: 

"Brecht forderte mich auf, ihm die 
Grunde meines Unbehagens genau 
auseinanderzusetzen, ehe wir uns in 
unser beabsichtigtes Wagnis sturzten." 103 

2.2.1.Berger's Contribution 

Berger's criticisms concerned three aspects of the play: 

l.Isabella's character - Berger admires the strength of Isabella's 

chastity, but feels nevertheless~ that her character is too one­

sided. He admits that she could scarcely have succumbed to Angelo's 

immoral approaches, but finds that she lacks the initiative and 

shrewdness of other Shakespearean female protagonists such as 

Portia (The Merchant of Venice) or Rosalind (As You Like It): 

"CaB sie . . . in ihre·r Emporung ifuer diese 
zumutun·g· vergiBt, irgend einen Versuch zu 
unternehmen, um den Bruder zu befreien 
oder wenigstens durch ein scheinbares Nach­
geben Zeit zu gewinnen, hindert uns daran, 
sie mit der gleichen Bewunderung zu lieben, 
wie Shakespeares soviel gescheitere Porzia 
oder gar die einfallsreiche Rosalinde ... 



die Gestalt der Jungfrau Isabella ist aus 
anderem Fleisch und Blut." 104 

2.The mechanics of the substitution motif - the substitution of 

Mariana for Isabella, a part of the action Berger considers most 

important, is only reported through third parties of little in­

terest to the spectator. Berger suggests that it should be 

integrated· into the dramatic action on the stage so that the 

manner in which Angelo is deceived is clarified for the spectator. 

3.The resolution of the plot - the conclusion of Measure for Mea­

sure is deemed unsatisfactory. The audience leaves the theatre 

by no means certain that the Duke's match-making will succeed: 

"Die SchluBapotheose mi t der herzoglichen 
Verf~gung, daB der betrogene Betr~ger 
nun die von ihm verlassene Braut Mariana 
heiraten muB, entla.Bt uns alle ohne jede 
GewiBheit aus dem Theater, ob diese an­
gebliche Gnade Mariana auch wirklich .zu 
Gluck und Segen gereichen wird." 105 

2.3. The Plans of the Adaptation 
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Of the planning stage of the adaptation there are extant in the Brecht 

archives three schemes which reveal Brecht's earliest intentions for 

a re-working of the model: 266/1-7, 266/22-28, 266/29-36. However, 

it may be assumed from a perusal of the "Vienna" material that other 

plans probably existed. Furthermore, there are fragments which 

should be included in the following plans, perhaps the most important 

of which is 266/38, almost indubitably the missing fifth act of 

266/22-28. 
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1) 266/1-7 

This is the earliest plan Brecht wrote of his adaptation. Most of 

the Shakespearean plot is recorded in type-written form, and sug­

gestions for changes are made in Brecht's handwriting. Occasionally 

Brecht has already inserted a new idea into the text while typing 

the Shakespearean plot. The Italian names of several figures 

have been transliterated into German ( Angelo-Angeler; Claudio-

von Klausner; Lucio-v.on Lutz; Escalus-Eskaler, Eskahler). The 

Shakespearean division into act and scene is retained. 

Act I 

i)As in Shakespeare, but a new reason is given for the deputi­
zation of power: the state is bankrupt. The answer provided 
by Angeler to the problem is "Reform", a possible allusion 
to Chancellor Bruning's reformist tactics. The Shakespear­
ean Angelo's reinforcement of already existing sexual laws 
is clearly not planned. Angeler introduces new· l'eg-isla­
tion. 

ii)Brecht stresses the differentiation into class-categories ("die 
Oberen und die Un teren") . The two noblemen, anonymous in 
Shakespeare, are named (Schaum, later involved with Pompey 
("Pornpeius"), and Schwind, a new figure). Angeler' s new 
laws are mentioned ( 11 die neuen V-e ro rdn ungen 11 ) - a second 
possible allusion to the German political scene (Brllning's 
11Notstandsverordnungen 11 ). 

iii)As in Shakespeare 106. 
iv)As in Shakespeare, but Brecht provides the Herzog with a 

definite motivation: he wishes to view the consequences of 
the new gove~nment legislation and to see who its victims 
are. He is not so much interested in the individual Angeler, 
but rather in his socio-political effectiveness. 

v).As in Shakespeare. 

Act II 

i)As in Shakespeare, but Pompeius does not argue only to save 
himself, but also to protect others, to avoid social scandal -
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justice functions in a broader social context than in Shakespeare. 
Brecht emphasizes a Shakespearean blind-motif: Eskaler wants to 
strengthen the police. It is conceivable that Brecht is again 
thinking of the political situation, in particular of the conseq­
uences of Paragraph 48 of the Constitution. 

ii)As in Shakespeare. Brecht states that this is the first intensi­
fication (" 1. Versch!irfung"). Angeler will proceed against both 
the "inner" and the "outer" enemy. Here it would seem to imply 
that not only the poor, but also the rich will be attacked by 
Angeler. Not only Pompeius, but also von Klausner, who belongs 
to the "inner", closed circle of upper class Vienna. 

iii)As in Shakespeare, but Brecht indicates that this scene will be 
replaced by the shifting scene with Frau Ueberley. An encounter 
between van Lutz and the Herzog is also envisaged. 

iv)As in Shakespeare. 

Act III 

i)As in Shakespeare, but the Herzog's death speech to, and reassur­
ance of, von Klausner, is not mentioned. Brecht weakens 
Shakespeare's all-powerful Herzog, calling this the "second 
intensification". The Herzog no longer suggests the .substi.tuti:on 
of Mariana, but, quite helpless, can see no solution and will be 
advised by others at a later time. In handwritten passages, the 
Herzog's insistence on his own omnipotence is deemed lunatic and 
megalomaniacal. The substitution of one of Frau Ueberley's pros­
titutes for Isabella is conceived. 

Act IV 

i)The scene with Mariana is removed. Instead the setting remains 
the prison and more and more people are admitted to its walls. 

ii)As in Shakespeare, although the discussion between the provost 
and the Herzog about Barnadine ("Bernadin") apparently precedes 
the scene in which the provost informs van Klausner he must 
die. 

iii)As in Shakespeare. 
iv)Brecht has removed the sce~e in Angeler's house. He replaces it 

with the fifth scene, the meeting with Friar Peter ("Pater Peter"). 
Brecht suggests a new possibility: the Herzog conspires with 
bankers. 

v)As in Shakespeare (IV;vi). 

Act V 

i)Brecht places the Shakespearean plot on the left hand side of 
the pages, and his own version on the right. The Shakespearean 
scene remains largely untouched, apart from the following changes: 
the Herzog no longer greets Angeler, Isabella no longer knows of 
the substitution, and Frau Ueberley's girl is summoned, not 
Mariana. At the end of the scene, Brecht suggests in handwriting 
the possibility of the Herzog's return and his reception by three 
men only, because all others are in prison. 
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Brecht retains in the scene-sequence of the model virtually all of the 

Shakespearean plot. Certain sections of the model interest him more 

than others - the court-case involving Froth and Pompey, Angelo's con­

demnation of Claudio, and the substitution of Isabella - and the number 

of handwritten additions to the scheme anticipate the extent of sub­

sequent changes. Apart from the Duke, figures deemed worthy of 

consideration by Brecht are Angelo and Pompey. Claudio and Isabella, 

crucial in the later development of the play, are left largely untouched 

at this stage. Su:i:prisingly, though, and not in accordance with the 

mood of the plan, the possibility of moral censure of Isabella for her 

part in the bed-substituion is denied, bec-atise Brecht, unlik:e Shakespeare, 

ensures that she knows. nothing of 'it. 

While the analysis shows that this plan is as yet a crude working model 

for an adaptation, barely possessing thematic or pragmatic cohesion, 

Brecht's intentions are obvious.· A Marxist materialism determines the 

general tone of the whole, and occasions a revision and re-motivation 

of rrost significant actions executed in the play. Not only do the 

state's financial difficulties provide the starting-point of the action, 

but socio-political and economic considerations and consequences are 

predominant throughout. In this respect the correspondence of certain 

sections of the plot to aspects of the contemporary Gennan political 

scene is-'·noteworthy. The Sllakespearean plot lends itself just as easily 

to such an analogy as to the beginnings of a Marxist class-analysis 

Brecht imposes upon it. The connection between class-distinction and 

the judicial process made through the figure of Froth forms the embryonic 

stage of the subsequent concentration upon the problem of class-justice. 

Brecht's anti-idealism is nowhere better apparent than in his replace­

ment of the loving, selfless Mariana by a prostitute. Equally exemplary 

is his reduction of the Duke from an omnipotent, secular providence to 

a helpless bystander. The concept of an all-powerful figure able to 
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heal all ills is considered ludicrous. The Duke's speech on the exclu­

sive reality of the after-life can play no role in this rra.terialistically_­

orientated context. 

2)266/22-28 

This is the second plan of the adaptation 108 . Handwritten additions 

to 266/1-7 have been typed into this text. The plan contains only a 

few handwritten passages by Brecht. Again, he has inserted new aspects 

while typing the plot scheme. The earlier versions (mostly without 

handwritten sections) of several pages may be found in BBA 267 (266/25= 

267/139; 266/26=267/140; 266/27=267/141; 266/28=267/142). The 

Shakespearean act and scene division is still extant. The plan is frag­

mentary, though, because the fifth act is, apparently, missing. 

Act I 

i)As in 266/1-7. 
ii)As in 266/1-7, but the class-allegiance is more clearly defined 

("die Oberen (Schwind u. Schaum u. Lutz) und die Unteren (Mildner 
u. Ueberley)"). The figure of Pompeius has become "Mildner". 
The third scene of 266/1-7 has been included in this scene. 
Brecht stresses that von Klausner is the first "prominent" sac­
rifice of the new laws. The allusion to Bruning's 
"Notstandsverordnungen" is made more obvious ("Elendsverordnungen"). 
Act One now resembles its countei:part in the Arden edition: von 
Klauser's entrance no longer signals the commencement of a new 
scene. 

Act II 

i)As in 266/1-7, except that the case now involves von Schwind as 
well. Also, a scapegoat is found for the crime ( "Schaums 
Kutscher"). Angeler now makes the statement that the police will 
be strengthened. 

ii)As in 266/1-7, but Angeler is now "irritated" by Isabella. 
iii)As in 266/1-7, although the envisaged scene between von Lutz and 

the Herzog has been dropped. The shift is termed a ''Mauerschauszene", 
the Herzog an "observer". 

iv)As in 266/1-7, but Isabella's "Klagearie" is mentioned explicitly. 
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·Act III lQg 

i) The motif of megalomania recurs (" In dem noch wenig besetzten 
Gefangnis wird einer verruckt u. halt sich fur Napoleon"). It is 
difficult to understand why this scene has been included. 

ii)Isabella's meeting with von Klausner. She leaves the prison 
angrily, expressing her feelings to the Herzog. He is furious 
at Angeler·and resolves to settle the matter. 

iii)Another "intensification": the Herzog notes that summary courts are 
forming in the prison. 

iv)The Herzog insists he can solve the problem. The others think 
he is mad and lock him up. He is helpless. 

v)Consequences of Angeler's "tightening-up" of the judiciary: both 
bankers, Mildner and Ueberley are imprisoned. The latterexpresses 
her surprise that the bankers have been imprisoned ( "Wenn das nur 
gut geh t ! " ) . 

Act Dl 

i)Eskahler has executed Angeler's orders to the letter and for that 
reason will lose his job. The bankers should not have been impris­
oned. Angeler insists that von Klausner still be executed as an 
example to others; for him it is a matter of principle. 

ii)The cells are cleared because of overcrowding. The bankers occupy 
the heated cells. 

iii)Pompeius' monologue and his new job. Isabella returns to the prison, 
to stay with her brother and pray with him. Von Klausner is not 
impressed with her sentiment and throws her out. Ueberley asks 
von Klausner what the trouble is. 

iv)The substitution of a whore for Isabella. The Herzog receives 
instruction from Mildner and Frau Ueberley. The latter concludes: 

"So was von Weltfremdheit!" 
v)The substitution scene itself, not in Shakespeare. Comments on 

virtue by Frau Ueberley. 
vi)A messenger enters and annotmces immediate execution. The ballad 

of J.G. Corruppt is sung. The Herzog is delirious. The moral is 
announced: 

"Auch im Vemrechen muss Mass sein" 
Ueberley returns and realizes that the substitution plan has not 
succeeded. The prostitute ("Nutte") does not return because she 
has met Schaurn. 

vii)As in II;i a scapegoat must be found to protect the rich. "Bernadine" 
is not afraid of death. 

viii)When Bernadine refuses to die, the ~erzog bhinks of a solution. 
Ueberley and Mildner are more polite toward him. 

The plan reveals far greater uniformity that the first, both on the 

thematic and the pragmatic level, while retaining most of the Shakespearean 

plot. The Shakespearean scenes which had disrupted the cohesion of the 

first plan have now been removed (insulting of the Duke by Lucio, the 

Duke's bribery of the provost, his meeting with Friar Peter, and the 

scene in which Isabella and Mariana wait at the gates for the Duke). 
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The substitution motif has been enlarged considerably, and its mecha­

nics carefully worked out, probably at Ludwig Berger's suggestion. New 

motifs have been added: Eskaler's "Rausschmiss", the scapegoat in II;i, 

and the prostitute has an alliance with van Schaum. Mildner now takes 

the early part of Pompeius, although the latter appears again in the 

fourth act. The figure of von Lutz has become merely functional and 

Mariana deleted entirely. Frau Ueberley plays a more irrportant role. 

The tendencies visible in the first plan have undergone considerable 

development. In particular the problem of class-justice has become 

predominant: that the law is usually an instrument in the hands of the 

ruling class becomes evident when Frau Ueberley expresses her doubts at 

the imprisonment of the bankers. Significantly, the focal setting of 

the plan is the prison. In this context the figure of Angeler has been 

more strongly accentuated. Whereas in Shakespeare his control of the 

plot ended with the third act, he now directs events until the end of 

the fourth. Not Eskaler, but Angeler himself now wishes to increase the 

power of the police. His most important deed, though, is to employ the 

judicial system in a way detrimental to the ruling class. He is concerned 

with "principles" and this causes him to administer justice in all­

embracing, non-class framework. His character is apparentlycontradictory, 

though, for he removes Eskaler from his official position for obeying 

orders too exactly! The Herzog, seemingly as weak as in the first plan 

(and hence, in light of the entire second plan, an ambivalent figure), 

is now more class-conscious. When Isabella informs the Herzog of her 

brother's suggestion (to succumb to Angeler), the Herzog is angry with 

Angeler for imprisoning a member of the Viennese aristocracy, not, in 

contrast to Isabella, with von Klausner for his moral reprehensibility. 

At the end of the fourth act he appears to have found an answer to the 

problem created by his deputy. As in Shakespeare he resumes control and 

will steer the plot to its d~nouement - in this case the restoration of 



the rights of class. Of the figures in the plan, only Isabella is 

comparable to the admittedly ambivalent Angeler in her adherence to 
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a moral outlook. Her brother von Klausner is quite different from the 

Shakespearean Claudio. He has been endowed with ruthless characteristics 

enabling him to survive in a world dominated by wealth. He spurns his 

sister's religious comforts and simply organizes a substitute for 

Isabella through Frau Ueberley, the brothel-keeper. 

At this stage, then, Brecht envisages a materialist parody or correc­

tion of the Shakespearean model. The idealistic, moral elements in 

Measure for Measure are re-motivated from a materialist viewpoint. 

The Herzog's class-motive for wanting to free von Klausner is the best 

example of this. In Measure for Measure the judicial superstructure 

had compromisedwith its counte-rpart, the sexual drives. In Brecht's 

plan, the infrastructure renders the superstructure powerless. Not 

morality, but money detennines the shape of society: 

"Unf~gkeit der Tugend, auch bei Bereitwilligkeit!" 

3)266/29-36 

In all probability this is the last plan Brecht wrote before beginning 

creative work on the adaptation. It contains all the changes present 

in the previous two plans, but also several important motifs hitherto 

unmentioned. , Textually the plan does not have the format of the otl1er 

two: in acts three, four and five there is no numbering of scenes at all, 

and the act-numbering is handwritten. The plan tends therefore to look 

more provisional than the others. The majority of the handwritten 

additions are made by Elisabeth Hauptmann. 
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Act I 

i)The national debt has risen and taxes must be increased. The 
extravagance and immorality of the upper classes must be combated 
so that it will appear to the lower classes as if all social 
sectors are bearing.the burden. The Herzog leaves this task to 
a deputy and sets out on a journey. 

ii)=266/22-28, I;ii, except that the scene in which the upper andlower 
classes express their opinions is deleted. Further, von Lutz is 
replaced simply by "a friend". 

iiil=266/22-28, I;iii, except that the Herzog is not now interested in 
the victims, only in the effects of the measures. The victims 
must be upper-class! 

ivl Isabella von Klausner promises to go to the deputy to help her 
broth.er. A handwritten arrow indicates th.at a section originally 
intended for the third act should be included here: Isabella asks 
a tenant-farmer's family (which stops her) for the rent so that she 
can pay her dowry to the nunnery. 

·Act II 

i}The chief judge sabotages the deputy's new laws in a court-case. 
ii}Isabella visits the deputy who will consider the matter the next 

day. 
iii}A brothel-keeper evades the court-injunction ordering the closure 

of her business. With the help of the police, she closes one set 
of premises and opens for business again, under a new name, on 
the other side of the street. 

iv)Isabella's second visit: to save her brother, she must sacrifice 
her virginity to the deputy. 

Act III 

The Herzog enters the prison to see who has broken the new laws. 
An inmate has an attack of megalomania and thinks he is Caesar. 
The Herzog reads an essay on death to the condemned von Klausner. 
The tenant-farmer's family, which belongs to the von Klausner 
estate, asks von Klausner for more time to pay the rent. He sends 
them to his lawyer. Isabella visits her brother and tells him of 
the deputy's suggestion. The Herzog and the warder listen to the 
conversation. Von Klausner asks her to go to the deputy for him. 
She refuses. The chief judge enters the prison to tell the warder 
that he must help Klausner to es.cape. An official informs Eskaler 
that he must go to the deputy as a case against him for violation 
of duty has been started. The chief judge advises his courts that 
even the rich. may now be convicted. The Herzog and the warder do 
not believe Isabella's story. Brecht adds in handwriting: 

"2 manner Uber die glaubwUrdigkeit einer frau, 
die uber einen mann ausgesagt hat." 

As the prison fills, the Herzog forms a court in which the poor 
judge the rich. Von Lutz tells the Herzog somewhat cheekily what 
measures should be taken. The Herzog has had enough of the prison, 
but when he insists he is the Herzog, his megalomania causes the 
others to restrain him. 
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Act IV 

The day of the execution. Angeler appears on the square. He is 
nervous that the girl has not yet appeared. The execution proces­
sion- with the hooded criminal draws nearer. Isabella approaches, 
but attacks Angeler; everyone thinks she is mad, and Angeler must 
order the execution. Under the gallows the criminal's hood is 
removed - it is the Herzog. He orders that tables and people be 
fetched. Breakfast is eaten. Isabella is reproached for her 
"immoderate" egoism, al though Frau Ueberley testifies to Isabella's 
readiness. Angeler is reproached for his "immoderate" penal t:ies. 
The Herzog gives him a lecture on the advantages of marriage for 
curing "immoderation". The prostitute appears and begs on her knees. 
Frau Ueberley knows nothing. Angeler and the p~ostitute must marry. 

Although the Shakespearean plot-outline is still clearly visible in this· 

third plan, a significant new section has been inserted: the story of 

the tenant farmer's family which is seeking a postponement of the rent­

payments to the landlord. It is noteworthy that this new material has 

been accompanied by the deletion of the second scene of the first act, 

in which the "lower" classes previously voiced their opinions. Frau 

Ueberley, the brothel-keeper, and her assistant Mildner are now presented 

as allies of the police (who help them change premises) and hence of the 

ruling elite. Other motifs have been introduced: Angeler's 

"Kniefallprojekt", the Duke as the substitute for von Klausner, the 

breakfast scene and Angeler's marriage to the prostitute. 

The characters of key-figures have been more clearly delineated. Angeler 

closely resembles his Shakespearean prototype. Essentially a puppet 

exploited by the Herzog for political and economic reasons, the harshness 

and pride typical of his forerunner are his main traits. Whereas in 

previous plans Isabella had been made an innocent and virtuous figure, 

now her pious leanings are cast in a different light: she can enter the 

nunnery only through the exploitation of the tenant-farmers. Religious 

aspirations are a luxury of the ruling class. The Herzog is presented 

as a far more devious and calculating figure, as a political schemer 

intent only on strengthening the state's and his own position. 
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The materialist re-interpretation has been deepened and the social 

perspective widened. Angeler's task is to attack the lasciviousness 

of the rich; but this is merely a tactical manoeuvre planned by the 

Herzog to ensure that the taxes are accepted by those who must shoulder 

the heaviest burden, the masses (now represented by the tenant-farmer's 

family) • The financial state of the farmer's family is evidence of 

the need for such a measure. The Herzog' s "poor-court", in which the 

rich are supposedly brought to justice, is, it can be assumed, equally 

token. That the Herzog does not intend Angeler to shake the class­

foundationsof society, is demonstrated by his ploy to save von Klausner 

from the gallows. The real alliance between the wealthy and the 

judiciary, the truth of class-justice, is shown by the chief judge's 

"sabotage" of Angeler• s legislation and by his attempt to arrange 

von Klausner's escape. The anti-idealistic tendency is particularly 

noticeable at the conclusion, where the Measure for Measure theme of 

moderation is reintroduced. Both Isabella and Angeler are reprimanded 

for their excesses. Isabella's chastity is viewed as egoism: 

chastity is a self-indulgence, as Brecht has already made clear. Iron­

ically, of course, the Herzog is the main proponent of the society 

which permits such "egoism". Similarly, Angeler's legal astuteness is 

punished by the Herzog. In the class-society the judiciary must be 

prepared to make certain "concessions". 

2. 3.1.Additional Material to the Plans 

The three plans of the early work can be complemented by the following 

archive fragments: 

266/16 :A handwritten contribution by Elisabeth Hauptman refer­
ring to I;ii. of either 266/1-7 or 266/22-28. The rumours 

about state bankruptcy and the closure of the banks com­
prise its content. 



266/38 :That this fragment is probably the missing last act of 
266/22-28 is suggested by the presence of the Nutte­
Schaum motif. The fragment is remarkable for a number 
of motifs. Bernadine, not present in Shakespeare's 
final act, is here sentenced "to life" and Angeler 
suggests that he need only mention "salt" to be exe­
cuted. This is the earliest reference to the salt-
tax which plays such a predominant part in BBA 253. 
This conceivable allusion to Bruning's reformist 
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measure tends to confirm the connection to contemporary 
Germany, further strengthened by the mention of a new 
cabinet. Another element which plays no role in the 
model is the discontent of the people, who do not 
realize that their situation could be much worse. 

267/132 :This fragment is the strongest evidence of the exist­
ence of other plans, as it refers to Frau Ueberley's 
imprisonment as the second part of the fourth act; in 
the extant plans this occurs at the end of the third 
act. That it may have belonged to an early plan is 
suggested by the fact that Ueberley's business-manager 
ascertains that they are am::>ng their customers, an 
obvious repetition of Pompey's monologue in IV;iii. 

267/138 :The fragment contains on the left-hand side of the page 
the text of 266/24, and on the right handwritten com­
ments on each of the five sections of the second plan's 
third act. The comments comprise a total re-appraisal 
of the act: the imprisonment of Ueberley and the bankers 
is placed in the first part of the act, and the proceed­
ings against Eskaler for sabotage occur in the last 
scene rather than in IV;i. Although the notes contain 
one inportant motif to re-occur in the third plan, the 
"PM.chter", .this alternative plan does not seem to have 
been further developed. 

267/145 :Frau Ueberley's character, in particular her socio­
political awareness, forms the subject of this fragment, 
which could belong to any of the plans. Frau Ueberley 
is not concerned with justice or injustice in any one 
case, but denounces the inherent injustice of class­
division: "Ob der Herr von Angeler gerecht ist oder 
ungerecht ist gar keine/Frage gegentlber der Ungexecntigkei t 
seiner puren Ex:istenz . . . (lli,er Isabella) den ganzen Tag 
nichts tun, frisst sich raus, glaubt/das muss so sein 
und will irgendeinen anderen einen Verbrecher nennen ! ". 

267/146 :This fragment, handwritten by Elisabeth Hauptmann, con­
tains excerpts from 266/25 and 26 and hence belongs 
approximately to plan 2, Act IV. The beginning of 
Act IV, Eskaler's dismissal and Ueberley's opinion of 
the Herzog ("entweder ist wirklich schwachsinnig/oder 
wirklich ein Herzog!") is seen as a parallel scene to 
I;ii. The Herzog loses control of himself, and either 
van Lutz or Elbogen refuses to hand over a cell (forthe 
Herzog?) because it is being used for the bankers. 

267/153 :Essentially the same as 266/27, but with different hand­
written changes by Elisabeth Hauptmann, the most curious 
of which is the reversal in the substitution: in this 
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version Isabella does in fact go to Angeler, while the 
prostitute waits outside. Hauptmann's intention may 
simply have been to emphasize the irony ofthesubstitution. 

2.4. The Vienna-version 

Brecht scholars have paid little attention to the first adaptation work 

110 on Measure for Measure . Indeed, no critic had outlined what in fact 

constitutes the early adaptation material until Gisela Bahr recently 

concentrated her pbilological. faculties upon the Vienna-version as part 

f ~.:-t· f th 1936 d • f • " • • k" f ill o an e\;,IJ, ion o e pro uction o Die Rundkopfe und die Spitz op e . 

However, her work in re-creating the Vienna-version on the basis of an 

exhaustive sifting of archive material is of little interest to 

scholars for three reasons: firstly, she does not compile all extant 

material, and, secondly, does not note that her "Vienna-version''. is not 

necessarily a chronologically cohesive whole. Finally, some of her 

data are erroneous. As Gisela Bahr has realized, though, it is nece­

ssary to establish, in as far as this is possible, what the Vienna­

version actually consists of in terms of archive material, before an 

adequate and thorough investigation of it may be undertaken. 

2.4.1.The Reconstruction of the Vienna-version 

The following reconstruction of Brecht's first adaptation work on 

Measure for Measure is based upon a selection of material drawn from 

a number of "Mappen" held by the Bertolt Brecht-Archiv in East Berlin. 

we must assume either that the work remained fragmentary, that is, was 

not completed by Brecht, or that several of its parts have been lost 

in the passage of time. It must also be noted that some of these frag-

ments are identical; where this is the case, it will be indicated in 
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brackets. Wherever handwritten changes have been made by someone other 

than Brecht himself, his or her name will also be included parentheti­

cally (EB=Emil Burri; EH-Elisabeth Hauptmann; MS=Margarete Steffin). 

Table One is a catalogue of all fragments held in the Bertolt Brecht­

Archiv which appertain to adaptation work done before the transitional 

h 112 l di p ase ea ng to the first completed version: 

TABLE ONE 

Act I;i - 262/1-2, 267/171, 266/10 

I;ii - 262/3-6, 267/161-164 (=262/3-6) , 267/171-172 

I,iii - 262/7-8, 267/165-166 (=262/7-8) 

I;iv - 262/9-10, 267/167 (=262/9), 264/25 

I;v - 262/11-14 (MS), 267/168-170 (=262/11, 13-14) 

Act II;i - 266/11, 267/182-186 (EB,EH), 267/131, 267/180, 267/ 
155 (=267/180), 264/29, 267/181 (EB,EH) 

II;ii - 267/187-191, 267/156-160 (=267/187-191) 

II;iii - 266/12-15, 267/173-174, 267/176-179 (=266/12-15) 266/ 
39-41 (EH) 

Act IV;iii - 268/18-25, Berger material (Theater Heute, 8, 8 (1967), 
pp. 27-29) 

Act V;i - Berger material (Theater Heute, 8, 8 (1967), p.29) 

It is also necessary to include here those archive pages which contain 

Shakespearean text (Reclam edition) pasted onto a sheet of paper and 

include Brecht's own text: 

264/23 :The Shakespearean text begins on page 9 ("Eine Kupplerin 
komrnt ... ") and concludes on page 12 ( "Wird Unzucht so 
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264/26 

264/27 
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bestraft?") 

:Page 12 ("So steht's mit mir ... ") - Page 13 ("Kommt, 
Schliesser; wir gehn. (Alle ab)") 

:Page 15 ("Ein Nonnenkloster ... ") - Page 16 ("Wer 
ist's, der ruft?") 

:Page 16 ("er ist im Kerker ... ") - Page 17 ("Oh, nehm,' 
er sie z.ur Frau!") (MS) 

264/50-51:Page 5 ("Angelo tritt auf ... ") - Page 7 ("Ich folg 
Eu' r Gnaden. (Gehn ab.)") 

There are extant also a number of pages upon which passages rerroved from 

the Reclam edition of Measure for Measure have been pasted, but no new 

text included (264/28, 30-35). Further material which belongs without 

doubt to the Vienna-version, but which cannot be categorized definitely 

as being, for example, the third scene of the fourth act can at least 

be identified as belonging to a certain act by reference to the plans 

of the adaptation compiled by Brecht. On the basis of these plans the 

following fragments may be added: 

Act III 

Act IV 

:267/144 (could belong to Act IV), 267/137, 267/175 

:267/130 (EH), 267/133 (267/134 is earlier version of 
267/133, that is, it does not include handwritten 
additions) (EH), 267/135-136, 267/147, 149 (EB) 

The attempt to recreate the actual Vienna-version involves the combina­

tion of as many parts of the extant material as possible with the 

intention of composing a cohesive whole. Where variants of a scene or 

speech are present, the later, or rrore modified, or more comprehensive 

version has been used (and the earlier, or less rrodified, or less 

comprehensive version/s cited on the opposite side of the table). It 

may not be assumed that the elements of the following, incomplete 

"Vienna-version" (Table Two) were intended by Brecht to be combined 

in the single version constructed here. It cannot claim to be a 

definitive, though fragmentary, Vienna-version. 



VIENNA-VERSION 

Act I;i - 266/10, 262/1-2 

I;ii - 262/3-6 

I;iii - 262/7-8 

I;iv - 262/9-10 

I;v - 262/11-14 

TABLE TWO 

Act II;i - 267/180, 266/11, 267/183-186 

II;ii - 267/187-191 

II;iii - 266/12-15 

Act III - 267/175, 144 

Act IV;i - 267/133, 135-136 

IV;ii? - 267/147 

IV;iii - 268/18-25 

IV;? - 267/149 

Act V - Berger material 

VARIANTS 

264/50-51, 267/171 

267/171-172 

264/25 

264/26-27 

267/131, 267/181 
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266/39-41, 267/173-
174 

267/137 

Berger material 

The resulting compilation does not conform in its entirety to any single 

plan. Each element corresponds in varying degree to parts of all three 

plans; but there are indications that Brecht may have written at least 

one other plan before abandoning his efforts at a Vienna-version. 

Table Three shows to which plan or plans each fragment or fragment com­

plex could belong, and indicates that the Vienna-version adheres, with 

notable exceptions, to the second plan. 
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TABLE THREE 

VIENNA-VERSION PLAN VARIANTS PLAN -- --
Act I;i - 266/10 1,2 264/50-51 1,2 

266/1-2 1,2 267/171 1,2 
I;ii - 262/3-6 1,2 1 
I;iii - 262/7-8 1 

(=second part of I;ii 
in 2;= I;ii in 3) 

I;iv - 262/9-10 2,3 264/25 2,3 
I;v - 262/11-14 3? 264/26-27 3? 

Act II;i - 267/180 1,2,3 267/131 l?,2? --
266/11 2,3? 267/181 l?,2? 
267/183-186 2,3? 

II;ii - 267/187-191 1,2, 3 
II;iii - 266/12-15 2?,3 266/39-41 ? 

267/173-174 2?,3 

Act III - 267/175 2 267/137 2 --
Act IV;i - 267/133 2 

267/135-136 2 
IV,ii? - 267/147 2 
IV ,iii - 268/18-25 2?, 3? Berger 

material 2?, 3? 
IV;? - 267/149 2 

Act V - Berger material 3 --

Before commencing an analysis of the Vienna-version, it is necessary 

briefly to comment on certain aspects of the above scheme and to clarify 

the relationship between the main version and its variants. 

l.Fragments which have been identified as belonging to the Vienna­

version, but which bear no act or scene number, have been assigned 

a place according to the second plan. Examples of this procedure 

are 267/175, 267/144, 267/147 and 149. 267/175 contains an inter­

change between Eskaler and Frau Ueberley as the latter is being 

imprisoned; in the second plan the imprisonment occurs at the end 

of the third act (266/24: "Folgen der VerschHrfung: die ersten 

Schwalben stromen ins Gefangnis, darunter die Bankiers, Mildner u. 

Ueberley. "). 267/144 records a conversation between Frau Ueberley 

and the Herzog which probably took place shortly after the former's 
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imprisonment. Since there is no explicit reference to his conver­

sation, it is possible that this fragment belongs in the fourth 

part of the fourth act (Cf. 266/26). 267/147 is headed in hand­

writing "4 Akt". That it precedes the third scene (the substitution 

of Isabella) is determined by Frau Ueberley's reflections upon 

whether the Herzog is a "real Duke" or a madman (Cf.266/26: "Ueberley; 

Er ist ja schwachsinnig./Entweder ist er wirklich schwachsinnig/ 

oder wirklich ein Herzog."). The inadequacy of this procedure and 

simultaneously the strong possibility that at least one other plan 

existed are demonstrated by this fragment. According to the plan, 

the substitution scene is the fifth of the act (the nwnber four 

has been crossed out and replaced by a handwritten five); however, 

the fragment held in the archives which contains the substitution 

scene (268/18-25) is headed IV;iii. Hence we must either ignore 

the numbering of the plan or assume the existence of another now 

lost or misplaced. The first act of the Vienna-version does su:Jgest 

that a fourth plan, written after the third, may have existed. The 

correction to be found in the third plan, the placement of the 

Isabella-Meixner scene in Act I (Cf.266/30-31), has been executed; 

but a scene still present in plan two, the street scene (266/22: 

I;ii), which was removed from the third plan, has been reintroduced. 

Furtherrrore, the positioning of Frau Ueberley's plaintive speech 

("So bringen mich denn teils der Krieg und teils das Quecksilber und 

teils die Armut und teils der Leichtsinn um meine besten Kunden ... " 

(262/8)) in the third scene of the first act is wholly unexpected. 

It was present in the second plan, as in Shakespeare, in I;ii and 

then excluded from plan three. There also exists the possibility 

of a plan written between the second and third. Evidence of this 

may be found in 266/39-41: the tenant farmer's wife interrupts 

Frau Ueberley as she is in the process of moving her establishment 

across the road. This motif occurs both in the second and the 



third plan, but in neither does the tenant-family play a role. 

The scene itself retains an important element of the second plan 

(the presence of the Herzog) and previews the addition made in 

the third (the police assistance). But however suggestive such 

material is of either a plan bridging the second and third or one 

comprising a synthesis of the two, they belong nevertheless to 
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the realm of conjecture, and it is equally conceivable that Brecht 

constructed no further scheme, simply modifying an extant plan or 

plans as he wrote. 

2.A scene-by-scene analysis best illustrates the correlation of the 

main version and its variants: 

I1i: 266/10 and 266/1-2 have two variants, 264/50-51 and 267/ 

171. 264/50-51 contain the last ten lines of 266/10 ·and the 

entire text, with slight changes, of 262/1-2. They would seem 

therefore to embody the early nucleus of the greater complex 

formed by 266/10 and 262/1-14. That 264/50-51 might precede 

266/10 and 262/1-2 is also supported by the fact that 264/50-51 

are prefaced by Shakespearean text beginning at An~elo's entrance. 

The proximity of this Shakespearean text suggests an early stage 

of adaptation. This latter "proof" is doubtful, however, and 

demonstrates not only the difficulties involved in working with 

the Vienna-version, but also in depicting how, practically, 

Brecht carried out his adaptation work. While in this case it is 

possible that he began work, not with an entire plan before him, 

but only with a segment of the model, it is obvious in other 

cases that he employed this method of direct re-writing of the 

model even though three plans already existed (Cf.264/26-27, 

which contains Shakespearean text and underneath the Brechtian 

re-writing, but already with the Meixner motif, only introduced 

113 in the third plan) It thus becomes clear that most statements 
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about the Vienna-version must be deemed provisional: 264/50-51, 

as well as 267/171, could have been written at any time, before, 

after, or during the writing of the above "main" version. 

I;ii: 267/171 clearly belongs to a stage prior to 262/3-6. 

Unlike 262/3-6 it contains alrrost • 1iteral references ·to the 

Shakespearean text, but several lines have been omitted and 

Frau Ueberley's speech extended considerably. The personification 

of the noblemen has not yet taken place, although Lucio has 

been changed to van Lutz. In 262/3-6 Frau Ueberley's speech 

has been transferred to the end of the third scene. 

I,;iv: 264/25 is a slightly varying copy of 262/10. 

I;v: 264/26-27 appears on the one hand to be a fair copy of a 

section of 262/11-13 (a handwritten note by Margarete Steffin 

on 262/12 is typed on 264/26), and on the other hand the latter 

appears to be a fair copy of the former (an entire line hand­

written by Steffin on 264/27 is typed on 262/12) • Margarete 

Steffin was, it may be assumed, assigned the task of checking 

the available versions or copies. 

II;i: 267/131 is an alternative continuation of 267/180, pro­

bably preceding the complex formed by 266/11 and 267/183-186. 

267/181, handwritten by Elisabeth Hauptmann with minor additions 

in handwriting by Emil Burri, is probably a copy and equivalent 

version of 267/131. 

II;iii:266/39-41 was probably written prior to 266/12-15: it 

contains a fusion of the shifting scene with the entrance of 

the poverty-stricken tenant-farmer's family. It is conceivable 

that this sequence belonged to a plan bridging the second and 

third, or even that it was devised after the third plan, of 

which 266/12-15 is undoubtedly the textual product. 267/173-

174 is an earlier version of 266/12-15; the handwritten changes 

made to 267/173-174 have been typed in 266/12-15, andpunctuation 
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errors corrected. 

III: 267/137 is identical to 267/175, but does not contain the 

last five lines. 

IV;iii:The Berger material, with slight variations, is equivalent 

to 268/18-23. 

2.4.2.Brecht's Text of the Original 

In the construction of this adaptation of Measure for Measure Brecht 

employed a method typical of his approach towards classical works: 

original text was cut out, pasted onto a fresh sheet and followed 

underneath by the Brechtian version. Even twenty years later, in a 

vastly altered work environment, Brecht used the same method in his 

unfinished adaptation of Shakespeare's Roman tragedy Coriolanus. As 

his original text for this modus-~t[Jeran{li Brecht mainly bought cheap 

Reclam editions and it seems unlikely that he read any other version 

as part of his adaptation work. In the case of Measure for Measure he 

took as his model the German translation made by Wolf Graf Baudissin in 

1831 as part of the Schlegel-Tieck Shakespeare edition. Owing to certain 

exigencies of the German language the translation comprises approxi­

mately two hundred lines more than the English editions. E\u:thermore, 

the German translator divided the second scene into two scenes (the third 

scene thus begins at Claudio's entrance with the Provost), a procedure 

not adopted in English versions of the drama. It cannot be said with 

any certainty that Brecht was familiar with the original English text. 

2.4.3.A General Description of the Vienna-version 

The Vienna-version retains the Shakespearean division into acts and 

scenes. It contains ten completed scenes (I;i,ii,iii,iv,v:II,i,ii,iii: 



IV;i,iii)) and two entire acts (Act I and Act V, although the extant 

fifth act is so short in comparison to the Shakespearean that it is 

conceivable Brecht intended to write yet more). Contrasting the 
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elements of this finished material with their Shakespearean counterparts, 

it becomes clear, in all but one case, that Brecht neither subt:ta·ots , 

nor adds large portions of text: I;i in the Baudissin translation, for 

instance, comprises 82 lines, Brecht's corresponding scene 90, IV;iii 

has 195 lines in the original and in Brecht's text, although it is quite 

different from the point of view of content, 191 114 . The first act is 

particularly comparable on the basis of text size as it contains only 

eight lines more than the model (Baudissin - 439; Brecht - 447). 

II;i is considerably shorter than in the model. Apart from this clearly 

definable material there exist also 177 lines, of which 26 belong to the 

' 
third act, 35 to the fourth and 116 to the fifth. In its entirety the 

Vienna-version comprises 1368 lines, slightly fewer than half of the 

original. 

The names of several figures left in their Italian form by Baudissin 

have been transliterated into German by Brecht (Angelo - Angeler; 

Escalus - Eskaler; Claudio - von Klausner; Mariana - Marianne; Lucio -

von Lutz). New figures have been introduced, one of which, von Schwind 

(Schwindt, von Schwindt), has been extracted from the list compiled by 

Pompei us in IV; iii of the prisoners he recognises as former customers 

of Frau Ueberley ("Dann1iaben wir hier den jungen Schwindlich ... " (IV ,iii, 

14-15)). Other figures created by Brecht are the tenant-farmer Meixner 

and his family, a prostitute and an anonymous speaker in the prison. 

From the point of view of thedramatis personae , Berger's fifth act 

contains some name variations (Marianna, Herr von Schrumm (sic!), von 

Schwindt). 
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2. 5. Theme 

In Measure for Measure Shakespeare describes a struggle between human 

nature (in the form of sexual drives and desires) and abstract moral law. 

"Base" human nature is depicted as a powerful force in the shaping of 

society. The fantasy-land of Vienna has become under its influence an 

immoral swamp of degrading sexual activity. Pompey Bum and Mis tress 

Overdone are its main representatives, actively encouraging and financially 

exploiting depravity. Not only the figures of low social standing, but 

also aristocrats such as Claudio, Lucio and the noblemen succumb to 

their natural impulses. These natural forces are defied by moral con­

siderations, by the forces of good. Claudio breaks a moral law by 

conunitting fornication, but his love for Juliet mitigates this crime. 

Mariana agrees to sleep with Angelo on Isabella's behalf because she is 

deeply in love with the Duke's deputy. Isabella's actions are all 

motivated by the abstract moral demand of chastity. The Duke commis-

sions Angelo to purge Vienna of its sinfulness, but he remains in the 

city to ensure that no travesty of justice occurs. The central idea 

of the drama is that all human-beings are weak or "frail": each case 

of miscreancy deserves an equal share of understanding on this basis. 

Justice, in other words, should not discriminate. 

In his Vienna-version Bertolt Brecht attempts to demonstrate that this 

moral sphere is inherently idealistic and utterly inccnsequential: 

economic exigencies assume the role of sensuality and, in reality, con­

t~ol the nature of society, including the moral superstructure. The 

Vienna-version is a de-idealizing, materialist·· re-interpretation of 

Measure for Measure which supports Bernard Evans' idea that "mercy and 

goodness must go under unless an outside force, omniscient, omnipotent, 

llS and benevolent, rescues them." . Brecht comes to terms with 

Shakespeare in the same way as Karl Marx treated Hegelian idealism. 



Engels wrote: 

"Bei Hegel ist also die in der Natur und 
Geschichte zutage tretende dialektische 
Entwicklung ... nur der Abklatsch der van 
~'wigkeit her, man weiB nicht wo, aber 
jedenfalls unabhangig van jedem denkenden 
Menschenhirn var sich gehenden Selbst­
bewegung des Begriffs. Diese ideologische 
Verkehrung galt es zu beseitigen. Wir 
faBten die Begriffe unsres Kopfs wieder 
materialistisch als die Abbilder der 
wirklichen Dinge, statt die wirklichen 
Dinge als Abbilder dieser oder jener 
Stufe des absol uten Begriffs ... und 
damit wurde die Hegelsche Dialektik auf 
den Kopf, oder vielmehr vom Kopf, auf dem 
sie stand, wieder au£ die FuBe ge-
stell t ... " 116 
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Of course, Brecht is not combating the central orientation of a phil­

osophical system; but he is trying to correct a certaJ.•.n conception of 

reality. Hence he places Shakespeare "upon his feet". The key issue 

raised in Shakespeare's work, that of adequate law-enforcement, under­

goes a radical transformation: the magistrate determines right and wrong, 

not from the viewpoint that human beings contain both·good and bad 

within them, but according to whether the defendant is rich or poor, 

or with the socio-political consequences of his judgement in mind. In 

the kind of society Brecht portrays, the class society, impartial 

judgements are the exception, not the rule. 

The Shakespearean motif of "measure for measure", or rather of "measure" 

in the sense of "moderation", recurs in the final scene of the Vienna-

version. 

M '" 117 aB. . 

The Herzog exhorts his subjects to be "moderate": "Alles mit 

The true implication of th1s advice is explained, sig-

nificantly, by Mildner, Frau Ueberley's business-manager. Von Klausner 

protests that von Schrumm (Schaum) has been invited to dine at the 

Herzog's table. His moral outcry is immediately quashed by the Herzog, 

and Mildner states that our recollections (von Klausner remembers that 

an adultery-case was brought against von Schaum) should be voiced only 



2.6 

after a "measured" consideration of circumstances: 

",,Ged&chtnis mi t MaB I" oder besser: ,,nach 
MaB", denn es komrnt nur darauf an, was man 
vorne oder hinten abschneidet! Was unbequem 
ist, wird einfach abgeschnitten! Wenn's sein 
muB, auch ein Stuck aus der Mitte heraus! 
Eine GedHchtnisart, die viel bei Politikern 
vorkommen soll: ,,Memoria poli tica" , lei ch t 
mit dem Zollstock abzurnessen, denn es reicht 
nie langer, als imrner grad nur von einer 
Regierung bis zur n&chsten ! " 118 
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Morality may have a part to play, but only within the greater social, 

economic or political sphere. In Shakespeare moderation is equivalent 

to the compromise of strict law-enforcement and total leniency, with 

Brecht it means opportunism of any kind. In a society which emphasizes 

material values, a compromising attitude toward morality is advisable: 

"Drum sell, wer essen will, am Richtblock sitzen, 
urn auf das Beil zu sehn, bis ihm vergeht, 
zu denken, daB er hier als Richter steht!" 119 

Brecht's materialist correction of the Shakespearean model mainly involves 

re-motivation of the kind already seen in the analysis of the plans for 

the Vienna-version. 

Comparison of Brecht's Plot with that of the Model 

a)There are eleven scenes in the Vienna-version which may be compared to 

their Shakespearean counterparts. Of these, from the point of view of 

basic plot, seven are virtually identical to the original scene, as 

Table Four shows : 

TABLE FOUR 

SHAKESPEARE 

I;i :Deputation of power (Herzog 
et al.) 

I;ii :Street meeting (Lucio et al.) 
I;iii:Entrance of victim (Claudio) 
I;iv :Disguise of Herzog 

II,i :Court-case (Elbogen et al,L 
II;ii:Petition scene (Angelo, 

Isabella) 
V;i :Return of Herzog 

BRECHT 

:Deputation of power (Herzog 
et al.) 

:Street meeting (von Lutz et al.) 

:Entrance of victim (von Klausner) 
:Disguise of Herzog 

:Court-case (Elbogen et al.) 
:Petition scene (Angeler, 
Isabella) 

:Return of Herzog 
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Analysis 

The action of the Vienna-version begins when the Herzog summons Angeler 

and delegates to him the power of absolute authority, declaring that he 

must strengthen the state by enforcing the program he had so often 

advised: 

"Sei rucksichtslos und geh den Weg der H&rte 
Den du so oft im Rat uns anemp:fahlst. _ 
Was gestern noch Kritik war und ein Vorschlag 
Setz es um und schaffe Ta ten draus, die neu 

uns kraftigen. 
Kurz: ein Programm." (262/1) 

However, the Herzog no longer deputes Angeler for the same reasons as 

in Shakespeare. After a night of calculations, he and Eskaler have con­

cluded that -the state is now bankrupt: 

"Jetzt ist's genug, Eskaler. 
Der Morgen kommt und unser ganzes Rechnen 
Mi t hin und her und noch eirunal von vorn 
Das Ganze durch ergab zu jeglicher Minute 
Dach i:mmer nur, was wir nicht wissen wollten 
Und was selbst, wenn wir Monde rechneten 
Dach stets herauskl9.m: v811ige Zermttung 
Des Staats: Zerfall. Mit einemWort: Bankrott." 

(262/10) 

The connection between the disastrous fiscal condition of the country and 

the manoeuvre of installing a strong man "der vor nichts/zuruckschreckt 

und es mit frischem Mut probiert" (266/10) is made clear in the second 

scene of the first act. Von Lutz declares that the new decrees announced 

by Angeler are intended by the Herzog to improve the state's reputation, 

thereby encouraging foreign investment: 

"VON Lurz .·Tag, Major. Tag, Alter. Habt ihr schon die 
neuen Elendsverordnungen gelesen? 

VON SCHWIND Worum handelt es sich? 
VON LUTZ Hauptsachlich und zuerst um eine Hebung der 

Moral im allgemeinen. 
VON SCHAUM Wieso Moral? 
VON LUTZ Geste des Geldgebens: Wir brauchen moralischen 

Kredit 

VON SCHAUM Hat er schon ein fest umschriebenes Programm? 
VON LUTZ Na ja - in erster Linie Sauberung. Damit wir 

namlich wieder Auslandskredi te bekommen." 
(262/3-4) 



The intention of Shakespeare's Duke had peen purely moralistic; 

Brecht's Herzog uses morality as a diversionary measure, as the means 

to a ~aterialist end. 

In the second scene of the first act the noblemen, now personified as 

von Schwind and von Schaum (which signals Brecht's intention of themat­

icizing class-differentiation), discuss the situation in Vienna. In 

contrast to the opening of the scene in Shakespeare, von Lutz is not 

yet present. The two noblemen no longer exchange blasphemous witti­

cisms, but reflect upon the financial problems of their own country 

and of others (Hungary): 

"VON SCHWIND 
Wenn uns die Ungarn kein Geld geben 
Dann sind wir unterm Hammer! 

VON SCHAUM 
Steht es wirklich so schlimm mit uns? 

VON SCHWIND 
Ich habe geh8rt, daB sogar ein Panzerschiff, das 
Schon im Bau war und das wir dringend ben8tigen 
Nicht mehr fertig gebaut werden soll. 

VON SCHAUM 
Das heiBt - haben denn die Ungarn schuld? 

VON SCHWIND 
Nein, ihre Finanzen sind gleichfalls v8llig 

zerrllttet·,-." 
(262/3) 

Von Lutz approaches and the subject of Angeler's decrees is mentioned. 

For Frau Ueberley, who joins the group, the decrees mean the closure 
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of the "Salon Ueberley, Hasengasse 24", her livelihood. Not Frau 

Ueberley, as in Shakespeare, but Mildner, formerly Pompeius, now enters 

with the news that von Klausner has been arrested and will be executed 

within three days. Brecht thus removes the confusing and superfluous 

double reference in the Shakespearean text to Claudio's crime and 

120 arrest The scene concludes, as in the model, with the shifting 

motif; in Brecht's version, though, new premises have already been 

found in the city, in the apartment buildings left vacant by the bankers 

who have fled to Paris with their families. 
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The third scene is essentially the same as its Shakespearean counter-

part. Von Klausner is being led to prison; he confirms that he is a 

victim of the new laws and asks von Lutz to visit his sister and per­

suade her to intercede with the deputy on his behalf. The scene concludes, 

however, with the speech formerly made by Frau Ueberley before the 

entrance of Pompeius ("So bringen mich denn teils der Krieg und teils 

das Schwitzen und teils der Galgen und teils die Armut um alle meine 

Kunden ... " (I;ii,96-98)). This is a consequence of Brecht's structural 

alterations to Scene Two. 

In the fourth scene of the first act the Herzog visits the director of 

the prison, informing him of this actions and requesting a disguise so 

that he can move freely in and out of the prison. It is noteworthy that 

he no longer visits a monk: this stresses from the beginning the close 

alliance between the ruling-class and the judicial system. For the 

Herzog to disguise himself as a ioonk, as in the original, would clearly 

be disturbing in this context, not only because the setting is com­

paratively modern and realistic, but also because the Herzog's previous 

role as a kind of secular providence has been totally excised by 

Brecht. 

The second act begins, as in Shakespeare, with a court-case, in which 

an adultery charge is brought by von Schwind against his wife and von 

Schaum, who had apparently met one another in Frau Ueberley's brothel. 

The latter and her business-manager Mildner are arraigned on a charge 

of "gewerbsmassige(r) Kuppelei" (267/183). A number of changes have 

taken place. Brecht firstly replaces Elbogen with von Schwind: this 

not only renders the plot more probable (for only the richer strata 

of Viennese society seem to frequent Frau Ueberley's), but avoids con­

fusing the main issue of class-justice. The judge who had played 

such a small part in the model (speaking three lines at the end of the 
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scene) is now a more important figure who takes control of the case at 

the beginning of the scene, but is forced to withdraw by Eskaler. A 

motif which had remained blind in the Shakespearean original, Escalus's 

request that Elbogen bring him the names of those persons in his parish 

who could carry out police duties, has been deleted from this scene and, 

it seems, placed in II;iii, where the policemen aid Frau Ueberley. The 

court-case concludes with the release of the defendants, not because 

Eskaler is over-lenient, but because there exists the definite possib­

ility that members of the ruling-class might be involved. This is made 

clear when Mildner mentions high-ranking personages to Eskaler: 

"MILDNER Wie gesagt, Herr Hofrat, ich sprach 
gerade van jener kleinen Gesellschaft, die 
ich in unser Haus Backergasse 12 einlieB, 
als dieser Herr Schaum kam. Also Frau 
Ministerialrat B, Herr General a.D. van 
s ... 

ESKALER Mit einem Wort, lieber Mann, Sie 
behaupten, daB die Anwesenden hier alle 
unschuldig sind. 

MILDNER• 111ahelnd: Das ist es, Herr Hofrat. 
Darauf wollte ich hinaus ... " (267/185) 

Not the facts of the case, but who is involved, ultimately determines 

the outcomes of trials in a class-society. A significant addition to 

the list of figures is van Schaum's coachman as a scapegoat for the 

crimes of the upper-class: 

"ESKALER Was fallt Ihnen ein. Einer muB doch 
schuldig sein ... Besinnen Sie sich, wer 
eigentlich schuld hat an der Sache. Braucht 
ja deswegen kein unnotiger Staub aufgewirbelt 
werden. Vielleicht haben Sie einen Kellner 
in Ihrem Haus ... oder 

MILDNER Herr Hofrat, da muB ich Sie auf einen 
Umstand aufrnerksam machen, der mir gleich 
van Anfang an als wichtig erschien. Herr 
Scha um fuhr, wie er selbs t zugab, mi t einem 
Kutscher in die Backergasse 

ESKALER Na also!" (267/185) 

In the struggle of classes the poor must always be defeated because the 

rich have control of the legal system. 

The second scene of this act contains, as in the model, the confrontation 
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between Isabella and Angeler. Most of the Shakespearean text has been 

retained, albeit in a m::,re prosaic form. This tendency of the adaptation 

towards expression in everyday language also results in the excision of 

the highly lyrical passages in Isabella's speeches. Brecht's general 

attitude towards the scene shows him intent to "defuse" a dramatically 

and psychologically engrossing scene (E.M.W.Tillyard writes of the 

121 scene's "powerful general effect" ). The omission of Angelo's mono-

logue at the end of the scene should be seen as part of his intention. 

To a certain degree Isabella's lengthy plea is more justified in 

Brecht's adaptation, because his Isabella is more human and warmer, less 

capable, one suspects, of the cold reception Shakespeare's Isabella 

shortly after gives to her brother. It is noteworthy that Isabella's 

axiomatic reference to the thematic concepts of "measure" and "measure­

ment" ("MiB nicht den N~chsten mit dem eignen MaB." (II;ii,129)) has 

also been removed, perhaps to avoid the confusion it would cause. In 

Brecht's Vienna the law and its servants know only one "measure" (socio­

poli tical importance) . Brecht undertook several further changes. At 

the beginning of the scene he seemingly fuses the parts of the Provost 

and Elbogen, so that the latter now asks if Klausner is still to be 

executed as arranged. Secondly, Brecht introduces a new passage in 

which Angeler complains to Eskaler of the slow progress being made with 

the "moral cleansing" of the city: 

"Herr von Eskaler? Ich bin nicht mit der 
Art zufrieden, wie m~ 

Die Dinge ausfuhrt oder nicht ausftlhrt 
Die, lang erwogen, hier beschlossen wurden! 
Die Sauberung im Innern unserer Stadt! 
So nicht, so geht es nicht, von Eskaler. II 

(267/187) 

In this way the dismissal motif (IV;i} has been prepared. 

The final scene of the fragment is similar in outline to the model. 

The Herzog has "returned" and proceeds to solve the problems created by 

his deputy. 122 Angeler confesses at the beginning of the scene and 
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begs for summary execution. The Herzog rebukes him and announces that 

marriage to Marianne would be a better solution than death. Von 

Klausner, the Herzog further states, will also be married that day to 

the girl he has impregnated, Julia von Gentzow. But the scene contains 

important alterations. Unlike his Shakespearean predecessor the Herzog 

has no intention of executing Angeler, who confesses his guilt in a 

passage similar to that found in the original: 

"Mein Fu.rst, nicht 11:inger halt' ich's zurlick. 
Ich mehrte nur die Schuld um neue Schuld noch, 
wenn ich jetzt stillschwieg, da mich Eure 
Hoheit gleich wie der h8chste Richter ganz 
durchschaut! Drum, prlifen Sie nicht meine 
Schande, Furst! Unmi ttelbares Urteil, schnellster 
Tod ist alles, was ich bitte." 123 

In contrast to the ending of Measure for Measure, the deputy is not 

reprimanded for his hypocrisy; but for his excessive purity. From the 

Herzog's clinical viewpoint, such an uncompromising outlook is unhealthy 

and only to be cured by marriage: 

"GMnzlich maBlos ist Ihre Ubertreibung, Herr 
von Angeler. Genau so krank.haft wie Ihr fiber­
eifer, die Laster tlberscrul.tzend und sich 
schadend durch Anfllle von jaher Ordnungssucht, 
die mehr zerstort als daB sie bessert! Dies 
wird alles ohne Zweifel sich in BHlde auf ein 
gesundes MaB zurUckflliir'n lassen, und ruhig wird 
dann Ihr Urteil sein, wenn erst ein zweites 
Bett bereit im Zimmer steht." 124 

Marriage, then, not as the union of two loving persons, nor even as an 

act of justice, but rather as a physical cure, a form of health tonic 

designed to save Angeler from the axe. 

There is, furtherm:,re, no intercession on Angeler's behalf by either 

Marianne or Isabella. Marianne, as a prostitute, would now only act if 

there were the possiblity of financial reimbursement. Isabella herself 

no longer has a speaking role at all in the scene. The moral purity 

she shows would certainly not have any effect in this context, and the 

Herzog even finds her behaviour blameworthy. Frau Ueberley defends 

Isabella by stating, essentially, that Isabella was prepared to sleep 



with Angeler: 

"OBERLE 

HERZOG 
UBERLE 

Darf ich st8ren, Durchlaucht? Ich 
sah, Fraulein von Klausner sucht ihr 
Taschentuch, da mocht ich ihr nur 
gem das von gestern nacht zuruckgeben, 
das ich irrtumliche:rweise eingesteckt 
habe, als wir um zwolf das Statthalter­
Palais verlieBen! 
So war sie dart? 
Das sollten Sie gar nicht erst fragen, 
Durchlaucht! Eine Person von der Hirte, 
Konsequenz und Unanstandigkeit, wie Sie 
sie eben geschildert haben, existiert, 
Gottseidank, nur in den Lesebuchern der 
Gymnasien." 125 
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The message conveyed by Frau Ueberley and the Herzog is that (ruling) 

class-m:>rality is the converse of the morality represented by Isabella. 

In this way Brecht forcefully de-idealizes the original, completely 

suppressing the once victorious intervention of love, selflessness and 

Christian mercy. A further important change to the model is that Marianne 

does not want to marry Angeler because she has met von Schaum: the pros­

titute seeks an alliance with the adulterer! There can be no doubt that 

Brecht undertook this altter,ation at Ludwig Berger's suggestion. The 

theatre-goer can still not be sure that Marianne will be happy, but at 

least the money possessed by the nobleman von Schaurn will mean the end 

f h . 126 o er career as a prostitute In this materialistic context the 

ending is far more probable, and hence more satisfying theatrically. 

To reinforce the materialist emphasis of the play Brecht has greatly 

enlarged the parts played by Frau Ueberley and Mildner in the last 

scene. They now dominate the stage whereas in the original plot they had 

left it by the middle of the fourth act. A last indication of Brechtian 

materialism is that the Duke issues justice while eating at the breakfast 

table. Moral relativism or Mildnerian opportunism is the philosophy 

strongly suggested to those who wish to "eat" ("wer essen will"); 

it cannot be said whether this is meant existentially ("eating" meaning 

"living") or politically (."eating" as a privilege of the upper, ruling 

class) . In Angeler' s case, of course, both meanings are applicable. 
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b)Table Five demonstrates that Brecht made considerable structural changes 

in the early stages of his adaptation work: 

I;v 

TABLE FIVE 

SHAKESPEARE 

:Sister learns ofbrother's 
plight 
(~sabella, Lucio) 

BRECHT 

: Sister learns of brother's 
plight 
(Isabella, Meixne:rs, Lutz) 

II;iii:Duke's prison visit :Brothel shifting scene 

:Eskaler's dismissal IV;i :Substitute's agreement 

IV;iii:Substitution of Claudio :Substitution of Isabella 

Of these four scenes only one (IV;i) is an entirely new creation by 

Brecht; of the other three two (II;iii and IV;iii) were present in 

the Shakespearean version, but not intended to be played on stage. At 

the end of I;ii in MaB flir MaB Frau Ueberley complains about the ~trict 

enforcement of the laws by Angelo and asks: 

"Was sell nun aus mir werden?" (I;ii,:122) 

Her astute tapster Pompeius replies that, although a change of premises 

ntay be required, she does not have to change her profession: 

II • • • Wenn Ihr schon Euer Quartier andert, braucht 
Ihr darum nicht Euer Gewerbe ZU andern ~.. Ihr 
habt Eure Augen in Euerm Beruf fast aufgebraucht; 
uber Euch werden sie schon ein Auqe zudrucken." 

(I; iir .l24-l291 

The main substitution scene, that is, the scene in which Mariana replaces 

Isabella in Angelo's bed, takes place off-stage in the course of IV;ii 

of MaB fur MaB (in line 73 of this scene we learn that it is midnight, 

a few hours before the execution; at this time Angelo and Isabella had 

arranged to meet (IV; i, 34-35·)) . The third scene of the group present 

in the Shakespearean.text (I;v) contains a significant new motif. 
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Analysis 

The episode concerning the tenant-farmer Meixner and his family has been 

inserted in the last scene of the first act, which is otherwise identical 

to the model, and comprises 57 lines of new text. The family represents 

a class not present in the original: the lower class. They seek financial 

relief from Isabella and her brother, their masters, because,in arrears 

with their rent and taxes and unable to harvest adequate crops, they have 

been threatened with eviction: 

"Ich bin der Pachter Meixner auf den von 
Klausnerschen G~tern in Niederau. Ent­
schuldigen Sie bitte, daB ich und meine 
Frau Sie hier bel&stigen, aber wir sind 
in ganz furchtbarer Bedrangnis. Schon am 
n&chsten Montag sollen wir von Haus und 
Hof gejagt werden,weil wir mit dem Pacht­
zins und den Steuern im R~ckstand sind. 
Auch konnten wir die vertraglichen Natural­
leistungen nicht aufbringen." (262/11) 

From a Marxist point of view Frau Ueberley and Pompeius, clearly the poor­

est figures in MaB f~ MaB, belong to the lower middle class. The 

difference between the two classes is denonstrated by the fact that 

Meixner's daughter Marianm is being exploited by Frau Ueberley: 

"FRAU MEIXNER Damit Sie sehen, gn&diges Fr&ulein, wie weit es 
mit uns gekommen ist, brauchen wir Ihnen nur zu sagen, daB 
unsere Zweitalteste -

MEIXNER - unsere Marianne - sie ist im gleichen Alter wie Sie, 
Fr&ulein, seit dem letzten Fruhjahr nicht mehr bei uns 
weilt, um dem Hungerleben zu entgehen, hat sie sich hier 
in der Stadt bei einer gewissen Frau Ueberley verdingt. 

(262/12) 

The plight of the worker family points to a glaring contradiction and in-· 

justice inherent in the class-society: while the ~ixners cb not have enough 

rroney to save their daughter from prostitution, their labour is the means by 

which Isabella can devote herself to the pious existence of a nun. r-brality 

is thus exposed as a luxury which only the exploiting class can afford. 

Brecht considerably enlarged the parts played by Frau Ueberley and 

Pompeius because they were figures eminently suitable in a materialistic 



context. For the same reason Brecht retains the shifting-motif, of 

which the reader of Shakespeare is barely cognizant, and creates from 

it a scene of seventy-one lines. The scene replaced by Brecht, in 

which the Duke has entered the prison, heard of Claudio's plight and 

their mutual love, could be incorporated only with great difficulty 

into the Vienna-version; for it contains a mode of judicial inquiry 

and characters quite alien to the tone of Brecht's fragment. The 

Shakespearean motif, to be found, characteristically, in a speech by 

Pompei us, already contains explicitly the idea of "turning a blind 

eye", of corruption. This is particularly emphasized by Brecht. If 

an institution is useful to the ruling class, and Frau Ueberley's 

brothel specializes in serving the wealthy -

II 

FRAU UEBER+,EY zum Herzog: Ich verstehe Herrn von Eskaler 
nicht. Was er macht, ist mir ganz unverstandlich. 

HERZOG Wieso? Kennen Sie ihn doch so genau? 
FRAU UEBERLEY Naturlich. Er kam doch immer zu mir. DaB· 

der jetzt gerade durchgreift -
HERZOG Ja, was hat denn das damit zu tun -
FRAU UEBERLEY Bei mir bekam er irnmer die Vierzehnjllilrigen 

(267/174) 

II 
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- or, rather,_if the ruling class wants to protect its interests, then, 

irrespective of morality, it will employ the means at its disposal to 

do so. Hence the police, instructed by Eskaler, assist Frau Ueberley 

to move her establishment across the road, where she intends to open 

a "turkish bath" , as she had announced in I; ii. There can be no doubt 

that Eskaler is aware she is not really closing her brothel. Only 

Elbogen expresses his doubts about the honesty of her intentions ("Ich 

mache Sie darauf aufmerksam, Frau Ueberley, daB sich in Ihrem neuen 

Etablissement keinerlei Badegelegenheit gefunden hat." (266/13)), but 

he is silenced by Eskaler even before Frau Ueberley produces the bath­

tub ("Ich muB Sie ersuchen, die Bevolkerung nicht uberflussig zu 

schikanieren, Herr Inspektor." (266/14)). The policemen not only help 

with the carrying of the furniture, but also whitewash the new premises. 



While doing this they sing the "Lied von der Tunche", a song which 

reveals the role of the constabulary in a corrupt society: 

"rst WO etwas faul und rieselt's im Gemauer 
Dann ist' s n8tig, daB man etwas tut 
Und die F~ulnis wgchst so ungeheuer 
Wenn das einer sieht, das ist nicht gut." 

(262/12) 
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They appear to be cleansing the city of inurorali ty; in reality they 

are promoting it. While Frau Ueberley is allowed to continue her 

illicit trade under the helpful guidance of the law, the poor and des­

titute cry out for aid -

"Oben Ziegen verwahX'loste Leute in den verwahx-losten 
Hausteilen und ausgebx-oahenen Fer.stern und brll.lZen 
hex-untex-: 
Sieh! Da ist was faul! Da rieselt's im Ge:mauer! 
Ist das denn nicht rn8glich, daB man da was tut?! 
Sieh! ! Die Faulnis wachst so ungeheuer! 
Wenn uns einer sieht, das ist nicht gut! 
(Gar nicht gut!!)" (266/13) 

but are ignored because the ruling class can gain nothing from inter­

vention on their behalf. 

In the second plan of the Vienna-version Brecht refers to the envisaged 

127 "Umzug"-scene as a "Mauerschauszene" . Traditionally this dramatic 

device of teichoscopia ensures that the audience becomes aware of events 

which occur at the same time as those on stage, but are not as easily 

enacted. An observer atop a wall or hill tells the other figures on 

stage what can be seen from the vantage-point of, for instance, a 

raging battle. This double perspective of teichoscopia is detectable 

in II;iii. There is the closure of the brothel, on the one hand, some­

thing directly visible therefore, and the opening of the new on the 

other hand, which takes place covertly or "behind the scenes", but is 

thereby no less factual or real. The observer figure is also present 

in the form of the Herzog, although he is not the only means by which 

the double perspective is achieved. However, when at the end of the 

scene he bursts into laughter at a prostitute's invitation to enter the 



new brothel and savour its delights, the audience is most effectively 

confirmed in its belief that a travesty of justice has occurred. The 

scene is not merely a variant 11Mauerschauszene", moreover, but an 

105 

entirely new and modern form of the species. Brecht uses the device of 

teichoscopia as a means of exposing a contradiction and as such, if 

Reinhold Grimm's definition of alienation as 11 (das) Sichtbarmachen 

W• d n h 11 • tabl 128 • th von 1 erspruc en is accep e , it must be ntnnbered arrong e 

more interesting of Brecht's numerous alienation effects. Furthermore, 

whereas the traditional observer figure provided the other figures on 

stage with information about background events, Brecht's Herzog serves· 

to:· enlighten the audience, to deepen its understanding· of· a certain· 

phenomenon. The concept of 11Mauerschau11 has thus been adapted to suit 

the pu:rposes of a dialectical theatre form, and the entire scene becomes 

exemplary of Brechtian "aufgehobene Tradition". 

The first scene of the fourth act in Shakespeare's MaB ftlr MaB took 

place in a romantic setting, the moated grange, and even commences with 

a love-song. The atmosphere created was wholly unsuited to Brecht's 

adaptation, which is generally cold and business-like. The scene itself 

was not an important part of the Shakespearean plot, for Mariana's 

agreement to the Duke's plan was taken for granted by the audience as soon 

as he had suggested it to Isabella in III;i. Even as a contribution 

to Mariana's characterization it is scarcely justified, particularly 

since Mariana is a relatively insignificant figure. Brecht replaces 

it therefore with a scene in which Eskaler is relieved of his office 

by a furious Angeler. The message of the scene, as of the play, concerns 

the conflict between economic considerations and morality. Angeler 

demands Frau Ueberley's arrest and imprisonment, angry at her immoral 

practices, but is uncontrollably enraged when he learns that Eskaler has 

imprisoned the bankers, also for moral charges, because they are meant 

toplace the financially ailing state back on its feet: 



II wir brauchen Geld, Herr von Eskaler, 
das haben Sie vergessen. Haben Sie die Stiftungen ein­
kassiert von den Herren ABC? Sie versprachen, jeder mit 
einer besonderen Stiftung dem Defizit des Lands zu 
steuern, das Geld sollte schon langst in der Regierungs­
kasse liegen, auch wollten einige der Herren sich bei 
auslandischen Freunden bemllllen. 's ist schon Geld da, 
und sprachen Sie mit dem Pr&sidenten der Finanzabteilungen 
uber die neuen Steuern fur die Kleinbetriebe? ... II 

(267/135) 
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The scene is perhaps the most interesting and problematical of the frag­

ment because it provides the best indication of Angeler's character. 

Ludwig Berger had recommended to Brecht that he dramatize the substitution 

scene 129 th . . . , e intention being to create a humorous, farce-like situation; 

IV;iii is the successful result. 'Ille main figures involved in the substitu­

tion in M~ fur MaB, Angelo and Mariana, are supplemented in the Brechtian version 

by Frau Ueberley, Isabella and Angeler' s servant. Frau Ueberley and Marianne 

arrive at Angeler'shciuse-justas. a weepin;r Isabella is about to enter. Frau 

Uilierley tricks Isabella into letting Marianne go into her place, because 

otherwise Ueberley will not get the payment promised 130 . Angelerpromises to 

free von Klausner if, on the following morning at the place of execution, 

''Isabella" will beg on her bended knees for her brother's life. Marianne slips 

out of the house, her mission seemingly successful, but Angeler imne-diately 

orders the execution for four o'clock, not five. The servant's role is to 

retard the movement of the plot long enough to give Frau Ueberley the oppor­

tunity to effect the substitution. Isabella's presence is probably also the 

131 
result of Berger's complaints about Shakespeare's chaste maiden 

Brecht's Isabella is prepared to sacrifice her chastity for her brother's 

life. But for Isabella to have slept with Angeler would detract from 

Brecht's central thesis. Thus Frau Ueberley's intervention: 

"In dieser Fassung hat sich nun also 
doch Isabella dazu entschlossen, durch 
ihre Hingabe das Leben des Bruders zu 
retten, aber zu rechter Zeit komrnt v81-
lig unerwartet Frau Uberre l!ri.t der ver­
lassenen Mariana ins Statthalterpalais, 
und so wird - und das freute uns beide 



am meisten - die Kupplerin zur Retterin 
der gefahrdeten Tugend." (p.132) 

Ueberley gives expression to the moral graphically demonstrated by the 

scene: 

II Es ist gewiB sehr beklagenswert, daB die Tugend zu nichts 
hutze ist! Urnso mehr muB die Fassade in Takt gehalten 
wercien " (268/21) 

Virtue is totally ineffective, at best a facade, that is, a structure 

lacking solidity and strength. The hmoour of the scene is well dis­

played by the word-play on "in Takt'" (..referring. of course, not only to 

107 

an unruffled exterior - Frau Ueberley wipes the tears from Isabella~ face -

but also to the virgin's "intact" body). 

There are extant of the third act only two fragments: in the one 

(262/175) Frau Ueberley's arrest by Eskaler takes place, in the other the 

Herzog approves of the "gesture" of a moral purification in the city 

("Die Geste des Aufrliumens wird vom Herzog gebilligt" (267/174)). The 

first of these fragments serves mainly as a contribution to Ueberley's 

characterization. The second is comparable to the whitewashing of.Frau 

Ueberley's new premises; in fact the entire moral purge of Vienna is 

nothing but a "gesture" so that the state will appear reputable, when in 

reality it is totally corrupt. The remaining two fragments which belong 

to the Vienna-version (267/147,267/149) contain portions of conversation 

in Act Four between Frau Ueberley and a prison-inmate about the Herzog. 

They do not know whether he is a Duke or a lunatic. 

2.7. Characterization 

The Vienna-version is fragmentary and therefore forms an unsound basis 

for the determination of major, minor and lesser figures. For the sake 

of clarity, though, it is helpful, as before, to separate the figures 
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involved in the plot according to the number of lines they speak. 

Using this method, the Herzog, Angeler, Isabella, Eskaler and Frau 

Ueberley belong to the category of major figures. The minor figures 

comprise Mildner, von Schwind and von Lutz. The lesser figures include 

von Schaum, von Klausner, the Meixners, Elbogen, the prison-director/ 

Provost, Marianne, the judge, the servant, the policemen, the poor 

house-dwellers and the prostitute. It is clear that had Brecht finished 

the version several figures, von Klausner for instance, would have been 

re-categorized. Nevertheless, surprising changes have already taken 

place in the process of adaptation. Frau Ueberley, in particular, has 

moved from insignificance in MaB flir MaB to a place of prominence. 

Eskaler, too, plays a more important role, while von Lutz, who formerly 

had the third largest speaking part, now shrinks to relative insignifi­

cance. The most noteworthy alterations made by Brecht are the division 

of figures according to class (the upper, ruling class - Herzog, Angeler, 

von Klausner et al.; the lower middle-class - Frau Ueberley; the lower 

class - the Meixners) and the creation of new, socio-economic relation­

ships (landlord (von Klausner/Isabella) - tenant-farmer (the Meixners); 

employer (Frau ueberley) - employee (Marianne)). 

2.7.1.Major Figures 

a)The Herzog 

In his Herzog Brecht has created a figure bearing little resemblance to 

its Shakespearean couterpart. The Herzog entrusts his power to Angeler, 

as he had done in Shakespeare, but his motivation is quite_different 

in the Brechtian version. In MaB fur MaB he wants Angelo to undertake 

a moral purge of the city: the natural, primeval impulses in man have 

had free rein for too long, constituting a serious threat to civilized 

life. Brecht's Vienna, on the other hand, is bankrupt: hence the Herzog,'s 
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plot, as we learn from van Lutz, to encourage foreign investors by 

strengthening the state's moral reputation. Morality thus becomes 

the means to an end, a form of political propaganda. The "state" is 

the Herzog's main concern: 

" .•. Erlaubt sei alles 
Was notig ist, um unsern Staat zu retten." (262/1) 

Shakespeare's Duke commissions Angelo because he is afraid of appearing 

a tyrant in the eyes of his people if he harshly enforces the laws he 

himself has relaxed. Brecht's Herzog echoes this rationalization: 

"DIREKTOR 
Dir lag es ob, mein Furst, ZU andern und zu strafen. 
Die Fessel des gebundenen Rechts zu 18sen. 
Ein schrecklicherer Richter warst du selbst 
Als dieser Angeler. 

HERZOG 
Zu schrecklich, ftircht ich, da meine Schw~che Freiheit 

lieB dem Volk 
War I s Tyrannei, wall t ich mi t Harte s trafen 
Was ich solang erlaubt! ... " 

(262/9) 

But in the context of the Vienna-version it is not credible that the 

Herzog would have carried out a moral purge, because it would be totally 

uncharacteristic of him. When Frau Ueberley is in the process of chang­

ing her premises, the Herzog, in his disguise, is present and, after 

the task has been completed by the police, enters with a roar of 

laughter to enjoy the delights of the new brothel. In stark contrast 

to Shakespeare's secular providence, he is a libertine who considers 

moral questions foolish: 

"KLAUSNER ... Durchlaucht k8nnen 
mir nicht zumuten, daB 
meine zuklliiftige Frau 
Gemahlin mit einem 
Herrn wie Schrumm am 
gleichen Tisch zur 
Mahlzeit sitzt?! 

HERZOG Wie schwach ·ist das 
Gedachtnis doch der 
Menschen! Nech eben lag 
dein Kopf auf dem Block 
und schon steckt er voller 
Albernheiten wieder!" 133 
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Clearly such a Duke could not have conceived the plan of a moral regen­

eration of the city as a means of re-filling the empty coffers. The 

Herzog's main objective in deputing Angeler is to "pass the buck" , 

to extract himself from a situation he is not capable of handling. As 

Angeler whispers to himself: 

II Sie haben rnir die Supp gekocht 
Ich soll sie ausl8ffeln." (262/1) 

Von Lutz comments similarly: 

11,,. Der Herzog hat sich 
• I fl 

verdruckt. Und Angeler soll den Karren aus dem Dreck ziehen." 
(262/4) 

That is the main difference between Shakespeare's Duke and Brecht's: the 

former could in fact have executed the moral purge in Vienna himself, 

whereas Brecht's Herzog is weak and helpless when confronted with the 

problems of statesmanship and so resorts to Angeler, who has prepared 

• a political manifesto. Like his Shakespearean predecessor the Herzog 

remains in Vienna, fearing that Angeler may be too strict in his appli­

cation of the laws. But while the forrner, with his highly moral outlook, 

thereby tries to avoid any travesty of justice, the latter, as the plans 

reveal, hopes to stop .. Angeler prosecuting the wrong people, the 

wealthy. 

The justice each metes out is forrnally comparable: "moderation" is the 

key-word. Shakespeare's Duke, though, issues moderate sentences after 

a careful consideration of the individual case. Right and wrong 

usually balance the scales and call for moderation or mercy. Brecht's 

Herzog, on the other hand, does not arrive at his verdicts after a 

moral balancing-act, or because he has been touched by pleas of mercy. 

As is to be expected, he reproves any adherence to moral categories. 

He condemns Isabella's chastity -

II Denn der Mensch, der einzige unter uns, 
der unbeirrbar, jedwedes MaB verletzend, nur 



nach innren Gesetzen handelnd, Recht verlangt, 
nur Recht, scheint mir unmenschlich! Sicher 
zwar aus Reinheit, und dennoch tadelnswertl 
Du, Isabella, bliebst dir zwar selber treu, 
doch keinem sonst! Dich trifft die schwerste 
Klage ! " 134 
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- because her actions are inhuman and selfish. This attitude is not 

typical of the Vienna-version - in the class-society man is not man's 

helper unless (as the examples of Marianne or the court-case show) social 

standing or money is at stake. The Herzog takes what is essentially a 

moral standpoint towards Isabella, and whether that moral standpoint 

derives from "bourgeois" or Marxist humanism is irrelevant. Other indi­

cations that the Herzog, unlike most figures in the fragment, has moral 

traits, can be found. He is, for example, left speechless when Frau 

Ueberley informs him that it is better for fourteen year olds to be sex­

ually exploited because they thus earn more money than through normal 

work. The Herzog does not have the businesslike attitude displayed by 

the Meixners, who accept that their daughter is being exploited, but do 

not express moral outrage. The Herzog even feels guilty at the thought 

of his subjects' applause, because he knows they are soon to face harsh 

times 135 

The Herzog, it should be noted, does not practice the moderation explained 

by Mildner in the penultimate speech of the fragment. But the plans sug­

gest that had the drama been completed, he would, for instance, have 

given Klausner assistance because he is wealthy; and this is moderation 

in Mildner' s use of the term - the result of a careful weighing of 

political, social or economic advantages or disadvantages. 

Brecht's Herzog, then, is the opposite of his Elizabethan counterpart: 

he is a weak statesmen, though a cunning politician, a materialist and 

an imrnoralist. But he still has moral traits which are reminiscent of 

the Shakespearean Duke. The concept of the play as an experiment has 
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been discarded: the Herzog does not want to test Angeler, simply shirk 

a difficult task. He remains to watch over Angeler, but, unlike his 

omnipotent forebear, experiences problems when he tries to assert him­

self (the plans indicate that he is treated as a lunatic!). 

b)Angeler 

Brecht's Angeler is, apparently, very similar to his original. He is a 

136 strict moralist whom von Lutz describes as a machine 

Shakespearean text, von Lutz also states: 

"An seiner statt herrscht nun mit gr8Bter Vollmacht 
Graf Angeler. Ein Mann, dem wohl statt Blut 
Eiswasser in den Adern flieBt. Dem jeder Sinn 
Fur Vergnligung abgeht, der bewuBt 
Durch Training, Arbeit, Fasten und Studieren 

Echoing the 

Sich abstumpft, um nichts Menschliches zu spliren." (262/13) 

Like Angelo, he enforces the moral laws which have lain dormant for so 

long. He declares: 

"Das Recht darf nicht zur Vogelscheuche werden 
Die leblos dahangt und nach wenigen Tagen 
Den Vogeln, die, schnell an ihren Anblick 
Gewohnt, zur Ruhstatt wird anstatt zum Schreck!" 

(267/180) 

137 As part of his reform programme he orders von Klausner's arrest and 

the closing of all brothels in Vienna. When he makes his infamous propo­

sition to Isabella, as he would have done in II;iv, and then, having 

received the sexual satisfaction he craves, proceeds to ensure that von 

Klausner will be executed before the previously arranged hour, his hypo­

critical and morally corrupt nature is manifested. 

Brecht has made Angeler a highly political figure, one who understands 

the political arena and seeks political power. When offered the post of 

deputy, Angeler does not request that his ability be tested, as in 

Shakespeare ("Oh, mein Fllrst,/LaBt scharfre Prli.fung rnein Metall bestehn,/ 

Bever ein so erhabnes edles Bild/Darauf gepragt wird." (I;i,46-49), but 

cynically determines the true nature of the Duke's manoeuvre ( "Sie 
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haben mir die Supp gekocht/Ich soll sie ausloffeln. 11 (262/1)). Asked 

by Eskaler what his task will be in the new government, Angeler does 

not suggest they discuss this together, but declares that he will take 

total, dictatorial control. The Herzog mentions to the prison-director 

138 that Angeler has in fact long sought political power His political 

programme involves not only a moral purge, but the simultaneous boost­

ing of the country's finances: 

11
• • • wir wall ten die Moral in diesem Lande wieder 
aufrichten und nicht nur aus moralischen Griinden ... 11 

(262/135) 

For this reason, of course, he had been chosen by the Herzog to take 

his place. As the fragment makes clear, morality and money are exclusive 

entities: when Angeler discovers that Eskaler has imprisoned the bankers 

who were meant to contribute to the financial rebirth of the nation, he 

dismisses him. The bankers had committed similar moral offences to 

Frau Ueberley, but because she is not important to Angeler financially, 

he insists upon her incarceration. Angeler practises class-morality and 

justice, and is thus very similar to Eskaler. 

The plans indicate that Angeler's idea of a begging-scene (at the place 

139 
of execution) is designed only to enhance his reputation Von 

Klausner suspects that Angeler's order to arrest him was issued also 

with this intention. The execution would then be a political manoeuvre, 

and even at the close of IV~iii Angeler is still contemplating its 

possiblity: 

II Vielleicht 
DaB meine Strenge doch der Gnade weicht! ! " 

Unlike Angelo, :i'te. feels sorry for von Klausner and his reason for 

changing the execution hour is not the fear of revenge harboured by 

his predecessor. It seems more probable that, like other politicians 

(in particular Eskaler), he senses that justice must appear to be done, 

moral requisites appear to be fulfilled. Klausner will die, not because 

of his guilt, but because a "moral" sacrifice is needed. 
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Hence Angeler is not only the moralist who succumbs to natural sexual 

urges, commits the crime for which he has condemned another and then, 

corruptly, still makes arrangements for the other's execution. Not only 

a fallen angel, therefore, but a cynical political figure who, in the 

interests of the state, puts financial and socio-political considera-

tions before moral. In the context of the Vienna-version, Angeler's 

political manoeuvring easily outweighs his moral intentions 140 

c) Isabella 

Brecht's Isabella is just as puritanical as Shakespeare's, as the open­

ing of I;v demonstrates: 

"ISABELLA 
Und das ist alle Freiheit, die ihr habt? 

FRANZISKA 
Scheint sie dir zu gering? 

ISABELLA 
Nicht deshalb frag ich. Ganz im Gegenteil. 
Nech abgeschlossener beinah wi.inscht ich rnir 
Mein kunftig Leben irn Santa Clara-Kloster." 

(262/11) 

This is further stressed at the end of II;ii, the scene in which she 

tries to dissuade Angeler from executing her brother von Klausner: 

"ISABELLA 
Ich rnuB Sie noch bestechen. Warten Sie. 

ANGELER 
Was, rnich bestechen? 

ISABELLA 
Ja, rnit Gebet. 
Das auf zum Himmel schwebt und EinlaB findet 
Vern ersten Sonnenstrahl! Gebet der Seelen 
Die sich kastein und rein sind, abgekehrt von 
Allern Zeitlichen." (262/191) 

She promises to act on behalf of the Meixners, but it is clear that their 

cries will be unheeded, just as the wretched inhabitants of the decrepit 

buildings are not heard in II;iii. While Frau Meixner and her husband 

tell Isabella of the fate of their daughter, Isabella's thoughts are 

only with her brother: 

"FRAU MEIXNER Ja, von seiner Wohnung kornrnen wir gerade, aber 



man hat uns dort gesagt, er ist auf der Polizei. Gerade -I 
MEIXNER Ja - gerade -
FRAU MEIXNER Damit Sie sehen, gnildiges Fr!:l.ulein, wie weit es 

mit uns gekommen ist, brauchen wir Ihnen nur zu sagen, daB 
unsere Zweit!:l.lteste -

MEIXNER - unsere Marianne - sie ist im gleichen Alter wie Sie, 
Fraulein, seit dem letzten Fr&hjahr nicht mehr bei uns 
weilt, um dem Hungerleben zu entgehen, hat sie sich hier 
in der Stadt bei einer gewissen Frau Ueberley verdingt. 

FRAU MEIXNER In einem schlechten Hause. 
ISABELLA 

Mein Bruder auf der Polizei? Wieso denn? 
(262/12) 

Her character has been changed in one important respect: she overcomes 

the desire to preserve her chastity, deciding that (her brother's) 

death is a worse fate than the loss of virginity: 

" ... Ist schon der Weg 
So schreckhaft, den Du gingst - wie erst sein Ende I ! " 

(268/18) 
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By making this adjustment to the Shakespearean original Brecht not only 

makes Isabella more human, as Berger had sought, but also less complicated 

psychologically. Isabella had caused, and still causes, Shakespearean 

critics great difficulties, because although she had begged Angelo to 

be merciful, she herself was unable to show mercy towards Claudio, her 

own brother. In the final scene, however, she begs on bended knees for 

Angelo's life, inspired by Mariana's love for him 141 . Now, of course. 

neither Marianna nor Isabella is required to intercede on Angeler's 

behalf. Isabella is thus a simpler figure, and one more theatrically 

satisfying because she acts according to modern audience expectation. 

Brecht did not want h~s audience involved in the complicated character­

analysis undertaken by the critics. Lastly, Brecht made this change to 

demonstrate a certain materialist thesis: that money motivates more 

strongly than brotherly love or merciful feelings. The weeping, fearful 

Isabella is swiftly replaced by Marianne, Frau Ueberley's employee. The 

moralist is no more than a helpless bystander. 



d)Eskaler 

Eskaler is still the lenient judge he had been in MaB fur MaB, but his 

motivation has been radically altered. It is true that, as in 

Shakespeare, he adv1ses Angeler to be moderate: 

"ESKALER 
Gut. Gut. Lasst uns ruhig scharf sein und ein biBchen 

schneiden. 
Nur nicht gleich fallen - toten ... II 

(267/180) 

But he thinks of moderation in the same way as Mildner - a "measured" 

consideration of possible, social, political or economic consequences: 

"Immer denken bei der Verhandlung. Dort verurteilen, 
we es Sinn hat, und sich mit den Gesetzen nicht 
benehmen wie ein Elefant im Porzellanladen,Man kann 
alles geschickt und ungeschickt machen. Was in den 
Verordnungen steht, das wissen wir alle ... aber 
dann muB man auch noch denken .... " 

(267/186) 
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In the original he had pardoned Pompey Bum and Master Froth because he 

did not consider their crimes heinous. He was strict in his censure of 

their activities, but tolerantly prepared to give them a second chance. 

In the Vienna-version he again pardons obviously guilty persons, but now 

for socio-political reasons. Mildner, who recognises an ally, mentions the 

high-ranking peep le involved, and Eskal!er, seeing the disastrous conse·-

iuences if the details were to be made public, instantly dismisses the 

case. The law-suits end differently in terms of each play 's theme. 

Whereas Escalus acts immoderately and must be overruled by the Duke, Brecht's 

Eskaler proves himself an able adept of Mildner's philosophy (with which 

the Herzog does not disagree). But Eskaler realizes that justice must 

appear to be done, otherwise it might look as though public monies were 

being misused: 

"... Senst heiBt' s wieder in den Zei tungen, daB das 
Gericht das Geld der Steuerzahler mit lauter MiBgriffen 
und Freisprechungen vertut ... " 

(267/185) 
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Hence the need to find a scapegoat, in this case van Schaum's coachman. 

The main characteristic of the topsy-turvy world of Viennese society is 

thus visible: the guilty, because they are rich, are deemed innocent, 

the innocent, because they are poor, are deemed guilty! 

Eskaler is an expert in creating the illusion of justice being done. 

In the shifting-scene he appears to be closing Frau Ueberley's brothel, 

but he watches the new premises being entered and a new sign erected at 

the same time as he is stating that t.i.ese things must not be· done: 

"Vo:r> F:r>au Uebe:r>Zeys Bo:r>deU in de:r> B!:lake:r>gasse. M!:ldahen, 
Mildne:r> und Polizisten t:r>agen Betten und Mobiliaro in das 
gegenilhe:r>Ziegende Haus. 

ESKALER zu Frau Uebe:r>ley: Also, Frau Ueberley, ich will 
hoffen, daB jetzt die Klagen aufhoren. Es ist doch 
umn8glich, daB Sie am hellen Tage hier Ihr Gewerbe 
austllien. 

FRAU UEBERLEY Woflir halten Sie mich denn, Herr Hofrat? 
ESKALER Ich hoffe, daB Sie die SchlieBung Ihres bis-· • • 

herigen Etablissements nicht nur als Forrnsache betrachten. 
FRAU UEBERLEY Ganz im Gegen teil, Herr Hofra t. 
ESKALER ... daB es sich hier nicht um etwas XuBerliches 

handelt. Und der alte Betrieb unter einem neuen Firmen­
aufdruck irgendwo anders weitergeht. 
fuei Polizisten tllnahen das gegen!lbePZiegende Haus. Zurn 
SahluB hlf.ngen sie das Sahild davo:I' auf: T{b,kisahes Bad. 

(266/12) 142 

As we learn from Frau Ueberley, he is a very good customer, who specializes 

in young girls. By supervising the closure of the old brothel he is 

simply protecting his interests. For this reason he swiftly silences 

Elbogen, who can find no evidence that the new establishment has a bath­

tub. Further evidence of his socio-political manoeuvring is his arrest 

of Frau Ueberley, admittedly executed under Angeler's orders. It is not 

done for moral reasons, but because a sacrifice is required to calm the 

people's anger: 

"Also, Frau Ueberley, es nlitzt nichts, reden Sie 
nicht, ich mache das nicht gem, es ist ein Blodsinn, 
aber die Volkswut will ein Opfer haben, und da mii.c;sen 
Sie eben die Unbequemlichkeit auf sich nehrnen." 

(262/6) 
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Eskaler is a political manipulator, intent on protecting his owninterests 

and those of the ruling-class. He subordinates morality to socio-politi­

cal exigencies. Like the policemen whitewashing Frau Ueberley's new 

brothel, he constantly appears to be serving justice, but in reality he 

has quite different masters. 

e)Frau Ueberley 

Frau Ueberley is a major figure in the Vienna-version, her character, 

though, is no more complicated than that of Shakespeare's brothel-mis­

tress. But she is a less sympathetic figure; there is, for example, no 

mention of her looking after Lutz's illegitimate child as in the orig­

inal. She is an even more astute businesswoman than before. Whereas 

in MaB f-!ir MaB she despairs about her fate, in the Vienna-version she 

has already organized a new establishment shortly after the new decrees 

have been made official and, unlike Shakespeare's mistress, does not 

need her tapster's advice about what should be done: 

" . . . Wer zahl t den Umzug? Wis sen Sie, 
was eine Achtzimrnerwohnung in der Stadt kostet? Zu 
M-ildner: Hast du dir ubrigens die Wohnung am Kl!rntner-
ring angesehen? (262/6) 

Whereas in Shakespeare she states that Claudio is "worth" five thousand 

of the noblemen -

"Schon gut! Eben wird einer verhaftet und ins 
Gefangnis gesteckt, der war mehr wert als 
funftausend solche wie Ihr." (I;ii, 71-73) 

- and thereby implies that he possesses much greater moral qualities 

and so does not deserve to die, in the Vienna-version she sees him with 

less sympathy merely as a customer - his "worth" is gau.ged financially : 

" ... Hat er das notig gehabt? Das 
heiBt am unrechten Ort gespart. Die paar Schillinge, 
die er bei mir schon ausgibt! Bis an sein Lebensende 
hatte er bei mir verkehren konnen." 

(262/8) 
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Frau Ueberley is a very single-minded, selfish person who feels that 

she alone is being victimized: 

"FRAU UEBERLEY ... die Sache ist 
die: es sell durchaus was geschehen, und wenn's dann 
geschieht,geschieht's imrner am falschen Fleck. 

VON SCHWIND Wie meinen Sie das? 
FRAU UEBERLEY Der falsche Fleck, das sind halt wir, Herr 

Major." (262/5) 

Frau Ueberley is a figure highly typical of the Vienna-version. She 

demonstrates what Brecht has undertaken - a reversal of values - most 

adequately of all figures. Brecht makes his materialist devaluation of 

Shakespeare startlingly noticeable by having Frau Uebe:iley employ the 

terminology of idealistic morality to express her own money-morality. 

Hence "respectability" ("Anstgndigkeit"), which in Shakespeare's moral 

codex means purity and non-involvement in seedy sexual matters, now means 

exactly the opposite. Frau Ueberley thus states that if van Klausner 

had remained "respectable", that is if he had continued to frequent her 

brothel, then no-one could have found fault with him: 

II wgre der j unge Mann an-
stlmdig geblieben und h~tte ruhig und ordentlich und 
ausschlieBlich bei mir verkehrt, anstatt ein junges 
Madchen vom Lande zu verfilllren, das sich hinten und 
vorne nicht auskennt, h&tte ihm niemand einen Vor­
wurf machen k8nnen. . .. " (262/8) 

Moral issues in the Shakespearean sense play no role in Frau Ueberley's 

outlook. She thinks it better that fourteen year olds be sexually 

exploited than that they work in normal jobs because the wages (of sin) 

are higher. If it is. financially lucrative, it is "good", if not, 

then it is "bad": such is Frau Ueberley's "moral" philosophy. She is 

Brecht's central materialist ~outhpiece and asserts the main truth of 

the fragment, that business and financial matters are an inherent part 

of reality and cannot be brought to a standstill: 

":Ach, Herr von Schaum, haben Sie schon die 
neuen Elendsverordnungen gelesen? Diese MaBnahrnen? 
Die Herren oben am grilnen Tisch haben keine Ahnung 
von der Wirklichkeit. Das geht doch alles praktisch 
gar nicht. 



SchlieBlich sind wir doch ein 
lebenswichtiger Betrieb. Wir geh8ren doch zum Wirt­
schaftsleben ! ... " 

(262/4) 
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She is, lastly, Brecht's main source of humour (in particular in the 

substitution scene), a form of humour not content, as in MaB flir MaB, 

with bawdy innuendo, but directed at a devaluation of morality and 

virtue. 

2. 7. 2. Minor Figures 

a)Von Schwind 

Von Schwind, an army major, is one of the few figures in the Vienna­

version who is not norally reprehensible. He is, for example, not 

acquainted with Frau Ueberley and her brothel; von Lutz must introduce 

her to him when she joins the group in I;ii. Furthermore, he accuses 

his wife of adultery, stating that he is in full agreement with a moral 

purge of Vienna: 

"Exzellenz, ich bin ein Mann, der aus tiefster 
sittlicher t'.lberzeugung die versch&rften Gesetze Uber die 
8ffentliche Moral begrtiBt, weil ich darin das erste An­
zeichen einer moralischen Gesundung der Nation erblicke ... " 

(262/11) 

Unlike the Herzog, Eskaler or Angeler, von Schwind will be satisfied if 

the moral cleansing does not fulfil its intended financial goals, but 

simply "improves" the moral condition of the people: 

"VON SCHAUM Hat er schon ein fest umschriebenes Programm? 
VON LUTZ Na ja - in erster Linie Sauberung. Damit wir 

n~lich wieder Auslandskredite bekornmen. Das heiBt -
so lautet das Prograrnm. Was dahinter steckt, weiB 
natlirlich kein Mensch. 

VON SCHAUM Ja, was sell denn da noch dahinter stecken? 
VON LUTZ Die M8glichkeit, daB wir eben keine Auslands­

kredite bekomrnen. 
VON SCHWIND 

Aber selbst dann - ware das Volk endlich einrnal 
moralisch gesund, was viel wichtiger ist. Moralische 
Ertuchtigung, Herr Kamerad." 

(262/4) 



He considers the inflationary condition of the exchequer a natural 

occurence which cannot be combated by artificial, man-made means: 

"VON SCHAUM 
Ja, was ist denn schuld an dieser Kalamit~t? 

VON SCHWIND 
Niemand - es sell von selber gekommen sein." 

(262/3) 

In contrast to Frau Ueberley lamenting the loss of custom incurred by 

the flight of the bankers to Paris, van Schwind criticizes them as 

traitors: 

"Das sind diejenigen, die ihr Vaterland schnode 
im Stich lassen. Sie konnten mindestens so lange 
warten, bis wir sie rausschmeiBen. Diese Kunden!" 

(262/6) 
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There can be no doubt that Brecht has incoxporated in von Schwind a 

political philosophy propagated with full force at the time he was 

engaged in writing his adaptation. The representatives of this 

philosophy - one might think of any of the extreme right-wing political 

parties - largely avoided detailed financial analysis, preferring to 

143 
voice idealistic and irrational slogans . Their reasons, Brecht 

subtly :inplies, were ·twofold. On the one hand to preserve the status 

quo of capitalistic c1ass-differentiation. Von Schwind is a member of 

the ruling-class and not seriously affected by the monetary crisis -

his reaction is to· sip champagne: 

" . . . Jedenfalls, mein Lieber, mUssen wir uns 
daraufhin zunachst mal einen Schanq?us genehmigen. 
Ohne Champagner h~lt man namlich auch die sch8nste 
Not nicht aus." 

(262/3) 

It is in his own interests that the lower classes, represented by the 

Meixners, do not reflect upon their situation in materialistic terms; 

were they to do so, their attention would be directed at the contradic­

tory nature of capitalist society. On the other hand, their intention 

is,clearly, to realize capitalist-imperialistic war-plans - van Schwind 

refers to a war-ship "urgently needed" by the country (.262/3). 
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b)Mildner 

Mildner retains the essential characteristic of his model, Shakespeare's 

Pompei us: he promotes irnmorali ty for financial reward. But Mildner is 

a far cleverer figure than Pompeius. Whereas Pompeius, like Mildner, 

diverts justice from its true course by introducing irrelevant facts 

into the trial, he is ultimately forced to concede defeat, offering 

as his only excuse that he is a poor man who must in some way make a 

living. Mildner, on the other hand, forces Eskaler to free him and 

the other defendants by hinting at social scandal; he does not need to 

rely on Eskaler's merciful attitude towards frail humanity, simply on 

his socio-political insight. Hence Mildner is able to dictate the 

terms of punishment imposed upon von Schaum's coachman: 

•MILDNER Dieser Kutscher hatte sehr wahrscheinlich kupplerische 
Absichten. Wenn Herr Hofrat gestatten. 
Er nimmt das Gesetzbuah. 

ESKALER Bi tte. 
Sie setzen siah zusammen. 

MILDNER Paragraph 58 vielleicht. Vorschubleistung unter dem 
Deckrnantel eines Dienstverhiiltnisses." 

(267/186) 

It is Mildner who expresses the message of the play: moral considera­

tions are outweighed by social or economic demands. Brecht has 

undertaken a significant change. Pornpeius puts the case of natural 

human sexuality against morality; Mildner, however, shows that the main 

enemy of m:>rality is not sex, but the class-structure of society. 

c)Von Lutz 

The figure of Lucio in MaB fur MaB has caused Shakespearean criticism 

many problems because of the heterogeneity of his character. Brecht 

has simplified the figure to a certain degree. The bawdy, jeater-like 

Lucio has been excised completely. For this reason his role has 



become much smaller; he is, for instance, not present at all in the 

fifth act of the play, and the second plan reveals that he would not 

have been present in the third act, at which point he is most vocal 
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in MaB filr MaB. But the cynical critic of the Duke remains; as in 

Shakespeare, he voices a deprecating opinion of the Herzog's departure: 

11
•• • Der Herzog hat sich verdrllckt. Und Angeler 
sell den Karren aus dem Dreck ziehen." 

(262/4) 

In MaB fur MaB he had called the Duke a "Duckml!user" (III;ii,158), and 

had been wrong, now his interpretation of events is undoubtedly correct. 

In Shakespeare his cynicism had seemed shocking and morally reprehensible; 

in Brecht's Vienna it is the basis for a reasonable analysis of politics. 

He still moves from one social level to another, but in this he is no 

different from Eskaler or the Herzog. They are all morally corrupt and 

frequent Frau Ueberley's brothel - this is a privilege of the ruling­

class. As in Shakespeare he is a good friend to von Klausner, not only 

visiting his sister Isabella, but actively encouraging her when she 

petitions Angeler. Again, he helps von Klausner not only because they 

are friends, but also because he fears that.others may be accused of 

the same crime. Ilrg;)licitly, of course, he is thinking of himself. 

Brecht strengthens this selfish motivation in an amusing way. When von 

Lutz hears the news of von Klausner's arrest, he instantly asks whether 

the laws will be backdated: 

"VON SCHWIND ... In 
drei Tagen heiBt' s mi t ih.m: Kopf ab. Die neuen Gesetze, 
meine 

VON LUTZ 
neuen 

Herren. 
Eine bescheidene Frage, Herr Major? 

Gesetze auch ruckwirkende Kraft?" 
(262/5) 

Haben die 

In MaB fur MaB, contrastingly, he expresses at the same moment his 

sorrow at Claudio's fate: 

"Kupplerin. Ich sage Euch, es ist gewiB; ich 
sah ihn verhaftet, ich sah ihn weggefllhrt; 
und was noch mehr ist, binnen drei Tagen soll 
ihm der Kopf abgehauen werden. 

Lucio. Nun, trotz allen Torheiten von eben, das 
soll te mir leid tun. WeiBt du' s denn gewiB? 11 

(I ;ii, 79-84) 



The most important change is that von Lutz is no longer an enemy of 

the society planned by the Herzog, but complies with the standards it 

requires of the individual. 

2.7.3.Lesser Figures 

The lesser figures can be divided into three categories: 

a) the weal thy (von Klausner, von Schaum) , 

b)the poor (the Meixners, Marianne, the house-dwellers), 

c) the servants of justice (Elbogen, the judge, the prison-director 

(=Provost?), the policemen). 
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There remain the nun Franziska, Angeler's manservant and the prostitute 

who talks with the Herzog: these figures are purely functional. 

a)According to von Schwind, von Klausner is "ein ausgesprochener 

Weichling" (262/5). And, indeed, like his predecessor Claudio, von 

Klausner is a morally weak person. He is a valued customer at Frau 

Ueberley's and has committed the sin of pre-marital sexual intercourse. 

Like most of Frau Ueberley's customers, he is aware of the attraction of 

the female body: 

"Ich hoffe viel von ihr, denn wenn sie will 
Sie ist sehr sch8n - gewinnt sie jeden." 

(262/8) 

He is thus more crudely realistic than Shakespeare's Claudio, who 

believes that what his sister says in her appeal to Angelo will also 

be of value. The scene most crucial for a characterization of von 

Klausner is not extant (III;i), but the plans reveal that he was con­

ceived as a more callous, more calculating and materialistic person than 

the model. He does still possess extenuating moral traits: he intends 

to marry Julia, whom he has impregnated, and he even objects that an 

immoral person like von Schaum should be allowed to sit at the same 
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table as his future wife. His attempt to escape the executioner's axe 

is largely motivated by his suspicion that Angeler is simply trying to 

establish his reputation; that, like Claudio, he is also deeply afraid 

of death, cannot be determined. 

Von Schaum is identical to his Shakespearean original, Master Froth: 

both are foolish, immoral individuals. Von Schaum's ignorance provides 

both von Schwind and von Lutz with the opportunity to explain the 

problems besetting Austria. His immorality, which consists in his 

illicit affair with von Schwind's wife, is the reason for the court­

case. His stupidity when defending himself (like the Herzog he tries 

to extricate himself from trouble by placing others, in this case von 

Schwind's wife, in a difficult situation) serves only to counterpoint 

Mildner's intelligent understanding of class-justice. 

b)The fate of the poor is portrayed by the tenant-farmer's family, in 

which the mother is most vocal. They show that the true nature of the 

problems confronting the people of Austria is financial, not moral. 
~-, 

They do not judge their daughter's new job as a prostitute from a moral 

standpoint, but as a necessary step to avoid starvation: their complaints 

manifest the complete irrelevance of morality for the deprived section 

of the class-society. Only those unaffected by the financial disaster, 

the wealthy like champagne-sipping von Schwind or Isabella, can "afford" 

to concenr themselves with moral reflection. Brecht's devaluation of 

the Shakespearean text is best revealed in the figure of Marianne 

(Shakespeare's Mariana): as the daughter of poor parents she is no 

longer a loving and merciful figure, but a prostitute who will execute 

good deeds only for monetary reward. The context of the Vienna-version 

makes it clear that capitalism and the class-society have caused this 

transformation. Significant, lastly, is that the voice of the poor is 

never heard, their grievances never heeded. 
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c)Elbogen is still an inadequate and foolish servant of the law, because 

he has not grasped the essence of justice in a class-society. Thus he 

stupidly complains that Frau Ueberley's new establishment has no bath­

tub. He does not realize that Eskaler, because he appreciates Frau 

Ueberley' s "service", only wishes to produce the appearance of justice 

being done. Taking the lines previously spoken by the Provost, Elbogen 

expresses his disbelief that Angeler will have von Klausner executed 

and advises caution. He takes the viewpoint that the crime for which 

von Klausner will die is committed by many, and that to execute him 

alone is unjust. He understands neither class-justice nor the political 

import of von Klausner's execution. Elbogen stands in contrast to the 

prison-director/Provost, who is no longer merely a loyal servant of the 

law, but a close and old friend of the ruling-class. This is evident in 

the Herzog's greeting when he visits the prison-director seeking assist­

ance with a disguise: 

"DaB ich um ein geheim Asyl dich bitte 
Hat sehr geheimen Grund. Du kennst mich lang! 
Du - neben Eskaler - mein einziger Freund ... " 

(262/9) 

The judge, who now plays a much larger role than in MaB flir MaB, is an 

adept of class-justice who tries to delay the trial and even seeks its 

adjournment because he knows it will have uncomfortable social repercus-

sions: 

"Ich gebe nur zu bedenken, daB der Fall unangenehme 
Folgen hat. Man rub.rt dabei zuviel Schmutz au£." 

(267/184) 144 

The policemen are highly corrupt: they sing the "Lied van der Tunche", 

promising a new,, era,. but they only appear to be executing justice, and 

indeed, for their "duties" they rece:i:ve material rewards (beer and 

cigars) from a grateful Frau Ueberley. 
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2. 8. Genre 

Brecht's early work on an adaptation of Shakespeare's MaB fur MaB assumes 

the fonn of parody. His political schooling had led him to reject the 

belief implicit in the model that the moral superstructure is the pre­

dominant factor in the determination of socio-political life. To negate 

this central bias in favour of his own materialist viewpoint, Brecht 

retains most of Shakespeare's plot-skeleton, enlarges motifs and adds 

new sections of text, but throughout the fragment replaces moral moti­

vation by economic or socio-political. Exemplary of this devaluation 

are the Herzog's deputation of power, the political bias of the moral 

purge and the class-justice practised by Eskaler. Throughout the Vienna­

version Brecht mocks and debunks moralists and morality. Angeler is 

exposed not only as a hypocrite, but as a clever, political schemer, 

Isabella the prospective nun is, by implication, a harsh exploiter 

of labour. In a variety of ways Frau Ueberley makes fun of morality. 

Her complete devotion to the economics of brothel-keeping and total 

lack of moral sensibility reveal in an amusing manner the irrelevance 

of moral considerations: 

"VON SCHWIND Das sind diejenigen, die ihr Vaterland schn8de 
im Stich !assen. Sie k8nnten mindestens so lange 
warten, bis wir sie rausschmeiBen. Diese Kunden! 

FRAU UEBERLEY Ganz recht, Herr Major, diese Kunden! Gerade 
jetzt, wo ihre Frauen in Paris sind! Wie sell ich da 
auf meine Kosten kommen? 

VON SCHWIND Liebe Frau Ueberley, auch Sie werden sich 
in dieser Zeit umstellen mussen. 

FRAU UEBERLEY Habe ich schon getanJ Alles schon in die 
Wege geieitet, Herr Major. Wir er8ffnen ein spanisches 
Wellenbad mit anschlieBendem Sch8nheitssalon am 
K&rntnerring. Mein GeschHftsfilhrer, Mildner - hat 
schon alles arrangiert."(262/6) 

In the substitution scene she openly mocks morality: 

" ... Religiosit&t ist gewiB etwas sehr Sch8nes, 
aber kein ausreichender Grund daflir, daB man die Strfilinen 
bis auf die Nase herunterhHngen hat. . .. " 

(268/20) 145 



128 

The tone of the parody, generally light-hearted, alternates between 

the quasi-tragic (the fate of the Meixners or of the inhabitants of the 

dilapidated buildings) and the farcical (the substitution scene). 

The conception of the play as an experiment with strong parabolic over­

tones is rejected by Brecht. The Herzog is no longer a Jesus-like 

figure creating a story with a message; he is a shirker incapable of 

confronting difficult political problems. The moral of the play (Mildner's 

"measured" consideration of socio-political or economic consequences) is 

no longer meant to have universal application, but is portrayed as the 

philosophy of a certain group in a specific social and historical con-

text. Brecht has supplanted Shakespeare's artificial, timeless Vienna 

with a real Austrian city in the grip of a monetary crisis typical of 

late-capitalism. Correspondingly the names of the figures have b.een 

germanicized, and they speak modern German with South German and 

Austrian characteristics; real street names have also been included 

("Hasengasse", "Bickergasse"). As part of his almost naturalist por-

trayal of reality, Brecht places his adaptation historically in late­

nineteenth century Vienna (in the court-case von Schwind gives as his 

year of birth 1845) . The parable has been replaced by the "Zei tstlick" . 

There can be no doubt that Brecht wanted his theatre-audience to dis­

tinguish a connection between the condition of Viennese society and 

that of Germany in the early nineteen-thirties. Although, as Klaus 

Volker comments in his Brecht-Chronik, Brecht stopped work on his early 

adaptation material in late 1931 so that he could concentrate on Die 

Mutter, which was to be performed by the "Gruppe Junger Schauspieler" 

• • f • • 146 • t b th t h d' d under the direction o Emil Burri , it canno e proven a e i 

not carry out further alterations to the Vienna-version. It is con­

ceivable that he continued work on it even towards the end of 1932, 

despite the fact that by January, 1933, he had written four entire 
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versions of an adaptation, all of which display quite different tenden­

cies to the Vienna-version. In particular the Hitler analogy seems 

more likely if the scholar assumes that Brecht had witnessed the pol­

itical events of 1932 before abandoning his Vienna-version. 

It is obvious that the financial crisis avoided by the Herzog is a 

reflection of the world-wide inflation which followed the collapse of 

the Wall Street stock market in October 1929, and continued to have a 

considerable effect in Germany in the early 1930 's. The 

"Elendsverordnungen" recall Chancellor Brlliling's emergency decrees 

("Notstandsverordnungen") and the manipulation of the statute-book by 

Eskaler and Mildner, with the explicit references to certain articles, 

could even be an allusion to the infamous Article 48 of the Weimar 

Constitution, which allowed the President of the Republic to use the 

police as~ deemed fitting for the restoration of law and order. 

Furthermore, the deputation of power which sets the plot of the Vienna­

version in motion finds its equivalent in the German political scene: 

Hindenburg had appointed Heinrich Brlliling to the Chancellorship in 

1930, and in 1932 appointed two further men, von Papen (May 30) and von 

Schleicher (December 2), in the hope of solving the eno:rmous problems 

burdening the Weimar Republic. It seems unlikely, however, that Brecht 

was still working on the Vienna-version when von Schleicher was com­

missioned by Hindenburg. It is thus conceivable that at this early stage, 

part of Brecht's intention was to make a satirical comment on the 

German political scene - which the figure of von Schwind reinforces -

and that he even portrayed Angeler as a Hitler figure (the plot-setting 

is Vienna, where Hitler had spent his formative years and to which he 

referred in his speeches, Angeler, like Hitl.er, has ambitiously and 

egotistically sought highest political power for a long time and is, 

lastly, the proponent of a seemingly idealistic political programme). 
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That Brecht thereby may have foreseen the ominous deed of January 30, 

1933, is evidence that he was an astute political observer and thinker, 

but, on the other hand, it must have seemed probable to many that Hitler 

could become Chancellor. He had virtually demanded the position after 

his National Socialist Party had become the strongest faction in the 

Reichstag in July 1932, gaining 230 seats, more than twice the number 

it had rece±ved in the elections of September 1930. Alan Bullock, 

author of a standard biography of Hitler, described him as being, in the 

middle of 1932, "the most powerful political leader in Germany, knocking 

on the doors of the Chancellery at the head of the most powerful politi-

147 cal party Germany had ever seen. " 

Several factors, however, oppose the hypothesis that Angeler was envis­

aged as a satirical version of the Nazi leader. Firstly, Angeler's 

social origins lie in the aristocracy, whereas Hitler's father, origin­

ally of peasant stock, had climbed the social ladder to become a minor 

civil servant. Secondly, Angeler's political manifesto contains no 

explicit references to the forms of idealism expounded by Hitler. It is 

in fact von Schwind who embodies the emphasis upon natural-irration­

alistic categories to the detriment of the logical, who invokes ardent 

nationalism and talks in phrases reminiscent of those used by Hitler 

( "moralische Gesundung des Volks") . Thirdly, not Hitler, but Chancellor 

Brtlning was better known for a "reformist" approach to the state's 

problems. 

2.9. Brecht's Treatment of Shakespeare's Language and Language Modes 

In his address to Angeler in the opening scene of the adaptation, the 

Duke of Vienna declares: 

"Angeler! 
Du darfst dich nicht vergraben! 
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Du selbst mit deinem Wort geh8rst nicht dir! 
Gott tut mi t uns, wie wir mi t Fackeln tun: 
Sie leuchten nicht fur sich. So unsere Kraft. 
Strahlt sie nicht von uns aus - wM.r's ganz so gut 
Als hlltten wir sie nicht. Dach jetzt zur Sache." 

(266/10 - 262/1) 

Whereas his Shakespearean counte.:cpart utters fourteen lines which 

abound in imagery and metaphor, Brecht's Duke of Vienna ceases any com­

parable rhetoric after only six lines, and his last statement suggests 

that he considers any such poetical allusion irrelevant when financial 

matters are at stake. "Dach jetzt zur Sache", roughly translatable 

as "Let's get down to business now", serves as a useful motto to Brecht's 

treatment of language and language modes. His generally "business-

like" attitude towards the original, which consists in altering the 

motivation in favour of materialistic exigencies and in debunking moral 

concepts, finds its parallel in the predominance of modern, everyday 

prose over the more elevated and poetic blank verse, and in the excis-

i&:>n of lyrical or metaphorical passages. Brecht does, however, retain 

Shakespeare's rhyming couplets and even adds songs in rhymed verse to 

the text. 

Almost a half of the Vienna-version (approximately 600 lines) is written 

in blank verse. As in Shakespeare, the blank verse is used only by 

figures of high social rank. It is possible that the sections of blank 

verse represent early parts of the adaptation, when Brecht had not yet 

changed over to prose (whereas in the petition scene with Isabella, 

virtually identical to the original, Angeler speaks in blank verse, later, 

in the newly added dismissal scene, he uses prose). On the other hand, 

Ludwig Berger confirms that he and Brecht tried to preserve the tone of 

the original - "Wir versuchten uns beide nach M8glichkei t der Schlegel­

schen Tonart anzupassen, damit eine sprachliche Naht nicht spurbar 

148 
werden sollte." - and this may have required the retention of the 

blank verse. Generally Brecht does not seem to employ blank verse to 
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expose the expression of ideology (as in Die Heilige Johanna der 

Schlachthofe) • In places, though, the use of blank verse is particul­

arly effective. In the Herzog's opening speech, for example, there is 

a clash between the blank verse with its almost poetic language ("Der 

Morgen kommt . . . zu jeglicher Minute wenn wir Mende rechneten") 

and the materialist subject-matter ("Bankrott"). At the end of the 

court-case, Eskaler's pronouncement in verse that the case has been 

rigorously handled and settled and that justice will not tolerate any 

further rniscreancies, is contrasted and relativized not only by his 

manipulation of the law in alliance with Mildner, but also by his sub­

sequent statement in prose that there are far more factors to be taken 

into consideration in a court-of-law than "mere" guilt:· 

''ESKALER 
So streng der Fall ist erledigt. 
Stellen Sie sich wieder hinunter da. 
Sie sind also noch einmal entlassen, - aber alle 
Erhalten einen scll.arfen Verweis. Sie sind alle vorgemerkt 
Und wer sich noch einmal, auch nur das geringste zu 
Schulden kommen lHBt, bei dem gibt' s nur Kelp fen und Hfulgen. 
Sie k8nnen gehen. 
Der Schlendrian wird aufh8ren. 

RICHTER Herr Hofrat ... 
ESKALER zlindet sich eine Ziga:rrre an: Imrner denken bei der 

Verhandlung. Dort verurteilen, wo es Sinn hat, und sich 
rnit den Gesetzen nicht benehmen wie ein Elefant im Por­
zellanladen. Man kann alles geschickt und ungeschickt 
machen. Was in den Verordnungen steht, das wissen wir 
alle . . . aber dann muB man auch noch denken. Morgen. Geht 
ab. II (267/186) 

The fonnal change in mode, from official statement to natural confidence, 

emphasizes the contradiction between appearance and reality. 

In contrast to MaB fur MaB, the Vienna-version has prose as its most 

common language fonn. This change is in accordance with the modem, 

realistic setting of the adaptation. Not only the lower social strata 

(the Mei.xners, Mildner, Frau Ueberley) , but also the aristocrats 

(von Schwind, von Schatnn, von Lutz, Angeler, Eskaler) speak in prose. 

Brecht's prose, with its South German and Austrian characteristics, is 

the colourful language of eve:i:;yday life: 



"UBERLE 

MILDNER 

... Du sollst mit MaB fressen, Mildnerl Hast 
du nicht geh8rt? 
Und du mit MaB quatschen, Tante! Diese maBlose 
Quasselei ertrag ich nicht langer! Unsereins 
hat auch nur Nerven!" 149 
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Colloquial and idiomatic expressions are predominant ("Tag, Major. Tag, 

Alter" (262/3); "Na, was gibts denn, Frau Direktor." (262/4); "Wenn uns 

die Ungarn kein Geld geben/Dann sind wir untenn Hammer!/Dann k8nnen Sie 

sich Ihren Saustall einsalzen lassen ... " (262/3)) . The paratactical 

sentence-structure and disjointed Qi.alogue typical of daily life are 

frequently evidenf. Because both subject-matter and setting are completely 

different, the register or general tone of the language has altered 

drastically. Financial terminology predominates (". . . Haben Sie die 

Stiftungen einkassiert von den Herren ABC? Sie versprachen, jeder mit 

einer besonderen Stiftung dem Defizit des Lands zu steuern, das Geld 

sollte schon langst in der Regierungskasse liegen ... " (267/135)), and 

matters totally foreign to the Shakespearean model are discussed: 

"Haben Sie nicht gelesen, ·daB die cjesamten Donau ... :.· 
matrosen 

Schon vorgestern nach Budapest zuruckgekehrt sind, 
um 

Noch rechtzeitig ihre Bankdepots abzuheben!" 
(262/3) 

The change to prose and the different register are accompanied by a 

removal of imagery and lyrical passages to reduce the language to its 

bare, unelevated, businesslike . essentials. Brecht removes, for example, 

Isabella's highly emotive and poetical contrast of man with the gods: 

SHAKESPEARE 

"Isabella . 

... Ach, 's ist groB, 
Des Riesen Kraft besitzen; doch tyrannisch, 
Dem RiP.sen gleich sie brauchen. . 

Lucio (1.,e.ise). Ha, vortrefflich. 
Isabella. Konnten die GroBen donnern 

Wie Jupiter, sie machten taub den Gott, 
Denn jeder winz'ge, kleinste Richter brauchte 
Zurn Donnern Jovis Ather! - Nichts als Donnern! 
o gnadenreicher Himmel! 
Du mit dem zack'gen Felsenkeile spaltest 
Den unzerkeilbar knot'gen Eichenstamm, 



Nicht zarte Myrten, doch der Mensch, der stolze 
Mensch, 

In kleine, kurze Majestat gekleidet, 
Vergessend, was am mindsten zu bezweifeln " , Sein glasern Element, wie zorn'ge Affen 
Spielt solchen Wahnsinn gaukelnd vor dem Himmel, 
DaB Engel weinen, die gelaunt wie wir, 
Sich alle sterblich lachen w~rden. 

Lucio. Nur weiter, weiter, Kind; er gibt schon 
nach; 

Es wirkt, ich seh es. 
SchlieBer. Geb' ihr Gott Gelingen! 
Isabella. 

MiB nicht den Nachsten mit dem eignen MaB. 
Ihr Starken scherzt mit Heil'gen. Witz an euch 
Ist, was am Kleinen nur Entweihung wHr'." 

(II ;ii, 110-131) 

BRECHT 

"ISABELLA 

O - groBartigl 
Wer eines Riesen Kraft besitzt - doch grausam 
Wer sie auch wie ein Riese braucht. 

VON LUTZ 
Sehr richtig. 

ISABELLA 
Der GroBe gilt, 
Als geistvoll. 

der t!iber Heiliges lacht 
Coch beim kleinen heiBt's, 

(267/191) 
er l~stert." 
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One of the rare moments of lyrical beauty in the Shakespearean text is 

also excised: 

SHAKESPEARE 

"Lucio. 

Er half·. zu einem Kinde seiner Freundin. 
Isabella. Herr, macht mich nicht zu Euerm Scherz. 
Lucio. 's 

ist wahrr. 

Isabella. Ihr lHstert das Erhabne, mich verh8hnend. 
Lucio. 

Das glaubt nicht! Kurz und wahr, so steht die Sache: 
Eu'r Bruder und sein Liebchen herzten sich; 
Und wie die Speise f~llt, der bllllinde Mai 
Den d-ilrren Furchen nach der Saat verhilft 
zu schwellnder F~le, also zeigt ihr SchoB 
Sein fleiBiges Bem-lihn und emsig Tun. 

Isabella. 
Ist jemand von ihm schwanger? Muhme Julia?" 

CI ;v,29-45) 



BRECHT 

"VON L1JTZ 

Das M!idchen, das er liebt, bekommt ein Kind. 
ISABELLA 

Soll das ein Scherz sein? 
VON LUTZ 

Nein, 's ist Wirklichkeit. 
ISABELLA 

Ein Kind von ihin? am End - Kusine Julia?" 
(262/13) 
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As in Shakespeare, rhymed couplets are used by Brecht at the end of a 

scene to round it off and even preview possible future action on the 

pragn:atic level -("Da ich. als Kranker kam/Liegt mir als Arzt zu gehn 

nicht fern/Vielleicht, daB in der Maske ich zu heilen lern."{262/10)). 

- or to express some aspect of theme{" ... bis ihln vergeht/zu denken, 

daB er hier als Richter stehtl ") 150 . Of the songs in the Vienna-ver­

sion, the stanza sung by the Meixner child is nothing more than a 

pathetic plea designed to be more effective than the ~arents' explana­

tion of their plight because it emerges from the "mouths of babes". 

It is not simply a lyrical outburst, but a planned manoeuvre, which 

reveals not only the Meixners' cunning, but also their desperation. 

The "Lied von der Tlliiche", unlike many major Brecht songs, does not 

function as an authorial commentary on the action of the shifting epi­

sode; on the contrary, the action delivers a verdict upon the validity 

of the message expressed in the song. The audience realizes that the 

policemen are whitewashing Frau Ueberl.ey's new es·tablishment only so 

that she can continue her illicit trade in "clean" premises. The police­

men, in other words, only appear to be correcting a morally dubious 

situation. In the context, "whitewashing" is not a symbolic action 

implying a moral purification or cleansing, but rather, assumes the 

sense of "covering-up" crime, of preserving the immoral status quo. 

Their actions belie the promises they make at the end of the song: 

"Gebt uns Tunche, dann wird alles neu 
Und dann habt ihr eure neue Zei t!" (266/12) 
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Hence the audience can also conclude that the sad condition of the 

poor and destitute, who continue the policemen's song ( "Ocen Ziegen 

verwahrloste Leute in den verwahrlosten Hausteilen und ausgebroahenen 

Fenstern un.d brllllen herunter: Sieh! Da ist was faul! Da rieselt's im 

GemM.uer ! " (266/13) 151 ) , will , in reality, not be improved by the 

state. The "new age" is empty propaganda. Little can be said of the 

ballad of J.G. Korrup (267/149), because it was probably intended to 

be longer and has not yet been placed in a dramatic context by Brecht. 

2.10. The Extent of Brecht's Adaptation Work 

In the course of the adaptation process Brecht clearly attempted to 

retain as much of the original Shakespearean text as possible. There 

are, for instance, very few changes in the famous petition scene, in 

which Isabella pleads for her brother's life. Wherever it was feasible 

to express his own viewpoint by making only slight alterations, then 

Brecht saw no need to undertake large-scale re-writing. Often he only 

changes a single word -

SHAKESPEARE: "Der Herzog hat h8chst sel tsam sich entfernt; 11 

(I ;v, 51) 

BRECHT : II Der Herzog hat ho chs t sel tsam sich verdrilckt11 

(262/13) 

- or occasionally a phrase is replaced: 

SHAKESPEARE: 11 • • • Lieb ich gleich das Volk, 

BRECHT 

Wunscht' ich doch nicht, zur Schau mich ihm 
zu stellen. 

Ob wohlgemeint, doch mundet mir nicht wohl 
Sein lauter Ruf, sein ungestllines Jauchzen; 
Noch scheint mir der ein Mann von reifem 

Urteil, 
der sich daran erfreut. Nochmals, lebt wohl ! " 

(I ;i ,66-71) 

: "Denn lieb i ch auch das Volk - • lieb ich' s doch 
nicht 

Mich ihm zur Schau zu stellen. Und was wohl­
gemeint 

Sein lauter Beifall - tut mir jetzt nicht 
wohl 



Da ich die Not der ngchsten Wochen spilre. 
Lebt wohl denn." (262/2) 

137 

Furthermore, it is obvious that Brecht wanted his adaptation to look 

152 like the original, not only by retaining its approximate length 

but also by preserving the Shakespearean structure within .• scenes: the 

first scene of MaB fur MaB, for example, is divided into two sections, 

the discussion between the Duke and Escalus (23 lines) and the deputa­

tion of Angelo (59 lines), a pattern repeated by Brecht (26,64 lines). 

Nevertheless, of the 1368 lines which constitute the Vienna-version, 

only 21 are virtually identical to their Shakespearean originals, a 

further 333 closely resemble them, and the remaining 1014 are newly 

created by Brecht. Of the eleven extant scenes, seven are equivalent 

in basic plot to their Shakespearean originals, and four are entirely 

new. While it is therefore not unreasonable to talk even at this 

early stage of a completely new literary phenomenon rather than of an 

adaptation, it should be noted that the considerable scene changes 

were undertaken by Brecht as part of this parodic intention, not 

with the plan·- of writing a play about the class-struggle or contem­

porary Germany. 
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Measure for Measure - Vienna-version: Summary 

In his theoretical writings on adaptation and the classics Brecht had 

considered it pointless to produce or adapt Shakespeare because the 

Elizabethan drama conveyed a false picture of contemporary reality; 

written during the transitional phase from feudalism to capitalism it 

dealt with the fate of the individual, whereas modern society is 

typified by the struggle of the proletariat. Despite this negative 

attitude, and possibly because he needed the money, Brecht accepted 

the commission to prepare MaB fur MaB for the Volksbllime. Considering 

his theoretical standpoint, it was perhaps natural that his first 

reaction was to attack the Shakespearean play. He polemicizes against 

the moral bias with which Shakespeare endowed his plot, by remotivating 

certain actions, by mocking m:,rality - Frau Ueberley excels in this 

endeavour - and, lastly, not only by transforming central Shakespearean 

concepts, but also by toying irreverently with them. The idea of 

"moderation" ("MaB") is exemplary of this latter tendency. "Moderation" 

particularly annoyed Brecht, who regarded it as typically bourgeois: 

"Kleiner Horizont, burgerlich. Alles mit MaB 
und nach MaB." (GW, 15 ,p .182) 

There is no need to refer again to Mildner's reinterpretation of 

"moderation"; but it is important to show that in places Brecht was 

content playfully to mock the term·: 

"KLAUSNER Ich dank dir, Schwester, als hattst 
du es getan! 

HERZOG Dank ihr mit MaB, Freund, denn dies 
fremde Fraulein tat mehr fur dich als 
sie! Mit MaB! Mit MaB! . 

OBERLE grinsend zu MiZdner, ihrem Bierzapfer: Sie 
haben droben wieder was Neues gefunden; 
darauf reiten sie jetzt vergnugt 
spazieren. Schling nicht so! Du sollst 
mit MaB fressen, Mildner! Hast du nicht 
geh8rt? 

MILDNER Und du mit MaB quatschen, Tante! Diese 
maBlose Quasselei ertrag ich nicht 
langer. " 15 3 
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The Vienna-version is, therefore, a parody of Shakespeare, a polemic 

against the English dramatist who, owing to the brilliant Schlegel­

Tieck translations, had become, and is still, a part of the German 

literary tradition. Undoubtedly Brecht hoped his adaptation would 

shock audiences accustomed to faithful reproductions of the original, 

in much the same way as Piscator with his Schiller adaptation had 

wanted to show that "150 Jahre keine Kleinigkei t seien" 154 Within 

the context of Brecn.t's theory of adaptation, Shakespeare's MaB fur 

~, adapted and produced from a modern, materialisticviewpoint, 

could be highly effective and justifiable. 

As part· ·.of his parodic intention, Brecht introduces a modern setting: 

the period of late-capitalism and its class-differentiation. There are 

even allusions to the contemporary German political scene. In this 

way the Vienna-version comments not only on Shakespeare, but also on 

the corrupt state of modern society. But its dual nature is, conceivably, 

the reason that Brecht did not complete the Vienna-version, for the pole­

mic against Shakespeare easily outweighs the social criticism. The 

proletariat, whom Brecht, as a Marxist, considered an integral part of 

political life, as the driving force of social change, plays only a very 

slight role in the Vienna-version. The Meixners serve only to show that 

morality is a luxury of the wealthy 155 , and the destitute touse-dwellers 

with their weak plea for heilip are no more than a token addition to the 

plot. It is unconceivable that, at a time when the contradictions in 

late-capitalism were becoming more and more harshly apparent, Brecht 

could be satisfied with a mocking, occasionally playful critique of 

Shakespearean morality. The Vienna-version had to remain fragmentary 

because a Shakespeare parody and an adequate Marxist treatment of German 

socio-political reality in the 1930's, which meant the drastic enlarge­

ment of the role of the proletariat, were incompatible. 
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"Damit ist also das Theater auf dem besten Weg, 
die AuffUhrung moderner StUcke oder eine 
moderne AuffUhrung ~lterer StUcke zu erm~g­
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Brecht's third act has only one scene, in contrast to both the 
Baudissin translation and the Arden edition. However, the material 
falls spatially into two sections, the second of which corresponds 
in content to III;ii. 

Mittenzwei includes the plan in the appendix of his study of Brecht 
(op.cit., pp.373-375), but although he has utilized the handwritten 
scene numbering of the plan, he has not inserted the numerous hand­
written additions. Nor has he mentioned the possibility that 266/38 
might in fact be the plan for the missing last act of 266/22-28. 

Whether Brecht intended the numbered sections in both Acts Three and 
Four as scene divisions is unknown. It is clear, however, that an 
analysis must follow his numbering. 

See the section on critical antecedents (pp.1-6). 

Bahr, Bfthnenfassung, p.237. 
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Baudissin's translation: 

article on Brecht's 
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pasted text from 
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II;iii 43 71 

IV:i 75 79 
IV;iii 195 1 91 
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See p.18 of this thesis. 
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deutschen Philosophie, in: Karl Marx and Friedrich Engels, Werke, 
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Berger, op.cit., p.29. 

Loe.cit. 

Loe.cit. 

Cf. MaB filr MaB, I;ii,71-104. 

Tillyard, op.cit., p.138. 

It is probably incorrect to refer to the "beginning of the scene", 
as it is unlikely that the extant material constitutes the final 
scene as Brecht would have envisaged it. 

Berger, op.cit., p.29. 

Loe.cit. 

Loe.cit. 
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126 Brecht was conceivably inspired to this change by the following lines 
from MaB filr MaB, in which the Duke assigns Angelo's chattels to 
Mariana: 

" ... All seine Gilter, 
0bwohl nach dem Gesetz an Uns verfallen, 
Sind Euch als Wittum und Besitz verliehn; 
Kauft damit einen bessern Mann."(V;i,435-438) 

127 See p.73 of this thesis. 

128 Reinhold Grimm, Bertolt Brecht. Die Struktur seines Werkes, 4th ed. 
(Nuremberg, 1976), p.7. 

129 See p.69 of this thesis. 

130 In the plans to the Vienna-version, the Herzog apparently commissions 
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See pp.68-69 of this thesis. 

Berger, op.cit., p.27. 

Berger, op.cit., p.29. 

Berger, op.cit., p.29. 

He remarks: 

" ... Und was wohlgemeint 
Sein lauter Beifall - tut mir jetzt nicht wohl 
Da ich die Not der nl:!.chsten Wochen spilre." 

(262/2) 
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136 V on Lutz asks: 

137 

"Vielleicht ist der Herr von Angeler eine 
Maschine?"(262/5) 

Angeler announces to Eskaler that "reform" is his intention 
("Nur eines sag ich gleich, von Eskaler:/Reform ... " (262/2)). 
programme is described in more detail in a preliminary version 
the court-scene (II;i): 

"doch nun eskaler wollen wir sogleich herangehen/ 
an die reformen: eherecht. bekfunpfung/der korrup­
tion der aemter. h~rteste besteuerung/verschwend­
erischer lebenshaltung ... "(267/131) 

His 
of 

In the preliminary material Angeler is referred to both as a prince 
(267/131) ·arid as "Graf Pinkenburg" (267/181). 

138 The Herzog confides: 
II er (hat) lang sich nach der Macht gesehnt" 

(262/9) 

139 A h d . an written note by Elisabeth Hauptmann indicates that Angeler wishes 
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to "sun himself" in the glory attached to his act of mercy: 

"Angeler sonnt sich im zukilnftigen Glanz seiner 
Milde"(266/34) 

Mittenzwei's analysis of Angeler cannot be upheld: 

"Aus der Shakespeare-Ge~talt des Angelo wurde 
bei Brecht ein moderner Don Quijote. Dieser 
Angeler, wie er zun~chst hieB, glaubt, auch 
in der Klassengesellschaft mit gleichem MaB 
messen zu ktjnnen."(Mittenzwei, op.cit., p.151) 

141 See b 20 22 a ove, pp. - . 

142 Reinhold Grimm discusses this technique, "Diskrepanz zwischen Reden und 
Handeln", in his study of alienation as the unifying structural element 
in Brecht's works (Grimm, op.cit., pp.40-41). 

143 Hitler's National Socialist Party provides the obvious example of these 
tendencies. In his excellent study of the National Socialist phenomenon 
Karl Dietrich Bracher refers to its "romantisch-irrationalistische(n) 
Tr~umereien, denen die Konkretheit praktisch-politischer Zielsetzung 
fehl te" ( Karl Dietrich Bracher, Die deutsche Diktatur :_ a~-.--- -

Entstehung, Struktur, Folgen des Nationalsozialismus, 2nd ed. (Cologne, 
Berlin, 1969), p.155) and asks: 

"Stand nicht das ganze Programm auf negativen 
"Werten" wie Antisemitismus, Antiparlamentarismus, 
schrankenlosem Nationalismus und Imperialismus, 
w~hrend die eigentlichen politischen Probleme -
Republik oder Monarchie, Einheits- oder Bundes­
staat, Sozialismus und Kapitalismus, Revolution 
und Legalismus, Bodenreform und Schutz des 
Privateigentums - weder pr~zisiert noch wirklich 
durchdacht wurden?"(0p.cit., p.161) 

144 8 . 
lS questioning of von Schwind -



"RICHTER Wie heiBen Sie? 
VON SCHWIND Von Schwind, Hoher Gerichtsh~f, das 

schwere Unrecht, das ... 
RICHTER Halt. Ihr Vornarne? 
VON SCHWIND Ulrich von ... mir von diesem Herrn, 

der bislang mein Freund ... 
RICHTER Geboren? 
VON SCHWIND 13. Januar 1845. Meine Frau ist in 

schwangerem Zustand ... 
RICHTER Ihr Vater? 
VON SCHWIND Heinrich Eduard von Schwind." 

(266/11) 
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- is a delaying tactic, and is quite unlike Escalus' interrogation of 
Pompey Bum, which is the attempt to understand the true facts of the 
case. In his naivety Ellbogen does not perceive what the judge is 
striving to avoid, and he rebukes him for what he thinks is an annoy­
ing case of forgetfulness ("Er ist ein Vetter des bertlhmten Musikers. 
Sie wissen schon!"(266/11)): 

145 Cf. also: 

146 

147 

148 

149 

150 

1 51 

" Weinen Sie nicht! Uber eine rote Nase 
hilft auch die schBnste Tugend nicht weg! 11 

(268/21) 

VBlker, op.cit., p.53. 

Alan Bullock, Hitler: A Study in Tyranny (London, 1974), p.218. 

Berger, op.cit., p.27. 

Berger, op.cit., p.29. 

Berger, op.cit., p.29. 

The genesis of the "Lied von der Ttlnche" is noteworthy. In the prelim­
inary version of the shifting scene (267/173-174), the song comprises 
eighteen lines, all of which are sung by the policemen. In the final 
version Brecht has added a line ("Gebt uns Ttlnche, dann wird alles neu"), 
and divided a line of the first version into two parts ("Wenn uns einer 
sieht, das ist nicht gut! (Gar nicht gut!!)" - "Wenn uns einer sieht, 
das ist nicht gut!/(Gar nicht gut!!)"). The last four lines of the 
preliminary version (which begin with "Sieh! ... ") are now spoken by 
the poor. It is true that there was a natural break in the song with 
the line "Und dann habt ihr eure neue Zeit!", and that the motif­
repetition after this line could be deemed superfluous - that therefore 
the preliminary version needed alteration - but it is nevertheless also 
true that Brecht's addition of a socio-critical aspect has the appear­
ance of being arbitrary and even token. 

752 See above, note 114. 

753 Berger, op.cit., p.29. 

754 In "Wie soll man heute Klassiker spielen?" Brecht communicates: 
"Nach seiner R/:\uber-Inszenierung sagte mir 
Piscator, er habe erreichen wollen, daB 
die Leute, die das Theater verlieBen, 
gemerkt h/:\tten, daB 150 Jahre keine Kleinig­
keit seien."(GW, 15, p.112) 



155 Walter Pache comments incorrectly: 

"Durch Addition eines neuen Motivkomplexes 
versucht Brecht also, das offenbar unzu­
reichende Shakespeare-Medell als Tr~ger 
seiner eigenen politisch-akonomischen 
Parabel ... funktionsf~hig zu erhalten." 
(Pache, op.cit., pp.180-181) 
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Part II: The Second Stage of the Reception 
Process: BBA 253 - Versuche 
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3. The Second Stage of the Reception Process: BBA 253 Versuche 

3.1. BBA 253 

BBA 253 is the first entire version completed by Brecht in the course of 

his adaptation work; it bears the title MASS FUER MASS oder DIE SALZSTEUER / 

NACH SHAKESPEARE VON BRECHT. The text itself comprises BBA 253/2-132. 

Page 133 contains a handwritten plan for scenes 7-13. On the basis of the 

handwritten material to be found in BBA 253, Brecht's main collaborator 

appears to have been Margarete Steffin, although Emil Burri also made 

several additions and alterations. Pages 19, 31, 41, 61, 71, 74, 79, 90, 93, 

106, 109, 111, 114, 117, 130, 132 contain additional material to be inserted 

at handwritten indicated points in the main text. There are two anomalous 

sections in the text. Mildner, in the Vienna-version Frau Ueberley's 

business-manager, appears on pages 23 and 24 -

"DER OBERSTE 
RICHTER 
FRAU CORNA­
MONTIS 

DER OBERSTE 
RICHTER 
MILDNER 

MANN 

DER 
GERICHTS­
SCHREIBER 

:(ZU MILDNER) Und Sie? 

:Das ist mein Gesch~ftsftlhrer, Herr 
Mildner. Er hat mit der ganzen 
Sache nichts zu tun. 

:Sie sind der Mildner? 
:Ganz recht, Mildner. Der Fall 
wird kllnstlich aufgebauscht. 

:Pass nur auf, dass wir Dich 
nicht abbauschen. 

:Ruhe." 

_ but this part of the court-case (Scene 4) is crossed out in handwriting. 

On pages 116 and 118 the police-inspector is referred to by his earlier 

name ("Ellbogen"). 
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3.1.1.The Preliminary Material of BBA 253 

Gisela Bahr outlines the preliminary material of BBA 253 in her edition 

of the 1936 stage production of Die Rundk8pfe und die Spitzk8pfe. She 

divides the material into two sections or work-stages: 

"(i) Mappe 267/61-129: Szene 2-7; Mappe 
264/1-22, 36-39, 54-55: Szene 8. 

(ii) Mappe 264/01, 40-49, 55-86: Szene 1-7; 
Mappe 267/2-58: Szene 8-10; Mappe 

266/85-151: Szene 11-14." 1 

This description is, firstly, too general. The correct textual order of 

the material could be indicated to facilitate archive research: in the 

first stage of the work, for example, Scene Two is to be found at the end 

of 267/61-129 (267/119-129), whereas Scene Seven is at the beginning 

(267/61-70). Bahr does not explain that in the first phase there are in 

fact two versions of Scene Five (267/88-90,267/91-94), one of which is 

complete, the other not. In the second phase of work it should be made 

clear that 264/40-49 represents Scene One, and 264/56-86 contains Scenes 

Two-Six b. Secondly, the material outline might be misleading. Not all 

of 267/61-129 comprises preliminary textual material for BBA 253: nine of 

those pages contain miscellanea such as newspaper-cuttings or drawings. 

11 pages of 266/85-151 comprise a handwritten commentary by Borchardt. 

Furthermore it is not made clear that the material consists of 16 scenes 

(Brecht wrote two extra scenes: Six band Ten b). There are, lastly, 

errors in this general outline. 264/1-22 and 264/54-55 contain not only 

Scene Eight, but also portions of text from Scene Seven. 264/40-49 and 

264/56-86 do not include any text from Scene Seven. 267/2-58 does not 

conclude with Scene Ten, but with Scene Ten b. 

The following categorization of the material with manuscript commentary is 

a revision of Gisela Bahr's work and would be of greater assistance to 

the scholar engaged in archive research. Gisela Bahr's division into work-



stages has been retained. 

I 

a)Scenes Two - Six b: 

Scene 2 (253/10-16) = 267/119-129 

Scene 3 (253/17-20) = 267/113-117 

Scene 4 (253/21-33) = 267/97-110 

Scene 5 (253/34-37) = 267/88-90 
267/91-94 

Scene 6 (253/38-39) = 267/74-76 

Scene 6b(253/40-47) = 267/77,79-86 

b)Scenes Seven (253/48-53) and Eight (253/54-81): 

264/55, 264/1, 264/54, 264/1-22, 264/38-39, 

264/36-37 
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The manuscript pages 267/74-129, in the construction of which Brecht 

collaborated with Elisabeth Hauptmann and Margarete Steffin, do not form 

a temporally cohesive whole. Normal capitalized text may be found, but 

usually there is no use-of capitals (there are even sections which are 

a mixture of capitalized and non-capitalized text). In some places 

the nomenclature of BBA 253 ("Calausa","Cornamontis","Callas") is already 

present in typed form (Cf.267/119-129, Scene Two), but in Scene Four 

(267/97-110), which is typical of 267/74-129, the alteration of 

Hornberger (previously Frau Ueberley)to Cornamontis or Meixner (also 

Meixenego) to Callas, which corresponds to the new, South American plot­

setting (Peru), is in handwritten form. Of Scene Five there are two 

versions: because of its textual closeness to BBA 253, 267/88-90, although 

incomplete, is undoubtedly the later version and probably belongs more 

correctly to the second work-stage. The text of 267/74-129 is in its 

entirety very similar to BBA 253; only the handwritten name-changes and 

manifold small additions differentiate them. The family Perez formerly 



bore the name Schunirello (abbreviated to Schnirl) - but this has been 

crossed out at this stage and the name given to one of the landlords. 

Thomas Angeler has become Thomasa Angelas. 
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Margarete Steffin seems to have been replaced by Emil Burri in the work on 

Scenes Seven and Eight, which are categorized above in their textual 

sequence. Thus 264/55 contains the opening of Scene Seven (253/48-49), 

whereas 264/54 is probably the missing link of Scene Eight between 264/1 

and 264/2. That 264/54 belongs to 264/1-22 is lent credibility by their 

common usage of the variant name form Escalo (for Eskahler). The relative 

disorder and hence preliminary character of 263/1-22 is shown by the mixture 

of text on 264/1: it includes the continuation of Scene Seven (from 264/55), 

as well as two unconnected parts of Scene Eight. On page 264/9 there are 

further sections of Scene Seven (253/52-53), and they are preceded by 

portions of Scene Eight (253/63), The incomplete material for Scene Seven 

extant here (264/55, 264/1,9) represents the preliminary stage of 

267/61-70, which undoubtedly belongs to the second work-stage, a fact 

overlooked by Gisela Bahr in her treatment of the manuscript. 

264/36-39 contain the last part of Scene Eight (253/77-81). 

II a)Scene One (253/2-9): 

264/40-49 

b)Scenes Two - Six b: 

Scene 2 = 264/56-62 

Scene 3 = 264/63-65 

Scene 4 = 264/66-74 

Scene 5 = 264/75-77 

Scene 6 = 264/78-79 

Scene 6b= 264/80-86 

c)Scene Seven: 

267/61-70 



d)Scenes Eight - Ten b: 

Scene 8 (253/54-81) = 267/23-58 

Scene 9 (253/82-88) = 267/12-20 

Scene 10(253/89) = 267/2 

Scene 10b(253/91-94)= 267/3-10 

e)Scenes Eleven - Fourteen: 

Scene 11 (253/95-104) = 266/137-151 

Scene 12 (253/105-109)= 266/132-135 

Scene 13 (253/110-119)= 266/117-130 

Scene 14 (253/120-132)= 266/85-103 
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The same collaborators assisted Brecht during this second work stage, 

although Elisabeth Hauptmann's contribution is undoubtedly the greatest. 

An unknown person also added handwritten sections. In the material 

first treated at this point (Scenes 1,9,10,10b,11,12,13,14), the same type 

of handwritten corrections may be found as in the previous work-stage. 

Names, in particular, are altered (Herzog-Vizekonig,Meixner-Callas, 

Hornberger-Cornamontis). The text of these scenes is in uncapitalized 

form, and the handwritten additions made b_y Brecht and his helpers are 

typed in the manuscript of BBA 253. 

Most of the material under scrutiny for a second time before being incor­

porated into BBA 253 (Scenes 2,3,4,5,6,6b,7,8) is virtually in its final 

form, and there are very few handwritten sections. In 267/23-58 (Scene 

Eight), for e~ample, there are 20 pages of text identical to the corres­

ponding parts of BBA 253. BBA 253/10-18,20-29,35-40,42-47 constitute an 

exact copy of 264/56-86 (Scenes Two - Six b). Handwritten additions and 

alterations were, of course, subsequently made to 253, and the text of 264 

not only excludes several sections of 253 (253/19,30-34,41), but also extends 

only as far as "wenn der Name Callas f2tllt" on 253/47 (thereby omitting a 

stage-direction and the final speech by Perez ("Callas, bei wem sitzt du?")). 
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3 .2. ·A Description of the Plans of BBA 253 

Two plans can be identified as preceding BBA 253: 266/60-65 and 

266/43-52. In these plans the names of the important figures correspond 

to those employed in the Vienna-version and in the early preliminary 

material: Thomas Angler, Hornberger, von Klausner, Meixner. It seems most 

likely that 266/60-65, which contains a general description of fourteen 

scenes, is the earlier plan of the two, preceding the highly detailed 

individual scene-analysis to be found in 266/43-52. 

Notably absent in both plans is the theft of the landlord's horses under­

taken by Callas in BEA 253 (which occurs in Scene Five, and involves Scenes 

Six and Six b). Furthermore, although with the enlargement of the role of 

the tenant-farmer Meixner a significant development has taken place since the 

Vienna-version, there is as yet no indication of an open class-struggle in the 

form of revolutionary activity against the state. The racial question, 

which first appears in these plans, is introduced by Eskahler as a means 

of countering the economic difficulties of the country ("ferdinand eskahler 

erklart entstehung und zweck der tschichenverfolgung in zeiten wirtschaftlicher 

zerrtlttung."(266/43)). Apart from the theme of racial discrimination and 

the enlargement of the tenant-farmer's role, new elements introduced at this 

stage are the Herzog's job with Frau Hornberger and the strike of the civil 

servants. Several motifs recall the third plan of the Vienna-version 

(266/29-362 ): common to this plan and to the two plans of BBA 253 are an 

emphasis on taxation, the fact that the Meixners must pay Isabella's dowry 

and the poor-court held to try the rich. It is even conceivable that 266/29-36 

constitutes the first plan of BEA 253, that it in fact was written after the 

fragmentary Vienna-version. 

The source of the racial division into "tschichen" and "tschuchen" also 

becomes apparent in these plans: because the plot is set in Prague (Bohemia), 
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it is natural that Eva Meixner is referred to as "die arme tschechin"(266/64), 

subsequently altered by Brecht to "tschuchin", presumably to avoid any 

problems of identification. Since Brecht locates his plans in Bohemia, 

not Czechoslovakia (established 1918 as a state), it may be assumed that 

the historical period is the same as that of the Vienna-version (late 

nineteenth-centu~y). The scene-numbering is handwritten in 266/43-52, but 

typed in 266/60-65. All handwritten additions were made by Brecht himself. 

a)266/60-65 

Scene 1 :The Herzog of Bohemia hands over his power 
to the "tschichenverfolger" Thomas Angler. 

Scene 2:The day after Thomas Angler takes control, the 
persecution of "tschichen" begins in the city of 
Prague. 

Scene 3:The ruined tenant-farmer family (the Meixners9 
gain new hope. The tenant-farmer families have all 
received letters demanding the rent, which will 
enable Isabella ("braut Kristi") to enter the 
nunnery. 

Scene 4:The "tschiche" Joachim von Klausner is sentenced 
to death by Angler for seducing a Czech maiden 
("tschechischen mM.dchens"). 

Scene 5:Entering the nunnery, Isabella von Klausner hears 
of her brother's arrest. The tenant-farmer demands 
that the rent be forgotten. The abbot places 
Meixner's hand on his own head. 

Scene 6:Isabella von Klausner begs for mercy on her 
brother's behalf. (Angler?) speaks strangely. 
Isabella has nothing to be happy about. Meixner(?) 
handles the matter badly. 

Scene 7:Isabella informs her brother of her talk with 
Angler. Von Klausner demands that she succumb to 
Angler and thereby save him. The prison is filled 
with members of the upper-class. Meixner's family 
shake their fists at the "tschichen". 

Scene 8:Frau Hornberger, ordered by the court to close her 
brothel, opens turkish baths. The Meixners bring 
their daughter once again to the brothel (it is 
only for a short time, and it is after all only a 
turkish bath). 

Scene 9:At Frau Hornberger's advice the rich "tschichin" 
is substituted by the poor "tschechin": Eva 
Meixner is prepared to pay the price for the liber­
ation of her seducer instead of Isabella. Frau 
Hornberger must pay for the shift. Who will pay? 



Meixner's cows will probably have to be 
sold. Frau Hornberger enters the prison, 
where her customers are to be found. 

Scene10:Thomas Angler decrees the imposition of a 
salt-tax. He receives a person he assumes 
to be Isabella von Klausner and, eager to 
prove that she is not innocent, he violates 
her ("er hat mit seinem engel gerungen"). 

Scene11 :Thomas Angler is hindered in his cleansing 
of the apparatus of government by the nec­
essity of borrowing money with the salt-tax 
as collateral. 

Scene12:The cows have already been sold when Meixner 
wants to buy the salt. He refuses to pay the 
salt-tax and, in a fit of anger, knocks the 
salt-agent to the ground. The Schnlirl family. 

Scene13:The poor-court. The prison is again full, 
this time with the poor. 

Scene14:The Herzog of Bohemia takes over the government 
of the land again. An amnesty is declared for 
all except those who have committed the crimes 
of trespass or libel (Meixner). 

Commentary 
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The plan's brevity makes it difficult to grasp the context of several of 

the motifs involved. What, for instance, is the role of the Schnurl 

family in Scene 12? Must Meixner's cows be sold to pay for Frau 

Hornberger's shift? If so, why? Why do the Meixners shake their fists 

at the "tschichen"? 

Beyond the division into scenes Brecht appears to have superimposed 

another pattern on the plan by inserting handwritten Roman numerals. 

Scenes 1-5 comprise a first grouping, Scenes 6 and 7 a second, Scenes 

8, 9 and 1 O a third, Scenes 11 , 12 and 1 3 a £our th, and Scene 14 a fifth 

and final. Scene 13 could belong to the last grouping, but the hand-

written "IV" is much firmer and darker than the "V". 



Scene 1 :As in 253, a plot summary of which is contained 
in the next chapter (3.3.). 

Scene 2:As in 253. 

Scene 3:As in 253, but the family does not receive a letter; 
that the money is needed for Isabella is made clear 
by Calausa in the previous scene. 

Scene 4:As in 253. 

Scene 5:As in 253, although Callas does not demand the 
release from the rent, but steals the horses. 
The proof of racial similarity carried out by the 
Abbot occurs much later in 253 (Scene 5), and is 
executed there by the Mother Superior. 

Scene 6:In 253 this is Scene 7. 

Scene 7:In 253 this is Scene 1 Ob; both poor and rich 
are imprisoned. The tenant-farmer family is 
not present. 

Scene 8: In 253 this is Scene 9. 

Scene 9:In 253 this is Scene 11; neither the necessity 
for the shift to be paid for, nor Hornberger's 
visit to the prison, nor the sale of Meixner's 
cows recur in 253. 

Scene 10·:1n·253 the·salt-tax·is decreed in Scene 8. The 
reception of the false Isabella by Angelas does 
not take place in 253, nor therefore does he rape 
her. 

Scene 11:In 253 this is Scene 8; Angelas needs money 
for his campaign, and issues the decree so that 
the landlords know they will get their money back. 

Scene 12:As in 253. But the Schnilrl (Perez) family has 
no function in the scene. Only in the last scene 
of 253 does Callas mention his cows: they have 
been removed by the lawyers as payment for their 
work in attempting to free Calausa. 

Scene 13:As in 253. 

Scene 14:As in 253. But there is no mention of an amnesty 
in 253, and Callas is not an exception, for he 
receives the same "sentence" as Calausa. 

b)266/43-52 
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This plan contains a description of Scenes 1, 4, 5, 6, 7, 8, 9 and 10 only. 

Scene 1 :The scene, the essence of which is contained 
in the heading "DER HERZOG VON BOEHMEN UEBERGIBT 
DIE REGENTSCHAFT AN DEN TSCHICHENVERFOLGER 
THOMAS ANGLER"(266/43), is divided by handwritten 
numbers into six parts: 



i)The rulers learn exact details about the 
state of their land from the newspapers. 

ii)Ferdinand Eskahler explains the growth 
and intention of the persecution of·the 
"tschichen" during economic depressions, 
and the theory that economic disasters 
are like natural disasters. 

iii)Thomas Angler will put an end to the in­
creasing oppression of the lower classes. 

iv)In a political discussion it is concluded 
that the taxation of the poor (tenant­
farmers, artisans, petite -bourgeoisie) is 
needed to prevent the encroachment on 
large private-property. 

v)Thomas Angler assumes the leadership bound 
only to introduce a heavy salt-tax. 

vi)The Herzog of Bohemia departs, intending to 
make his way alone. Angler bows deeply 
and Eskahler (apparently) puffs on his 
cigar. 

Scene 4:The scene bears the title "TSCHUCHISCHE 
RECHTSPFLEGE" and is divided into eleven 
sections: 

a)The "tschiche" von Klausner, charged 
with the seduction of a "tschuchin", is 
forcibly brought before a court by a mob 
of "tschuchen". The court must postpone 
another case to handle von Klausner's. 

b)The court cannot decide the racial issue 
by referring to the extant legislature 
of the land. 

c)Von Klausner reports that the girl 
recognized and addressed him. The court 
believes his (true) statement because 
he is a wealthy man. 

d)The girl ("eva meixner") is sentenced to 
three weeks jail for public lechery. 

e)Her father, a tenant-farmer, delivers a 
speech (which is untrue) on rent­
racketeering. 

£)Thomas Angler enters and gives an example 
of racial law-enforcement. He "puts the 
case right" and makes Meixner into a 
"Roman father". 

g)A court-clerk announces that the mob is 
bringing von Klausner back. 

h)Thomas Angler's speech, in which he div­
ides the people into two parts. 

i)Eva Meixner is freed, the houses belonging 
to Frau Hornberger closed and von Klausner 
sentenced to death. 

j)Von Klausner's lawyer rushes to the scene. 
k)The populace opposes the upper class and 

applauds when Meixner demands that rent be 
abolished. Angler is frightened by this, 
and censures Meixner, declaring that such 
monetary considerations are immaterial. 
Meixner interprets this literally. 
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Scene 5:The scene, which contains the negotiations 
concerning Isabella's noviceship between 
Klausner family lawyers and the nunnery of 
Saint Barbara, comprises six sections: 

a)The lawyers express their hope that the 
new government will guarantee Isabella's 
dowry by intensifying rent-collection. 

b)Isabella describes her desire to remain chaste. 
c)To counter the beginning racial persecution, 

the nunnery takes over the novice's inheritance. 
d)News of von Klausner's incarceration. 
e)During the scene the Meixner family waits 

outside. The tenant-farmer tears up the 
letter from the estate-management. 

f)The convent's business-manager approaches the 
rebellious tenant and places the latter's hand 
on his own head as proof that he, the new 
landlord, is also a "tschuche". 

Scene 6:In two paragraphs the petition scene is described: 

a)Angler states how repulsive it would be if he 
behaved like von Klausner, and how just if 
Isabella had to share Eva Meixner's fate by 
sacrificing herself for a relative. 

b)Before Isabella leaves in fright, she asks 
the dictator if Meixner's refusal to pay the 
rent is lawful. Angler denies it; precisely 
because he has received justice means that he 
should fulfil his duties. Angler must admit 
that the tenant-farmer, the "tschuche", thinks 
too little of his honour, and too much about 
physical needs, while Isabella is quite the 
opposite. Angler throws Meixner out. The 
whore laughs: "siehst du". 

Scene 7:The seen~, entitled "BRUDER UND SCHWESTER", consists 
of eight paragraphs: 

a)The prison is filled with rich people, accused 
of abusing either their financial superiority 
or their high office. Washing-baskets replete 
with denunciations are carried through. The 
inmates are mainly "spitzk8pfe". 

b)An astonished von Klausner asks if only "tschichen" 
are guilty of such crimes and is told that only 
they had been investigated. Whoever had been in­
vestigated, though, was found guilty. 

c)Von Klausner is in mortal terror when he learns 
from his lawyer (a "tschiche") that an example 
is being made of him and that his death is needed 
for the salt-tax. 

d)Instantly he realizes that Angler simply wants to 
misuse his sister. He summons those present as 
witnesses, which causes his sister deep shame. 
Everyone believes him. 

e)Von Klausner describes the much worse fate of the 
Meixners and their kind. He thereby reveals that 
he is fully aware of his social crime ("dadurch 
enthilllt er sich als bewusster sozialverbrecher.") 

f)The abbot visits him and reads Lucretius. (he is 
imprisoned for atheism). 
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g)Von Klausner declares that he has no intention of 
being hanged either for a whore or a nun. This 
corresponds to the aversion of the lower classes 
for suffering pain on behalf of virtuous and 
just gentlemen of higher social standing (Brecht 
notes). 

h)He orders that the rent should be collected for 
his sister and the Meixners' cows used for (the 
financing of) the trial. 

162 

Scene 8:The shifting scene ("DER UMZUG DER FRAU EMMA HORNBERGER"): 

a)Frau Hornberger hires the Herzog of Bohemia as a 
furniture-mover. 

b)Meixner negotiates with Frau Hornberger his 
daughter's employment in the bath-houses. 

c)The Herzog of Bohemia, alias Albert, intimates 
to Meixner that he belongs to the upper classes 
and wants to write a book. He harbours a 
certain suspicion about which he will reveal 
nothing until it has been confirmed. 

Scene 9:The substitution scene, comprising six parts: 

a)Isabella seeks of Frau Hornberger con£irmation 
that Eve Meixner is a prostitute. 

b)The Meixner family sits on the steps of the 
brothel eating soup. Albert explains to Meixner 
that he has not grasped the art of poverty. 

c)Eva Meixner is exalted as a maiden and as a 
"tschuchin". 

d)The image of the button ("vom knopfwerfen"): 
tenant-farmer or landlord? 

e)Albert reveals that he is the Herzog of Bohemia. 
He can do nothing because the salt-tax has not 
yet been decreed. The Meixners fall on their 
knees before the false Isabella, who frees them 
from the burden of the rent. 

f)Albert suffers racial persecution at the hands 
of Mildner ( 11 ein tschuchenverfolger"). All 
those in the brothel are imprisoned. 

Scene 10:The announcement of the salt-tax by Thomas Angler: 

a)Thomas Angler indicts the pillars of society: 
the judge, the abbot and the lawyer. 

b)A deputation of "tschichen" demands the release 
of van Klausner. The denial of the summons 
contains the concept of rent-racketeering. 

c)Determined to "cross the Rubicon" and punish 
social crimes, Angler traces the capital crime 
which caused crisis in B~hemia: the wealthy 
deposited their money across the border as 
soon as it failed to yield interest. The once 
condemned are fetched from prison and confronted 
by "XX", the country's biggest financier. 

d)The wealthy, enraged, rush to the scene, just as 
Angler wants ("ihr kommt mir gerade recht!). 

e)The civil-servants have departed. 



Commentary 

Assuming that Brecht could have altered the plot sequence within 

individual scenes (as he had done in Scene 1), it may be supposed that 

the remaining scenes are as he intended them. 

Scene 1 :The scene is very similar to its counterpart in BBA 
253, although the fourth part, the necessity of 
taxation, is already discussed by Eskahler and the 
viceroy before Eskahler mentions Angelas' race 
theory (ii). 

Scene 4:a)As in 253. 
b)As in 253. 
c)As in 253. 
d)In 253 Judith is not in fact sentenced. 
e)In 253 Tomaso Angelas has already entered 

before Callas gives his speech: (f) thus 
precedes (e). The applause of the populace 
(k) directly follows Callas' speech. 

g)Von Klausner does not leave the court-room 
in 253. 

h)As in 253. 
i)As in 253. 
j)In 253 the lawyer enters before Calausa 

gives his evidence. 
k)(Angelas' censure of Callas)As in 253. 

Scene 5:a)In 253 (a) follows (b). 
c) Not in 253. 
d)Occurs at end of scene in 253. 
e)Not in 253. 
f)To be found in Scene Seven in 253, where the 

Mother Superior, not a male representative 
of the convent, shows Callas the irrelevance 
of racial differences. 

Scene 6:In 253 this is Scene 7; the absence of the 
Kohlhaas motif (the expropriation of the 
horses by Callas) precludes Scenes 6 and 6b 
of 253. 

a)As in 253, although the encounter between 
Callas, Judith and the Mother Superior and 
Isabella, as well as Eskahler's questioning 
of Angelas about the salt-tax, are not yet 
planned. 

b)Only the last aspect recurs in 253, and there 
it is placed almost at the beginning of the 
scene. 

Scene 7:In 253 this is Scene 10b. 

a)As in 253, but the motif of the washing-basket 
occurs in Scene 14 of 253. 

b)Not in 253. 
c)In Scene 8 of 253 Calausa informs the Inspector 

of his fear that an example is being made of him. 
There is no mention of the salt-tax at this 
point; earlier in the scene the rich landlords 
see the necessity of Calausa's death if the 
salt-tax is to be successfully enforced. 



d)As in 253. 
e)Not in 253. 
f)In 253 the abbot has entered with Isabella at 

the beginning of the scene, does not read 
Lucretius, and is denounced by the Mother 
Superior when he states that reliance on God 
means that the situation is hopeless. The 
denunciation takes place, furthermore, at the 
end of the scene. 

g)As in 253. 
h)Not in 253(but cf.Scene 12 of 266/60-65). 

Scene 8:In 253 this is Scene 9. 

a)In 253 the viceroy becomes Cornamontis' 
business-manager. 

b)In 253 there are no negotiations between 
Callas and Cornamontis. 

c)Not in 253. 

Scene 9:In 253 this is Scene 11. 

a) Not in 253. 
b)In 253 the family arrives towards the end of the 

scene. This part of (b) should be combined with 
the second part of (e)(they fall on their knees 
before the false Isabella). In 253 Albert 
explains to Meixner that he does not understand 
the art of being poor in Scene 12, not at this 
stage. 

c)In 253 the reference to Judith's exalted state 
is to be found in Scene 6b. 

d)In 253 the throwing of the button occurs in 
Scene 4. 

e)The first part (Albert's revelation) does not 
take place in 253. 

f)Not in 253. 

Scene 10:In 253 this is Scene 8. 

a)To be found in Scene 8 of 253. 
b)In 253 the rich landlords seek Calausa's release. 
c)Not in 253. 
d)Not in 253. 
e)To be found in Scene 8 of 253, but precedes 

Angelas' indictment of the Mother Superior, the 
judge and the lawyer (a). 

c)Scene-sequence Variants 
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Contained in the Brecht-Archiv are five variants of the scene-sequence; 

although none of these variants can be dated exactly, they probably all 

belong to the second stage of the adaptation process (the salt-tax motif, 

excised in the third stage of development, is extant in four of the 
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variants; the fifth is to be found on the last page of the manuscript 

folder containing BBA 253). Four of the variants (three of them on 

266/66 and the other on 253/133) were, presumably, written by Brecht 

himself, the fifth (1974/25) by Ruth Berlau. Each variant, apart 

from the third on 266/66 and 253/133, comprises twelve scenes, although 

Brecht's variants on 266/66 begin at Scene Five and, on 253/133, at 

Scene Seven. Table Five is a graphic presentation of the variants. 



i: 1974/25 

1 .Danger of Black 
Flag. 

2.Counting the profits 
from the harvest; 
Black Flag threat; 
Tschichen banished. 

3.Landlord denounced. 

4.False verdict. 

5.The horses. 

6. 

7. 

8. 

9.Judith's return. 

10.Substitution. 

11 .Salt-depot 

12.Poor-court. 

13. 

ii: 266/66 

Convent. 

Salt-tax and plea. 

Salt-depot crime. 

Shift and Judith's 
return 

Brother and sister. 

Substitution. 

Poor-court. 

Conclusion. 

TABLE FIVE 

iii: 266/66 

Plea. 

Brother and sis­
ter. 

Shift. 

Substitution. 

Salt-tax. 

Salt-depot crime. 

Poor-court 

Conclusion. 

iv: 266/66 

Convent. 

Plea. 

Salt-tax. 

Brother and sis­
ter. 

Salt-depot. 

Shift and Judith's 
return. 

Substitution. 

Poor-court. 

Conclusion. 

V: 253/133 

Shift. 

Court-case. 

Plea. 

Brother and sister. 

Substitution. 

Poor-court·. 

Restoration. 

1--' 
O'\ 
O'\ 
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J.3. The Plot, Shakespearean Remnants and New Material 

3.3.1.The Plot 

Because the manuscript BBA 253 has never been published, a detailed 

summary of its plot is requisite. Each of the manuscript's sixteen 

scenes is prefaced by a short description of place, drcunatis personae 

and action. The numbering of Scenes Three, Four, Six, Eight, Nine, Ten, 

Eleven and Twelve was originally typed, but subsequently handwritten 

(covering the typed number). Of the remaining scenes, One, Two, Thirteen 

and Fourteen are numbered by hand, Six band Ten b by machine only. 

Scene 1 :It is four o'clock in the morning when the viceroy of 
Peru and his privy councillor Fernando Eskahler decide 
to hand over the leadership of the country to Tomaso 
Angelas, a racist determinea to eradicate a particular 
section of Peruvian society (the "Tschichen"). Angelas, 
summoned to the palace, accepts his commission, knowing 
that he must introduce a salt-levy. With agreement 
reached on the terms of the commission, the viceroy 
departs. 

Scene 2:The scene shifts to a small street in the old part of 
the city. Property owners (Herr Callamassi and a 
neighbour), business-people (Herr Palmosa the 
tobacconist and Frau Cornamontis the brothel-madam), 
tenants (the fat lady), civil servants (court-clerk 
and police-inspector) and an Angelas soldier discuss 
the possible repercussions of the change in government. 
The various speakers then leave, and Judith Callas, a 
prostitute employed by Frau Cornamontis, emerges from 
her mistress's house. She beckons to the "Tschiche" 
Calausa, her first lover and parents' landlord; when 
he insists that the rent owed by Judith's parents be 
paid, although this means they will starve, Judith 
betrays him to Angelas' men, who are purging Lima of 
"Tschichen", the racial enemy. They drag him off to 
prison, while his companions and fellow landlords 
watch impassively because one of their number (Herr 
Schunirello) is also a "Tschiche". 

The persons present at the beginning of the scene 
now return and again comment on what has happened. 

Scene 3:The tenant-farmer Callas is approached by Perez, 
another tenant-farmer, and asked whether he can pay 
his rent. Callas, who has been waiting three days 
in vain for a message from his daughter Judith, admits 
that he cannot and agrees to enter the revolutionary 
union of tenant-farmers (the "Black Flag"), as advocated 
by Perez. Just as they confirm their allegiance to one 
another and their common cause, the news comes that 



Angelas has seized power and that Calausa has 
been imprisoned. Callas immediately withdraws 
from the agreement just made. Perez, a "Tschiche" 
whose home has been razed to the ground as part of 
the racial purge, asks Callas for asylum, but is 
turned away by his friend, who departs for the city 
to buy salt for the winter. 

Scene 4:The location is again the palace of the viceroy. 
A court-hearing is in session: the Abbot represent­
ing the "barefooted mendicant monks" of Saint Stephen 
is suing the nunnery of Saint Barbara (represented 
by the Mother Superior) for building a new chapel 
which has drawn parishioners away from Saint Stephen. 
The case is interrupted by a mob, which wants Calausa 
tried for seducing a "tschuchisches Mlidchen" (Judith 
Callas). The judge is prepared only to sentence 
Judith for soliciting in a public place, but the mob 
insists that Calausa, Frau Cornamontis and the lawyer 
(accused of twisting the law) stand in the dock. 
Angelas, called for by the crowd, has already slipped 
in unnoticed. Judith's father, Callas, also arrives, 
ready to give evidence in the case against his land­
lord. In a fit of anger at the way the judge is 
handling the affair, Angelas dismisses him and takes 
over the case himself. He pardons Judith, orders the 
closing of Frau Cornamontis' brothel and sentences 
Calausa to death. Frau Cornamontis, Callamassi, 
Palmosa and the fat lady reflect upon what has 
occurred, and the scene ends when several spectators 
congratulate Callas on his success. 

Scene 5:In the convent of Saint Barbara Isabella Calausa, 
sister of the condemned landlord, her lawyers and the 
Mother Superior discuss the requirements which must 
be met before Isabella can begin the chaste life of 
a nun. When they have completed their negotiations, 
the Mother Superior orders that Isabella's coach be 
driven up. A nun then informs the astonished group 
that Callas, surrounded by a huge crowd and accompanied 
by his daughter, was passing the nunnery when he 
espied the coach belonging to the Calausa family. 
He had then hit the coachman over the head and 
unharnessed the horses, declaring that Calausa could 
walk to the gallows. This is the first Isabella has 
heard of her brother's unfortunate situation. 

Scene 6:0n the premises of a grain merchant Callas explains 
his expropriation of the horses to a group of men. 
He tells them to view the horses, which he has tied 
up outside, and then asks the merchant for oats. 
The latter refuses to give him anything unless he 
pays for it. The men return from their inspection 
of the horses and confirm that Callas could indeed 
open a haulage firm. Callas, though, is furious that 
the dealer has turned down his request and leaves. 

Scene 6b:The tenant-farmer Callas and his daughter are given 
drinks by the patrons of an inn opposite the grain­
merchant's building. Four members of the "Black Flag", 
one of them Perez, are tied up outside by Angelas 
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militiamen. Judith talks to Perez, who says that 
the policemen guarding them could easily be bribed. 
Judith passes the message to her father, who states 
that he is not afraid of being considered a confed­
erate of the "Black Flag". Three rich landlords, 
one of them Herr Schunirello, enter the inn accom­
panied by the Calausa family lawyers. Thinking 
that Judith may have forgotten to speak to her 
father, Perez despatches the policeman into the 
inn to approach his friend Callas, who will reim-
burse him. Callas tells the policeman that he is 
too busy to go out. An Angelas soldier asks Callas 
if he has friends in the "Black Flag". Callas must 
admit that he knows Perez to be a farmer in his 
district. When asked by the curious soldier if 
they know Callas, the captured revolutionaries 
remain silent, then beg for water. Returning to the 
inn, the soldier asks Callas if the rebellious farmers 
should be given water. Callas says no, whereupon the 
soldiers insist on drinking a toast to him. The rich 
landlords refuse to do this and leave, an act not 
unnoticed by the Angelas men, who promptly pursue them. 
The lawyers approach Callas and offer to lower the rent 
if he will commit perjury and thereby free Calausa, an 
offer violently rejected by Callas. The lawyers depart 
hurriedly and Callas joins a group of patrons; in his 
drunkenness and despite Judith's efforts, the farmer 
reveals that he had lied in the course of the trial. 
The grain-merchant has overheard this and, with a 
hateful glance at Callas, leaves the inn. Perez, 
being led away, asks Callas whom he is sitting with. 

Scene 7: Callas and Judith are waiting in a courtyard of the 
palace to see Angelas, when the Abbot, the Mother 
Superior, a nun and Isabella enter. The tenant-farmer 
and his daughter hurl insults at them, and one remark 
about Calausa causes Isabella to faint. The Mother 
Superior shows Callas that she is of the same race by 
placing his hand on her (round) head. Eskahler enters 
the viceroy's room, in which Angelas is presiding, and 
asks him if he has read the draft of the salt-tax (he 
has not). Eskahler then announces the presence of 
the two parties in the courtyard. Isabella is permitted 
to see Angelas, but Callas must wait until the following 
day. Isabella begs for her brother's life in vain; 
Angelas asks her if it would be just and morally accept­
able if he were to compel her to sleep with him (as 
Judith had had to sleep with Calausa). Isabella and 
the nuns leave the room, just as the rich landlords 
burst in. They report to Eskahler that Schunirello 
and two other landlords have been attacked and now lie 
in hospital. They demand not only that anyone attack­
ing rich landlords like Schunirello be harshly punished, 
but also that Calausa be freed. Angelas acknowledges 
their demands, but does not receive them. 

Scene 8:Preparations are being made in the palace for the appeal 
trial instigated by Calausa's lawyers. Asked by the new 
judge whether the government will soon pay long overdue 
salaries, Eskahler assures that the salt-tax will improve 
the government's credit-rating and enable it to procure 
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a loan. He places the draft of the tax on Angelas' 
table. In the courtyard the "Black Flag" rebels 
are brought in, and the court officials agree to 
strike at midday if their wages are not forthcoming. 
The various parties involved in the case enter the 
courtyard: the Mother Superior, the lawyers, the 
former chief judge, Isabella, Judith and Callas. 
The trial begins: the lawyers insist that Calausa 
and Judith were in love and that their relationship 
was not soiled by material matters (the horses), and 
the Mother Superior states that Judith had known men 
carnally before her affair with Calausa. In defence 
Judith informs the court of the lawyers' bribery 
attempt and Callas accuses the chief judge of 
corruption. 

The scene shifts to the viceroy's room, where the 
rich landlords demand to see Angelas. Eskahler sends 
a note to Angelas, who, ordering the judge to adjourn 
for fifteen minutes, proceeds to Eskahler. The rich 
landlords repeat their demands that the case against 
Calausa be dismissed and the Angelas militia-men 
tried instead. Angelas orders the soldiers who had 
attacked Schunirello placed in custody, then returns 
to the trial. The rich landlords again summon 
Angelas, who declares publicly that he will not be 
bribed. Meanwhile, not only have the officials gone 
on strike, but a man informs the rebels that the 
Angelas troops have been overrun. The landlords, 
realizing the danger of the situation, tell Angelas 
that he will need money quickly to build up his forces 
again and to pay the civil servants. They are confid­
ent that their loan will be covered by the salt-tax. 
When Callas learns from the lawyers that the eaves­
dropping grain-merchant is prepared to testify against 
him, he knows he must accede to their wishes; but the 
need does not arise, for Angelas orders his men to 
occupy the palace and, told that the people support 
him, not only confirms the death-penalty for Calausa and 
sentences the Mother Superior, the judge and the lawyers, 
but also announces the salt-tax. Furthermore, he 
declares that Callas must forfeit the horses belonging 
to his landlord. The strike concludes, and Judith, 
at her father's bidding, tries to persuade Calausa 
to forgo the rent-payment, but is unsuccessful. 

Scene 9:In the old part of the city Frau Cornamontis is 
arranging her shift to new premises, the court having 
decreed that her house of ill-fame be closed. The 
fat lady, Frau Tomaso, has had to vacate her rooms 
because she cannot afford to pay the rent; her living 
quarters are to be Frau Cornamontis' new business­
premises (she intends to open a "turkish bath-house"). 
Frau Cornamontis asks the viceroy, who is loitering in 
the street looking for work, to move on lest the police, 
who are about to seal off her old premises, think she 
is still pursuing her illegal occupation. The viceroy 
insists that she treat him like an employee. The 
police-inspector arrives, off{cially closes the brothel, 
helps the former madam shift across the road into 

170 



F~au Tomaso's old residence, then disappears to buy 
cigars from Herr Palmosa. The viceroy's acting was 
so convincing that Frau Cornamontis hires him as 
her business-manager. Callas and Judith approach 
the now closed brothel in the hope that Judith will 
be able to get her old job back. Directed by the 
viceroy (alias Albert) to the new establishment, 
Judith is reinstated by a hesitant Frau Cornamontis, 
receives a small advance and gives it to her father, 
telling him to return home. He states that he will 
buy the salt first. When he has departed and Judith 
gone inside, the Angelas men appear and put up the 
official notices decreeing the salt-tax. 

Scene 10:In the street outside the prison Isabella and the 
Abbot are discussing Calausa's fate. In contrast to 
Isabella, the Abbot is optimistic. 

Scene 10b:Isabella and the Abbot enter the prison to find 
Calausa in the death cell, the four "Black Flag" men 
squatting in the second cell, and the Mother Superior, 
the lawyers and the former chief judge in another cell. 
The Abbot informs the inmates that the tenant-farmers 
refused to pay the rent on the due date as a direct 
result of the Calausa case. The "Black Flag" members 
are ecstatic, whereas the Mother Superior and her 
friends curse the profligate Calausa and threaten 
the rebels with horrible deaths. Isabella then 
repeats to Calausa what Angelas had said at their 
meeting. Calausa, like the Abbot, interprets this 
as a blatant proposition and bids Isabella to sleep 
with Angelas. An indignant Isabella refuses, but 
the prisoners, who see this as an opportunity to 
compromise Angelas, exhort her to obey her brother, 
for her action will be of benefit to all. The Abbot 
states that only God can help them now, that their 
situation is therefore hopeless, whereupon the Mother 
Superior denounces him instantly as an atheist. 

Scene 11 :Isabella has resolved to forfeit her virginity for 
her brother's life and visits Frau Cornamontis' 
brothel to learn how she should behave when she is 
with Angelas, and how to avoid such undesirable 
consequences as pregnancy. She talks at first with 
Albert (the viceroy), who in turn summons Judith. 
The latter suggests that her employer is the best 
authority to consult. After initial conversation, 
Frau Cornamontis explains that the rich have no need 
to submit to such trials; there are persons willing 
to take their place for monetary reward. It is 
decided that Judith will be Isabella's substitute 
in Angelas' bed. While Albert and Frau Cornamontis 
inspect Judith in her disguise and teach her refined 
manners and speaking, a crowd throws stones at Frau 
Cornamontis' former house. While Judith goes upstairs 
to wash her hands and Albert returns to the accounts, 
the brothel madam encounters Frau Callas and her 
children. They are searching for the head of the 
family, but have not found him; they are hungry and 
ask to see Judith, who would give them money for food. 
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Frau Cornamontis says that Judith is occupied, but 
has Albert prepare them some soup. As Judith is 
leaving the house for her rendezvous, Frau Callas 
mistakes her for Isabella; at her prompting the 
children beg for leniency in the matter of the rent. 
With a smile Judith removes her veil momentarily and 
tells them that they do not need to pay. 

Scene 12:Albert informs the people standing at the salt-depot 
that they do not understand the art of poverty. 
Callas has almost reached the counter when both 
"Tschuchen" and "Tschichen" discuss the Calausa case. 
Tolling bells proclaim the defeat of the rebel farmers 
just before Callas, unaware of the salt-tax and hence 
upset at the exaggerated price, tries to seize the 
sacks of salt from the official. Ignoring the news 
of Angelas' victory in the south, Callas continues to 
struggle with the official and, insulted, hits him 
over the head with a sack. Someone calls the police. 

Scene 13:Several poor people, including Albert, have been 
led into the prison. At Albert's request the important 
inmates are identified. Callas, too, enters and is 
locked in death cell three, situated next to Calausa's. 
Interested in the various commentaries given by his 
fellow prisoners, Albert decides to hold a court­
hearing in the prison, with the poor acting as 
magistrates. Judgement is passed on Calausa, the 
Mother Superior, the Abbot, the lawyers and Angelas. 
The police-inspector is shaving Calausa and Callas 
in preparation for execution when the order comes 
that Calausa should proceed immediately to the gallows. 
Calausa's lawyer has a plan, according to which Callas 
can save himself a year's rent, but it is Albert, wear­
ing a hood, who leaves the prison with the inspector 
and his assistants. 

Scene 14:The scene, set in the viceroy's palace and in the court­
yard, opens as Angelas and Eskahler discuss whether or 
not Calausa should be executed. They are in a dilemma 
because the salt-tax requires his death, the payment of 
the rent, on the other hand, his continued existence. 
The inspector interrupts them with the news that the 
condemned man is growing impatient. They have concluded 
that only the viceroy can free Calausa when the rich 
landlords arrive and insist that their confederate be 
freed. Ignoring their plea, Angelas decides that the 
condemned man be executed. As the final preparations 
for hanging are being made, the victim removes his hood 
to reveal his true identity: it is the viceroy. Hungry 
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and tired after his travels, he orders that food be brought, 
and that Calausa and his sister Isabella, aboutwhom he has 
questioned Angelas, be fetched. Judith and Callas, both 
disguised, enter the courtyard with the four "Black Flag" 
men. The viceroy removes the disguises from the prostitute 
and the tenant-farmer, then he begins his meal, further 
ordering that Isabella, Calausa and the Mother Superior 
and her companions (whom he wants in his service), come 
before him. Isabella enters accompanied by Frau 
Cornamontis, who feigns total ignorance of the affair. 
More tables and food are being carried into the courtyard 



when Calausa, the Mother Superior, the lawyers, the 
chief judge and the Abbot arrive. The viceroy pardons 
both Calausa and Callas; but while the tenant-farmer 
hurries back to the land to begin work, his landlord 
decides to have a wash and change his clothes. When 
the prostitute and the nun have bid one another farewell, 
the viceroy thanks Angelas for his assistance, but 
orders him to relinquish his racial theory.3 

3.J.2.Shakespearean Remnants 
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The Shakespearean elements still extant in BBA 253, consisting of five 

entire scenes comparable in basic plot to their Elizabethan models, the 

shifting-scene (growing from a minor motif in MaB fur MaB), the scene in 

which Judith replaces Isabella (not enacted by Shakespeare), and four 

important motifs are delineate~ in Table Six. 

Analysis 

TABLE SIX 

SHAKESPEARE BRECHT 

I;i :Deputation of 
power = Scene One 

I;ii :Street meeting= Scene Two 

I;ii :The shifting of 
the brothel = Scene Nine 

I;v :Entry into 
convent 

II;i :Court-case 

= Scene Five 

= Scene Four 

II;ii :Isabella's plea= Scene Seven 

II;iv :Angelo's 
proposition 

III;i :Meeting of 
brother and 
sister 

III;i :Substitution 
of Isabella 

IV; ii, 
IV;iii:Substitution 

of Claudio 

V; i :Return of 
Herzog 

= Scene Seven 

Scene Ten and 
Scene Ten b 

Scene Eleven 

part of Scene 
Thirteen 

= Scene Fourteen 
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a)The deputation of power: Scene One 

In his Vienna-version Brecht retains the structure of the opening scene 

of MaB ftlr MaB: the discussion between the Duke and Eskaler comprises 

only a third as many lines as the section following Angelas' entrance. 

In BBA 253, however, the relationship between the two parts of the scene, 

itself now twice as large as before, is reversed. The conversation 

between the viceroy and Eskahler is almost twice as long as the talks 

between the two of them and Angelas4 . Eskahler's lengthy description 

of Angelas' race theory is not the only reason for this change. Whereas 

in the Vienna-version the Duke merely states that Austria is bankrupt, 

now the reasons for Peru's catastrophic fiscal problems are analysed in 

detail. At the viceroy's bidding, Eskahler mentions, among other factors, 

overproduction, rationalization and the flight of capital: 

"Hier stehen die Grtlnde: Die Erde gibt zuviel 
her! Der Mensch frisst zu wenig. Die Maschinen 
sind zu vollkommen. Die arbeitende Bev6lkerung 
arbeitet zu wenig! Gebaut wird zuviel! Und es 
wohnen zu viel Leute in den Erdh6hlen. Die 
Besitzenden verdienen nichts und verschieben 
es Uber die Grenze! Die Weltwirtschaft ist 
ein dunkles Kapitel! Die Professoren haben 5 
sich auch geirrt. Alles ist unsicher!"(253/2) 

Eskahler also describes the widespread social upheaval caused by the 

financial collapse: 

"Sie(die P1:1.chter)sind bankrott. Und auch 
Im Aufruhr. 
Im Stlden dieses Lands sind grosse Massen 
wild in Bewegung. Unter schwarzen Fahnen 
fanden sich Tausende. Und im Aufruhr sind 
die Banden des Angelas und im Aufruhr 
die grossen Pachtherrn"(253/2-3) 

In MaB ftlr MaB the Duke of Vienna does not explain why he has seconded 

his power to Lord Angelo until the fourth scene of the first act. 

Brecht alters this in the Vienna-version by rationalizing the act of 

deputation in the first scene: the Duke confirms that the state is 

bankrupt and needs a strong man as its leader. How the moral purge 



undertaken by the puritanical Angeler will restore the financial 

solvency of the country is elucidated by van Lutz: the revival of 

Austria's moral reputation will encourage foreign investment. In BBA 

253, in contrast, the solution lies in the infrastructure, not in the 

mediation of the moral superstructure: a salt-tax has been advanced 

as the best means of overcoming bankruptcy: 

"Leute die viel verstehen van Geld und Wirtschaft 
weil selbst gewohnt mit Geldern umzugehn 
schlagen sehr dringend eine Salzsteuer var. 
Auf jeden Pfund Salz sieben Pesos. Das 
g~b aus. So meinen sie. 11 (253/3) 

As in MaB ftlr MaB and the Vienna-version, Angelas is chosen to assume 
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the reins of government because he is acknowledged to be a high-principled, 

scrupulous person. But whereas previously the moralist was engaged to 

execute a moral catharsis, in BBA 253 he is burdened with the intro­

duction of a salt-tax. Angelas is ideally suited for this difficult 

task not only because he is generally regarded as unselfish and con-

cerned wholly for the welfare of the state, but also because he is an 

enemy of the government: 

"VIZEKOENIG 

ESKAHLER 

Jetzt muss der starke Mann 
her, der 

vor nichts zurilckschreckt. 
Auch vor 

der Salzsteuer nicht? 
VIZEKOENIG :Saleh eine Steuer 
ESKAHLER die filr den Staat 

so dringend nBtig ist 
VIZEKOENIG :kann durchfilhren nur ein vBllig 

lauterer Mann 
der nur auf den Bestand des Staats 

bedacht ist 

ESKAHLER 
uneigenniltzig und als so erkannt 

kBnnt das 
jetzt sein? 

Wer 

VIZEKOENIG Ein Anderer! Ein ganz 
Anderer als wir! 

s milsst einer sein, der mit uns nichts 
zu tun hat 

wie schwarz und weiss von uns ver­
schieden ist 

ja, unser Feind ist. 
ESKAHLER Filrst! 
VIZEKOENIG Dach: 

Angelas! 
Bitt mir den Angelas her!"(253/4) 6 
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Angelas is chosen because he is an individual in whom the people can place 

h . 7 t eir trust . The government has lost the confidence of its subjects not 

only because it has allowed the development of a crisis, but also, as the 

above interchange between Eskahler and the viceroy implies, because it 

appears to serve only its own interests. It is noteworthy that Angelas 

has not been selected by the viceroy on the basis of his political 

programme of reform or of his racial theory. His reputation is the 

decisive factor. The viceroy proves to be ill-informed about the precise 

nature of Angelas' ideas: 

"ESKAHLER Nun, er verlangt 
ganz neue Macht. St~rkung des 

Staats. Reform 
der korrumpierten Aemter, 

ER LIEST IN DER ZEITUNG 

der 
Justiz. Der Sittlichkeit. 

Das Eigentum ........... . 
VIZEKOENIG(WIE VON DER TARANTEL GESTOCHEN) 

Was mit dem Eigentum? 
ESKAHLER :Es soll geschtttzt werden -
VIZEKOENIG: Steht 

das da? 
ESKAHLER Steht da. 
VIZEKOENIG:Her mit dem Mann! 

ESKAHLER 

ESKAHLER SPRICHT ETWAS ZUR 
TUER HINAUS 

Nur eins: Der 
Mensch hat 

doch diese fixe !dee vom zweifachen 
Stamm des Volkes! 

VIZEKOENIG:Was ist das wieder?"(253/4-5) 

The viceroy's discovery that Angelas intends to protect private 

property certainly confirms his belief that he has made the right 

decision; but the fact that Angelas is supported by both tenant­

farmer and landlord -

"VIZEKOENIG:Wie stehn zu ihm die grossen 
Pachtherrn? 

ESKAHLER :Erwarten viel von ihm, wie 
doch sehr viele P~chter" 

(253/6) 

-plays no role in the issue. 
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b)The street meeting: Scene Two 

In the Vienna-version Brecht emphasized the division into classes; 

von Lutz, von Schwind and von Schaum belong to the wealthy aristocracy, 

while Frau Ueberley and her business-manager Mildner represent the 

(relatively) poor. In BBA 253, Scene Two, which contains no lines from 

either MaB fdr MaB or the Vienna-version8 , Brecht refines his social 

classification by including numerous new figures in the action. The 

state bureaucracy or civil service is personified by the police-inspector 

and the court-clerk, the rich by Calausa and his companions, the poor 

by Judith Callas, the lower middle-class by Frau Cornamontis, Herr Palmosa 

and the fat Frau Tomaso, and the middle-class by Herr Callamassi. In 

addition, Brecht delineates the interrelationships derived from this social 

structure: the tenant-farmer Callas must pay rent to the landlord Calausa, 

his daughter Judith is exploited by the brothel-mistress Frau Cornamontis, 

. 
the house-crwner Callamassi receives his income from the fat tenant Frau 

Tomaso and the tobacconist Herr Palmosa, and the civil servants live off 

the taxes paid by all these social strata9 . 

As in the Vienna-version and MaB filr MaB, one purpose of the scene is to 

demonstrate the effect created by the change of government. Each section 

of society has selfishly concluded that Tomaso Angelas is working to its 

financial advantage alone: Herr Palmosa is of the opinion, gleaned from 

the newspaper, that Angelas is striving to curb the oppression of the 

poorer classes (of which he is a member), the civil servants on the other 

hand believe that the new government will ensure the payment of their 

salaries, while house-owner and tenant declare confidently that rent will 

be raised or lowered respectively. There is, therefore, a contradiction 

between the people's shared trust and confidence in Angelas, anticipated 

by the viceroy, and their actual social existence. The message of the 
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scene is that unless major social restructuring is undertaken, the 

populace, contrary to its own (erroneous) belief, cannot in its entirety 

benefit from the change in the leadership. Only after the barriers of class 

have been removed can a true community spirit be engendered. 

In this scene a deed is committed typical for the reign of Angelas: one 

member of a certain class (the fat Frau Tomaso) betrays another member of 

the same class ( the corn-merchant), declaring that he is a "Tschiche": 

" ••. (ZUM ANGELASSOLDATEN) Sehen Sie dort oben 
die Fenster, an denen die L~den geschlossen 
sind, dort wohnt ein Tschiche."(253/12) 

The biological difference of race divides individuals of the same class: 

class-unity is thus weakened by Angelas' theory. If class-unity is 

weakened, there can be no possibility of any improvement of social 

conditions on a wide scale. It should be noted that the reason for 

this betrayal derives from economic reality - Frau Tomaso wishes self­

interestedly to dispose of business rivals ("Er ist Getreideh~dler") -

not from the belie£ in race-ideology. The truth implicit in the play 

is that the best interests of the individual are served by the class 

to which he or she belongs. 

The various strata of Peruvian society are not unified by anything real 

or concrete - the reality of the class-society still divides them, 

although they do not see this - but by nebulous hope, the product of 

rumour ("heisst es";"ich habe gehtlrt") and propaganda. The medium of 

the newspaper has, of course, a prominent function in the transmission of such 

(politically-coloured) information10 , but Brecht dramatizes the mechanics of 

propaganda most effectively from an audience point of view through the 

Angelas militia-man, whose image of Angelas as a swashbuckling hero -

"Schon die Art, wie Tomaso Angelas die Macht ergriff, 
zeigt den ganzen Mann. Er ist mitten in der Nacht, 
als im Regierungsgebgude alles schlief, dort 
eingedrungen und hat den Vizektlnig zu sprechen 
verlangt. Er soll vor dem Vizektlnig auf den Tisch 
geschlagen und geschrien haben: Schluss damit! 
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Er soll sich auf gar keine Bedingungen eingelassen 
und den VizekBnig nach kurzem Wortwechsel abgesetzt 
haben. Schon nachmittag gab er Zuhause an, man mBge 
der Regierung, gestern wenn sie anriefe, sagen er 
sei in den Palastlichtspielen. Er muss also schon 
gestern gewusst haben, dass es sich nur noch um 
Stunden handeln kann. Der VizekBnig soll schon auf 
der Flucht sein."(253/11) 

- is a complete misrepresentation of the actual facts of the process of 

deputation. The episode, pointedly exposing a conflic~ between reality 

and ideology, stirs the audience's critical faculties and prepares it 

for the task of differentiating the claims of class (reality)and race 

(ideology). 

In the Shakespearean original and in Brecht's first adaptation work, a 

report on the crime committed by Claudio/van Klausner is delivered in 

this scene. In BBA 253, in contrast, the "felony" takes place on­

stage in the course of the scene, for it is vitally important that the 

spectator of the play be familiar with the true facts of the case if he 

is to grasp the mechanics or rather machinations of the court-proceedings 

which ensue. The affair is simple and straightforward: Judith attempts 

to persuade Calausa to dispense with the rent owed by her parents, who 

will otherwise starve to death; when Calausa refuses to help, she 

betrays him to the marauding Angelas men. The $pectator should note that 

Calausa is taken prisoner because he is a "Tschich", not because he has 

seduced or raped his tenant-farmer's daughter, as is later claimed. 

Judith's monologue, in which she explains that Calausa was her first 

lover, that he had secured her a job with Frau Cornamontis and that her 

family had benefited from their liaison, is also important in the light 

of later events. 

c)The shifting of the brothel: Scene Nine 

In a number of significant aspects this scene corresponds to, or parallels, 

the second scene of the play. Frau Tomaso, filled with hope in Scene Two 

that her rent would not only be lowered, but abolished, has been forced 

to vacate the premises she has inhabited for twenty-five years. Herr 
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Palmosa the tobacconist, who had shared her belief, now shares her fate. 

The rumours he had heard that the bankers would give extensive financial 

aid to languishing small-businesses, have proven disastrously false 11 

The upward tendency which began in Scene Two and was expressed in the 

high expectations of the people that Tomaso Angelas would ameliorate 

social standards, ends in Scene Nine in a disappointing return to the 

social status quo of Scene Two. It is noteworthy that the wealthier 

elements depicted in Scene Two have suffered no cruel blows of fate 12 

as Scene Two itself made clear to the aware spectator, a change in 

leadership alone cannot alter the essential socio-economic constellation. 

The reign of Angelas, which the people conceived of as a progressive, 

linear movement towards a better Peru, has now revealed itself to be 

of a reactionary nature; its basic tendency is circular. 

The shifting of Frau Cornamontis' house of ill-fame into new premises, 

which functioned in the Vienna-version as a critique of class-justice, 

now serves to symbolize the development of the play between Scenes One 

and Eight. Frau Cornamontis has been convicted of a racial crime by 

Angelas and ordered to cease her brothel-keeping activities; and indeed 

the police-inspector seals off her former establishment. But there is no 

doubt that Frau Cornamontis, who takes up residence in Frau Tomaso's now 

empty rooms, has simply changed her dwelling, not her profession: her 

brothel-business will prosper as before. The movement of the household­

effects across the road and the official closure of her old premises appear 

to constitute a movement forward, a progressive step taken in the interests 

of (racial) morality, but betray in reality a circular motion, a return to 

the starting-point. 

The shifting of the brothel, therefore, is a symbolic expression of, and 

fitting conclusion to, the regency of Tomaso Angelas. It should be noted 

that Frau Cornamontis now takes down the white flag with the hanging of 



which she had been so preoccupied at the beginning of Scene Two. 

Correspondingly, the scene contains the re-emergence of the viceroy, 

who further emphasizes in symbolical terms what has happened in the 

play thus far 13 . The circle image recurs in his commentary on the 

fate of the tenant-farmer Callas -

"Er wird sich senken, der nach oben ging"(253/87) 

- and he concludes the scene with the image of the moon: 

"Nun sitz ich auf der Treppe eines Hauses 
auf nackter Strasse sehe ich den Wechsel 
des Monds. Die schlimme Zeit ist, denk ich, nun 

verbracht. 
und der neue Mand h~lt den alten im Arme die letzte 

Nacht."(253/88) 

Just as the moon assumes different shapes as it passes through its 

various phases, so too the person of the overlord changes (viceroy 

Angelas - viceroy); but further implicit in the viceroy's metaphor 

is the belief that the position of overlord is a natural phenomenon, 

and as such eternal and unchanging. Angelas was doomed to describe 
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a circle with his ruling hand; progress and change can only result when 

the "natural", static system of overlord and people is re-examined, and 

the impetus for this must come from the people. 

d)The entry into the convent: Scene Five 

In MaB ftir MaB this scene serves not only as an important pragmatic link 

in the play's chain of events (Lucio's report about Claudio and his 

persuasion of Isabella), but also to characterize Isabella and, indirectly, 

Angelo. It retains both functions in the Vienna-version, although a new 

motif is added (the fate of the Meixner family), which reveals that 

morality is a luxury available only to the wealthy. In BBA 253 the 

thematic tendency of the scene, its socio-critical pointe, assumes greater 

importance than either characterization (of Isabella only) or plot (the 

fact that Calausa is to be executed and Callas' expropriation of the 

. 14 
landlord's horses, a new motif , are mentioned in the last few lines of 

the scene). In the scene there is no longer any trace of either MaB ftir MaB 
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or the Vienna-version. The drCJ1matic personnel, in particular, has under­

gone considerable change: the Mother Superior, who had never before 

appeared but was referred to by Isabella at the end of the scene, now 

plays a dominant role, as does Isabella's lawyer. Isabella certainly 

requires a lawyer to act on her behalf: her eager questions about the, 

desired ascetic conditions in the nunnery reveal that she is naively ill­

acquainted with the world's materialistic ways and contrast strongly with 

the Mother Superior's demands. 

The scene parallels the opening section of Scene Four, when the Abbot 

of Saint Stephen and the Mother Superior of Saint Barbara confront one 

another in the legal context of complainant and defendant (the similarity 

between Scene Five and the beginning of the previous scene is suggested 

by the analagous scene-titles ("ALS PARTEIEN STEHEN EINANDER GEGENUEBER 

"EINANDER GEGENUEBER SITZEN ALS ZWEI PARTEIEN ... ")). The chief judge 

provides the key to an ur.derstanding of Scene Five. He declares angrily 

that he does not wish to be disturbed: 

"Was ist los? Ich wt..lnsche bei der Verhandlung, die um 
hohe Werte geht, picht gest6rt zu werden.(253/21) 

For these supposedly religious people, the "high values" are not, as 

might be thought, the basic tenets of Church dogma, but in fact large 

amounts of money. Although the message retained from the Vienna-version 

"· . . . ' 

is made more explicit ("Und damit Sie hier keusch in Demut sind und nichts 

besitzen/mt..lssen andere sich verkaufen und auf dem Acker schwitzen." 

(253/36) 15 ), the main tendency of the scene in BEA 253 is to manifest the 

conflict between the ideology adhered to by certain individuals or 

ins ti tut ions ( their apparent "values") and their praxis ( their actual 

"values"). 

In Scene Four the chief judge refers to the inmates of the nunnery as 

"die Bedt..lrftigen Schwestern von Sankt Barbara"(253/21) • "Poverty" is 
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their central tenet, the "high value" the nuns (and many of their real-

life counterparts) stress above all others. Hence, when Isabella states that 

she wishes to live not only chastely and humbly, but also in poverty, the 

Mother Superior replies: 

"So leben wir hier, Kind, und so wirst Du leben ... "(253/35) 

But the practical arrangements for entry into the convent made throughout 

the scene (the stipulation of silver. cutlery, cherrywood furniture, fifty 

metres of hand-woven cloth and one half of the rent collected from the 

Calausa estates) belie her statement. The scene demonstrates not only 

that certain ideological claims, in particular the Church's teaching on 

poverty as a virtue, but also its entire metaphysically-orientated dogma, 

are highly questionable in view of its practices (the scene, therefore, 

is a satirical commentary on the Church and its "sehr irdisches interesse 

• • 16 ) b 1 h h • f 'd 1 filr die gilter dieser welt" , ut a sot at t e importance o i eo ogy 

is negligible when compared to that of the material basis. The scene is 

thus thematically integrated into the entire play as a contrast to those 

scenes in which Angelas attempts to impose his ideological system of race 

upon a social structure dominated by financial exigencies. 

e)The court-case: Scene Four 

Very little of either MaB filr MaB or the Vienna-version is extant in this 

17 
scene 

plot; 

In both previous works the scene (II;i) had belonged to the sub­

the trial of Emanuele Calausa, however, is an integral part of the 

main plot of BBA 253. Although the scene is now much longer than it had 

been in the Vienna-version and is indeed approximately the same length as 

in Shakespeare's drama, only the replacement of the chief judge by Angelas 

(similar to Angeler's angry dismissal of the judge in the Vienna-version), 

and the questioning of Calausa by Angelas (similar to Escalus' interrogation 

of Pompeius and the judge's examination of van Schwind in the Vienna-version) 

recall either the original or the first adaptation work. 
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The crime at the basis of the proceedings which occur in Scene Four was 

committed towards the end of Scene Two, when Judith had approached Calausa 

to beg for leniency in the matter of the rent. The prostitute Judith 

Callas, who is employed in a brothel and so not legally permitted to 

solicit customers on the street, is, as the chief judge explains, the 

only guilty party; Calausa the landlord, on the other hand, whom the 

crowd has not only dragged before the court, but spat upon and physically 

18 
maltreated , is, as the spectator is aware, completely innocent: 

"Herr Calausa ist bereits var drei Tagen aus seiner 
ungesetzlichen Haft entlassen warden. Er war es, 
der beU!.stigt wurde. " ( 253/22) 

"Liebe Leute, der Fall ist schon untersucht warden, 
und es hat sich herausgestellt, dass der Mann, 
den Ihr eines Verbrechens bezichtigt, unschuldig 
ist ... "(253/22) 

Contrary to the accusations of the people(" ... Die Leute behaupten, 

durch den Calausa sei ein tschuchisches M~dchen verfilhrt worden"(253/21)), 

these are the true, objective facts of the case. Obliged, nevertheless, 

to re-try Calausa, the judge attempts to vindicate his designation of 

Judith as the wrong-doer by asking her if the facts as he knows them 

are correct: 

11 ••• (ZU JUDITH) Sie haben den Herrn auf offener Strasse 
angesprochen. Und sind in dem Bffentlichen Haus der Frau 
Cornamontis besch~ftigt? Sie wissen, dass darauf drei 
Wochen Arbeitshaus stehen ... "(253/24) 

When she does not reply, the judge asks the same question of Calausa, who 

confirms the judge's interpretation of the affair ("Jawohl, Herr Richter. 

Ich wurde van ihr angesprochen, als ich meinen Vormittagsspaziergang 

machte. Sie ist die Tochter eines meiner P~chter und bat mich, ihrem 

Vater die Pacht zu erlassen."(253/24)). Although the judge has apportioned 

guilt correctly, there can be no doubt that his sympathies lie with Calausa, 

the man of high social standing. He is prepared to accept the landlord's 

version of the matter, even though he knows that the landlord has much to 

gain from false testimony. It is also noteworthy that in the previous 



185 

hearing the only witnesses were also rich landlords (Herr Schunirello 

and Herr Espata). The lawyer representing Calausa describes in nuce the 

prejudice (essentially "might is right"!) influencing the judge in the 

landlord's favour: 

"Auch die soziale Stellung meines Klienten verbtirgt, 
der auf der anderen Seite h8chstens die Aussage 
einer gemeinen Strassendirne gegentiberstehen 
ktlnnte, verbtirgt, denke ich, die Wahrheit."(253/24) 

Until shortly before Callas' entrance, the crime at the basis of the 

proceedings is without doubt Calausa's supposed rape of Judith. The 

chief judge acts in accordance with this accusation. It is noteworthy, 

however, that even though eventually the crowd vociferously and 

explicitly brings the charge of rent-racketeering -

"DIE STIMME VON 
OBEN 

ANDERE STIMME 

:Vielleicht fragst Du Deinen 
Klienten, wer sie zur gemeinen 
Strassendirne gemacht hat! 

:Wir verlangen, dass folgende 
Personen auf der Anklagebank 
sitzen: der Pachtwucherer ... " 

(253/25) 

the chief judge prefers to ignore their cries and again sentences 

Judith for soliciting: 

"Nach den Paragrafen des Gesetzbuches hat allein 
das Ml!dchen sich schuldig gemacht."(253/26) 

Only at Angelas' insistence does this representative of the ruling-class -

who has attempted to protect the landlord by adhering to the first 

accusation of rape (of which Calausa is innocent) - try Calausa for rent­

racketeering (of which he is guilty): 

"Sie behaupten also, dass Ihr Pachtherr bei der 
Bemessung des Pachtzinses aussergewtlhnlich und 
tiber das gesetzlich zulc':1.ssige Mass hinausging." 

(253/27) 

Before he can pass judgement, however, Angelas takes over the trial. 

Tomaso Angelas practises racial justice. A comparison of Escalus' 

questioning of Pompeius in MaB ftir MaB with a similar passage in BBA 253 

shows this clearly. Escalus wants Pompeius to confess his occupation, the 

true cause of his arraignment: 



"Escalus •... wie heiBt Ihr, Meister Zapfer? 
Pompeius. Pompeius. 
Escalus. Wie weiter? 
Pompeius. Pumphose. 
Escalus. So! ... Pompeius, !hr seid ein Stilck von 

einem Kuppler, Pompeius ... Seid Ihr's nicht? 
Kommt, sagt mir die Wahrheit, es soll Euer Schade 
nicht sein. 

Pompeius. In Wahrheit, Herr, ich bin ein armer Junge, 
der gern leben will." (II; i, 240-252) 
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Angelas, in contrast, tries to penetrate beneath all outer distinctions, 

because he believes that the root of the problem lies on the existential 

plane of being: 

"ANGELAS :(PLOETZLICH ZU CALAUSA) Was sind 
Sie? 

CALAUSA 
ANGELAS 
CALAUSA 
ANGELAS 
CALAUSA 
ANGELAS 
CALAUSA 
ANGELAS 

:Pachtherr. 
:Was sind Sie? 
:Mitglied des Landadels. 
:!ch frage Sie, was Sie sind 
:Katholik. 
:(LANGSAM) Was sind Sie? 
:(SCHWEIGT) 
:Sie sind Tschiche. Und das ist der 
Kern des Falles!"(253/30) 

Calausa was born with a peaked head, Judith was not: in these circum­

stances Angelas is automatically biased in Judith's favour. The confusion 

Angelas creates arises from the fact that his racial enquiry appears to 

be an indictment of the ruling-class, appears, therefore, to be the form 

of class-justice advocated by the poor. 

Callas is typical of those who see in Angelas the saviour of the oppressed 

classes. His introductory comment, however, is the first evidence that 

he and Angelas will not be able to communicate; he declares that he is 

the defendant's tenant-farmer: 

"!ch binder P~chter des Angeklagten."(253/25) 

He describes himself in socio-economic terms, not from an existential or 

biological viewpoint("Und hier ist der Vater des M~dchens."(253/25)). 

The gulf dividing Callas and Angelas widens as the former insists that 

his landlord has been indicted on a charge of rent-racketeering: 



"Ich bin van meinem Pachthof hierhergekommen, 
-um im Verfahren gegen meinen Pachtherrn, 
welcher wegen Pachtwucher var Gericht steht, 
als Zeuge aufzutreten."(253/26) 
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As the scene proceeds it becomes clear that the gathered populace shares 

Callas' conception of Angelas. His demands that rent be abolished and 

the price of grain lowered are greeted with cries of approval and general 

applause. 

The trial assumes comic proportions: Angelas superimposes his ideological 

interpretation upon Callas' admissions, and is immediately countered by 

the tenant-farmer's materialism: 

"ANGELAS :Sind das die Kleider, die Sie ihr 
gekauft haben? 

CALLAS :Nein, nattlrlich nicht. 
ANGELAS :Nicht wahr, das sind nicht die Kleider, 

die Sie, ein einfacher Bauer, der mit 
der schwieligen Hand die Scholle 
bearbeitet, seiner Tochter kauft. 

CALLAS :Das kann icn gar nicht. Bei der 
Pacht ! ! 

ANGELAS • :Und Sie wilrden es auch nicht, wenn 
Sie k~nnten? Ihrem einfachtn und 
geraden Gescrunack sind solche Fetzen 
zuwider. Wieso kann Ihre Tochter 
solche Kleider kaufen? 

CALLAS :Sie verd::.ent doch ganz gut."(253/28) 

The earthy Callas is unreceptive to Angelas' moral-idealistic thinking. 

Asked by Angelas whether he recognizes in the fashionable Judith "das 

frBhliche Kind, das an seiner Hand Uber die Felder ging"(253/28), Callas 

merely gapes uncomprehendingly. The trial concludes when P.ngelas sentences 

Calausa to death: he has abused his economic superiority by seducing a 

round-headed maiden( "Sie, ein Tschiche, haben Ih:..·e wirtschaftliche Macht 

miBbraucht, um ein tschuchisches M~dchen zu verftlhren."(253/30)). From the 

standpoint of the poor the sentence of death upon a landlord is a positive 

measure; but the reasoning behind the verdict must, from the same stand­

pcint, be judged negatively. Callas himself had considered Calausa's 

readiness to "abuse his economic superiority" advantageous, just as the 

members of the poor-court organized by the viceroy are prepared to forgive 
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the lawyers because they know how to twist the law. Angelas' moral­

idealistic justification of his sentence is the cause of Callas' downfall: 

"In dieser -Be:grtlndung des anscheinend so gtlnstigen 
Urteils h~tten von Anfang an alle Keime des 
weiteren Ungltlcks des P~chters gelegen."(266/42) 19 

Callas is unable to understand that a landlord could be executed for any 

reason other than one which derives directly from the class-struggle; he 

does not understand the mechanics of racial justice. Hence he is still 

able to insist that the rent be abolished, not realizing that such a demand 

conflicts with Angelas' ideological theorems: 

"CALLAS 
ANGELAS 

:(SCHREIT) Und die Pacht wird gestrichen! 
:Was redest Du von Pacht? Das ist das Kleinste 
was Dir geschah. So nebens~chlich ists 
und Du erhebst Dich nicht zu mehr, wo mehr ist! 
Ein tschuchischer Vater Du! ... "(253/32) 

Herr Callamassi and Herr Palmosa believe that a new age has dawned for 

Peru, an epoch in which even the poor man can be justly treated. Frau 

Cornamontis demonstrates that the class-struggle will continue despite 

Angelas: 

"HERR CALLAMASSI 

FRAU CORNAMONTIS 

DER TABAKHAENDLER 
FRAU CORNAMONTIS 
DER TABAKHAENDLER 

:Meinen Sie nicht, Frau Cornamontis, 
dass auch einmal ein armer Mann im 
Kampf mit einem Reichen siegen kann? 

:Wollen wir das Schicksal befragen? 
In Gestalt eines Knopfes? (SIE DREHT 
DEM TABAKHAENDLER EINEN KNOPF VOM 
ROCK) Wenn die L~cher oben sind, siegt 
der Reiche, j a? 

:Gut. 
:(WIRFT DEN KNOPF) 
:(HEBT IHN AUF) Die LBcher sind allerdings 
oben. 

HERR CALLAMASSI :Ja, bei einem Knopf geben die LBcher 
doch durch, Frau Cornamontis? 

FRAU CORNAMONTIS :(LACHT SCHALLEND) Sehen Sie! Das ist es 
ja eben!"(253/31,33) 

The audience - which in Brecht's theatre comprises individuals like Callas 

must understand that racial justice only appears to solve social problems, 

only appears to satisfy the need for justice. Brecht comments: 

"dos verlangen nach gerechtigkeit, das ein verlangen 
nach einem aufhBren der wirtschaftlichen unterdrilckung 
der unteren schichten ist, soll in den blossen kate­
gorien des symptomatischen, abgeleiteten, abstrakten 
befriedigt werden."(266/54) 
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Scene Four contains two separate, paradoxical and confusing trials: 

the chief judge, who represents the ruling class and presides over a case 

involving a racial crime, decides in favour of the wealthy man, whereas 

the racist Angelas, confronted by the angry tenant-farmer with his 

accusation of rent-racketeering, finds the wealthy man guilty. The chief 

judge does not twist the facts in favour of the landlord - he does not 

need to - but if the facts were different, if Calausa were in reality 

guilty, it is clear he would do so. Angelas, of course, does twist the 

facts in favour. of the poor farmer's daughter; but only because she is a 

round-head, and it is equally clear that Angelas could in fact have 

arraigned Callas (he does sentence Frau Cornamontis), and that in another 

case only the poor man would have been found guilty. Angelas' ideology 

stands above class-differences. The ultimate message of the scene, then, 

is that for the struggling, oppressed classes any recourse to legal means 

is doomed to failure. 

f)Isabella'.s plea and Angelo's proposition: Scene Seven 

The second and fourth scenes of Act Two in MaB filr MaB, which contain 

Isabella's plea and Angelo's proposition respectively, are the most 

crucial in the entire play. In contrast to those scenes following the 

climax in III;i, II;ii and II;iv, though dramatically effective, are 

notable mainly for their thematic contribution. Together forming what 

may be termed the trial of Claudio, they present a multiplicity of 

reflections upon the theme of law and mercy, with application both to 

the ruler (Angelo) and to the private individual (Isabella). According 

to the plans of the Vienna-version, Brecht intended to retain both scenes; 

only the first is extant, however. Although Brecht removed most of the 

lyrical passages and generally made Isabella's language and the tone of 

the scene more prosaic, the scene itself preserves its Shakespearean 

character. In BBA 253 Brecht has reduced and amalgamated these two large 
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scenes, comprising 374 lines; they now form a small part (64 lines, or 

barely more than a third) of Scene Seven. Of MaB filr MaB there remain 

only two, slightly altered lines ("Ein Laster gibts, das ich vor allem 

hasse/dem ich gerechte Strafe vor allem wilnsche"(253/50);"Es gibt ein 

Laster, mir verhaBt vor allen,/Dem ich vor allen harte Strafe wilnsche" 

(MaB filr MaB,II;ii,31-32). 

Isabella's plea consists solely of the first argument proffered by her 

Shakespearean counterpart: 

" ... Ich bitt nicht um ein Recht. 
Ich bitt um meinen Bruder, und der ist 
im Unrecht, wie Ihr sagt! ... 

Filr ihn bitt ich um Gnade: er ist schuld!"(253/50-51)2° 

Condemn the crime, but not the criminal! In MaB filr MaB this request had 

instigated the lengthy debate between Isabella and Angelo, but it was by 

no means strong enough to soften the harsh Angelo. In BBA 253, though, 

this pathetic, unselfish and loving appeal occasions immediately what 

appears to be a proposition: 

" ... Das w!!r 
als ob jetzt ich, der Tschuch, an Sie, die Tschichin 
denns w1!r doch mBglich, dass Sie mir gefielen 
ich sag nur, mBglich w1!rs, denn Sie sind jung 
dies sag ich nicht als milssige Schmeichelei 
das w1!r, als ob ich jetzt an Sie herantr1!t 
mit dem Antrag, Sie sollten diese Nacht 
ganz plBtzlich, also ohne Ueberleitung 
so, wie Sie sind, in dieses Zimmer kommen 
Zu mir, dem Tschuchen, der so seine Macht 
ausniltzte, die er hat, denn nicht, ich habe sie? 
Ich kann den Bruder Ihnen nehmen und nicht. 
Aber w1!r das Recht? Ich frag Sie?"(253/51) 

Angelas is not as direct as his Shakespearean counterpart ("Ich sag es 

frei und klar, ich liebe dich."(MaB filr MaB, II;iv,141)); not only for 

the student of Shakespeare, however, familiar with a similar suggestion 

made by an aroused Angelo -

"Nehmt an, kein Mittel g1!b's, ihn zu erretten 
(Zwar nicht verbilrg ich dieses, noch ein andres, 
Und setze nur den Fall), Ihr, seine Schwester, 



Wfirdet begehrt von einem M~chtigen, 
des hoher Rang und EinfluB auf den Richter 
Den Bruder kBnnt' erlBsen aus den Fesseln 
Allbindender Gesetze; und es g~be 
Den einz'gen Ausweg nur, ihn zu befrein, 
DaB Ihr den Reichtum Eurer SchBnheit schenktet 
Dem M~chtigen, wo nicht, stfirb' Euer Bruder; -
Was t~tet Ihr? 11 ( MaB ·ffir MaB, II; iv, 88-98) 
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- but also, and more importantly, in the eyes of Calausa and his fellow 

inmates, Angelas, though couching his "offer" in hypothetical terms, 

has in effect invited Isabella to share his bed. This is perhaps con­

firmed by Angelas' final comment to Isabella, in which he reflects how 

just it would be if Isabella had to sacrifice herself in the same. 

manner as Judith: 

"Und dabei w~rs noch 
nicht mal so ungerecht, wenn Du jetzt ffir den 
Verwandten aufgeopfert wfirdst, denn ich erinnere mich 
dass jene Tschuchin sich ffir ihre Leute 
hingab! ... "(253/51) 

But Brecht, unlike Shakespeare, has ensured that Angelas' statement to 

Isabella only suffices to raise doubts in the minds of some (the Abbot and 

) . 21 
Calausa about the deputy's moral fibre , and so to give them renewed hope, 

which expresses itself in Calausa's insistence that Isabella go to Angelas. 

In a play concerned with the problem of racial justice in the class­

society, the meeting between Isabella and Angelas is no longer thematically 

important, but merely serves a pragmatic purpose. 

In MaB ffir MaB the meetings between the novice and the deputy are enclosed 

by material expressing Angelo's inner condition (the monologues), which is 

a central determining factor of Claudio's fate. In the Vienna-version the 

political environment - Angeler's threatened dismissal of Eskaler - disturbs 

this individualistic, spiritual tendency. This politicization occurs far 

more extensively in BBA 253 as the racial question, the struggle against 

the "Black Flag" farmers and the problem of the salt-tax are introduced 

by Callas and his daughter, the Mother Superior, the rich landlords and 

Eskahler. 
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In Scene Four Angelas passes his fateful verdict on the landlord 

Calausa and therewith encourages Callas to expropriate the horses he 

needs for a living. The tenant-farmer cannot distinguish between the 

claims of race and private property, and in his ignorance wants Angelas 

to legalize and justify from a racial viewpoint a deed committed in the 

class struggle: 

"Ich werde ihm schon ein Licht aufstecken, wie 
seine Befehle durchgeftlhrt werden. Er wird schon 
sagen, ob ein Tschiche das Recht hat, einem 
Tschuchen die G~ule wegzunehmen, die er zum 
Ackern braucht."(253/48) 

The inevitable failure of his plan to receive Angelas' blessing is 

presaged by the Mother Superior: 

"AEBTISSIN 

DER PAECHTER 
CALLAS 

JUDITH. 
OBERIN 

: ... Sie bilden sich wohl etwas darauf ein, 
dass Ihr Kopf rund ist. Sie meinen, dann 
brauchen Sie nichts mehr zu zahlen? 
Wissen Sie, an wen Sie zahlen werden? 

:An Tschichen nicht. 

DIE OBERIN NIMMT SEINE HAND UND LEGT SIE 
SICH AUF DEN KOPF 

:Was meinen Sie damit? 
:Das eben werden Sie sehen. Jedenfalls sind 
unsere KBpfe auch rund."(253/48-49) 

The fusion of class and race issues typical for Callas' outlook is 

emulated by Angelas' men, who attack not only Herr Schunirello, the 

racial enemy and landlord, but also two of his landlord friends (who 

are "Tschuchen"): 

"Kaltblutige Schandtat! Ungeheuerliche 
Meldung! Soeben wurd auf offener Strasse 
Herr Schunirello sch~dlich angefallen 
er liegt im Krankenhaus. Mit ihm zwei weitere 
Pachtherrn und angefallen nur, weil sie 
anst~ndig angezogen. Diese zwei ·sind 
Tschuchen! Schuld dran sind solche F~lle wie der 
Calausa-Fall ! " ( 253/52) 

This general misinterpretation of the racial condemnation of Calausa 

is a new determinant of Calausa's fate. 



Having expressed their anger to Eskahler at the attack on Schunirello, 

the landlords comfort Isabella: 

"Seien Sie vtillig beruhigt, Fr!!ulein Calausa, die 
Sache Ihres Bruders wird in Ordnung gebracht. Die 
Lage im Stiden spitzt sich so zu, dass die Tschichen­
verfolgungen aufhtlren mtissen."(253/52) 

The battle against the tenant-farmers being waged by the troops of 

Angelas is another factor to be considered in the landlord's case. 

Angelas' racial ideology - which, as Scene Two shows, unites a people 

normally divided by the class-conflict - is viewed by the landlords 

as a temporary measure for suppressing the revolution. With the 

collapse of the uprising the class-society will be restored (and 

Calausa pardoned). In the scene, though, the landlords do not sense 

the contradiction between their demand for the release of Calausa -

which means the breakdown of the race-system - and the necessity for 
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the battle in the South of his continued incarceration - which sustains 

the people's belief in Angelas. 

A further element significant here is the urgent need of financial aid, 

not only for the payment of the civil servants, but also to re-equip the 

Angelas troops. 

The case of Emanuele Calausa, decided in MaB ftir MaB by the clash of two 

individuals and their effect on one another, is thus placed by Brecht 

in a broad socio-political context, against the background of which the 

focal interview between Isabella and Angelas seems trivial. 

g)Meeting of brother and sister: Scene Ten and Scene Ten b 

In MaB ftir MaB the equivalent of these two scenes (III;i) contains the 

moral disputation on private ethical behaviour - what are the consequences 

for Isabella if she agrees to Angelo's proposition (eternal damnation?), 

would her sin be outweighed morally by the sacrifice she would commit for 

her brother? - which is of thematic importance for the drama. Brecht's 
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two scenes are much shorter and simpler, firstly, because this question 

plays no role in BBA 253: the only dispute which takes place concerns 

22 whether Angelas' statement constitutes a proposition or an example . 

The brevity of Brecht's version is further accountable to the ambiguity 

of Angelas' remarks: where'as in MaB ftlr MaB Isabella had deliaerately 

avoided telling Claudio of the proposition so that she could first prepare 

him for death and also explain, indirectly, the moral consequences of her 

sleeping with Angelo, in BBA 253 Isabella is so confident that Angelas 

has made no immoral offer that she does not hesitate to repeat his exact 

words almost immediately. Lastly, the scenes are simplified not only by 

the customary removal of lyrical passages (of which the Duke's or Claudio's 

speech on death is typical), but also by alterations in character: 

Isabella reveals no depth of thought on the moral consequences of a 

forfeiture of her chastity, and Calausa lacks the sense of honour which 

compels Claudio to show understanding for his sister's dilemma. In 

BBA 253 Isabella simply refuses to do her brother's bidding, and Calausa, 

unlike Claudio, is equally adamant that he will die neither on his sister's, 

nor on Judith's, behalf. The meeting of brother and sister concludes when 

the Mother Superior and the lawyers beg Isabella to help them because they 

had tried to help Calausa: 

"Wir haben zugehljrt. Auch wir glauben, dass 
es ein Antrag ist und kein Beispiel. Und 
auch uns, die ja ftlr Ihren Bruder ins Un­
gltlck gekommen sind, wtlrde geholfen sein, 
wenn Sie es Ul.ten. "(253/94) 

Isabella had shown concern for her brother's fellow inmates at the beginning 

of the scene - "Mein Bruder wird gehenkt, zweimal zum Tod/verurteilt; die 

ihm halfen sind im Kerker./Sie waren hohen Stands. Sie halfen aus Gtl.te." 

(253/89) - and it is perhaps the fact that they were prepared to sacrifice 

themselves for Calausa (not for any philanthropic reasons, as Isabella 

surmises, but for money) which supplies the motivation for Isabella's 

change of mind and subsequent visit to Judith Callas. 
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Scene Ten, which is set in a street at the entrance to the prison23 

is comparable to the passage at the end of III;i in MaB filr MaB in 

which the Duke and Isabella discuss Angelo's evil deed. The Duke, 

cognizant of Angelo's immorality, solves Isabella's dilemma with his 

suggestion of the Mariana substitution. In BBA 253, however, the Abbot, 

the Duke's modern counterpart, although he cannot be certain what Angelas 

intends, senses only the "human, all-too-human" possibilities - more 

Brechtian criticism of the Church's worldliness - of the deputy's 

statement to Isabella: 

"Da~ a 1 1 e s aus ist, scheint mir nicht. Ich sagte: 
an einem Haar hc!!ngts! Schau! Aus all dem Wirbel 
tauchte heut nacht in mir - ich schlafe schlecht -
ein Wort au£, das Herr Angelas gesprochen 
bei Deiner Fttrbitte um des Bruders Leben. 
Drin lag, so schien mirs heut nacht, ein Schimmer 
van M6glichem, nicht Ausgesprochenem 
in kaltem Rechtssinn etwas Menschliches 
ein Strohhalm schien mirs, den er Dir da zuwarf 
denn jetzt ist Menschlichkeit die einzige Hoffnung 
denn Menschlichkeit, darunter ist, das wird Dir, 
da Du sehr jung bist, nicht gelaufig sein 
etwas Zwiefaltiges zu verstehn; einerseits 
etwas ganz Hohes, denk an Gnade, Kind 
und andrerseits etwas, das so herauskommt 
wenn man sagt: menschlich - ailzumenschlich."(253/89) 

In contrast to the Duke, who attempts to combat Angelo's immorality, 

the Abbot views Angelo's possible hypocrisy positively, as a ray of hope, 

not as a calamity. Throughout the play it can be seen that the human 

element cynically referred to by the Abbot ("sich wendend an die 

Schwache/ward keiner noch enttauscht. Wer drauf baut/der baut au£ 

Felsengrund."(253/89)'). is a strong determining factor in, for instance, 

Peruvian legal practice: the chief judge, for example, has a weakness 

for fish, and with the prospect of a fish-dinner (donated by the defendant) 

he swiftly forgets any objective, impartial criteria of judgement. The 

encounter between Isabella and her brother ends with the Abbot's imprison­

ment for atheism: thus Brecht ensures that the Abbot, a mouthpiece of 

ruling-class ideology, will be tried by the poor-court and, subsequently, 
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by the viceroy. The assurance given by the Duke of Vienna in MaB ftlr MaB 

that Angelo is simply testing Isabella's virtue -

II Angelo hatte nie die Absicht, sie zu verftlhren; 
er hat nur einen Versuch auf ihre Tugend gemacht, 
um sein Urteil Uber das menschliche Gemtlt zu 
sch/:l.rfen ... "(MaB ftlr MaB, III;i,163-166) 

- is echoed, albeit with a racial accent, in Scene Ten b by the Mother 

Superior and her confederates: 

"Sicher will er nur den Nachweis ftlhren, 
dass Tschichinnen nicht keusch sein k~nnen, 
wenn es um ihren Vorteil geht. 11 (253/94) 

h)The substitutions of Isabella and Claudio: Scene Eleven and Scene 
Thirteen 

In MaB ftlr MaB Mariana agrees to take Isabella's place in the deputy's bed 

because she is in love with him. In the Vienna-version, in which the 

substitution scene is staged, Brecht attacks this idealistic construction 

by showing that only the promise of financial reward suffices to procure 

the services of a substitute: the prostitute usurps the loving bride-to-be. 

Brecht's intention was to demonstrate through the figure of Frau Ueberley 

( 11 Ja! Ich wtlnscht' nur, Ihr Herr Chef k~nnt' einmal zusehen - lieber 

Freund, wie's in der Wirklichkeit zugeht!"(268/23)) the truth about 

reality ignored by Angeler. The playwright has the same intention in 

BBA 253: to reveal the ineffectiveness of idealism. The opposing factions, 

however, are not Brechtian materialism and Shakespearean morality, but 

class-differentiation and racial discrimination. 

As in the Vienna-version it is a private business-arrangement, not the 

intervention of an omniscient, wise demi-god (the Duke), which determines 

the nature of both substitutions. Isabella, resolved to submit to 

Angelas' proposition, visits Frau Cornamontis' brothel, seeking reliable 

information on such matters as, for instance, how she should behave 

towards Angelas or how pregnancy can be avoided. Judith, whom she 



approaches at first, refers her to Frau Cornamontis, who explains that 

Isabella's social standing and wealth mean that she does not have to 

suffer the indignity suggested by Angelas: 

"ISABELLA :So gibt es nichts, was dagegen spr/khe, 
dass ich diesen Kelch leere. 

FRAU CORNA-
MONTIS :Nichts 

STILLE 

FRAU CORNA-
MONTIS :Dach, etwas. 
ISABELLA :Und dies w~re? 
FRAU CORNA-

Sprechen Sie! Oh, sprechen Sie! 

MONTIS :Ihr Geld, meine Liebe! Das spricht sogar sehr 
dagegen. Warum sollten Sie, in Ihrer Stellung, 
sich etwas vergeben? Warum das Geringste tun, 
w:ozu S±e ~eine Ne±gung versptlren?"(253/98)24 
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Like his sister Isabella, Emanuele Calausa is also the victim of racial 

justice. Just as Angelas implies that it would be just for the "Tschichin" 

Isabella to be submitted to the same degrading treatment as the "Tschuchin" 

Judith, so too the "Tschiche" Calausa is sentenced to death for seducing a 

"Tschuchin". Racial justice is thwarted again, though, for Calausa is 

not only a "Tschiche", but also a landlord: hence his tenant-farmer, 

whose daughter Judith agrees to be Isabella's substitute, is willing to 

act as his substitute. Class-differentiation, therefore, takes precedence 

over racial discrimination - the victims of the class-structure (victors 

in the racial altercation) will attempt to liberate the victims of the 

racial altercation (the stalwart overlords of the class-structure) - and 

the social conditions existing before the rule of Angelas are re-established. 

This circular movement of the play is emphasized by Brecht in the financial 

arrangements agreed upon by the two parties. Isabella is prepared to pay 

100 pesetas to Frau Cornamontis, who in turn will reimburse Judith for her 

task of freeing the landlord. Calausa, represented by the lawyer, will 

release Callas from the payment of the rent for one year. The poor appear 

to have profited from the substitutions; but the movement of funds describes 



in reality a circle, a veritable ciraulus vitiosus, because the money 

transferred from the Calausa coffers into Judith's purse originated in 

her father's labour - Callas, in other words, is paying his daughter to 

free his landlord. The abolition of a year's rent is thus an illusion: 

Callas himself pays for the privilege of climbing the scaffold on his 

landlord's behalf! In this way Brecht proves not only that the 

infrastructure is primary, but also that it is highly contradictory. 

In MaB filr MaB it may be said with justification that the person of the 
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substitute is not important Mariana, admittedly, is an obvious choice 

because of her liaison with Angelo, but for the general purposes of the 

Duke's plan (to save Claudio's life, reveal Angelo's hypocrisy and 

preserve Isabella's chastity) any well-disguised female would be adequate; 

it is equally of no consequence who replaces Claudio (according to the 

Duke, Ragozine 's death is "ein Glilcksfall"). But in BBA 253 it is of the 

utmost significance that precisely Judith and her father accept the tasks 

of substitution: Brecht thereby integrates the motif of substitution, in 

MaB filr MaB· of predominantly pragmatic status, fully into the thematic 

parameters of his play. 

In the Vienna-version Frau Ueberley and Marianne intercept Isabella just 

before she enters Angelo's house and they hurriedly deceive her into 

relinquishing the necessary clothing. In BBA 253 it is noteworthy that 

the -disguising of the substitute becomes more important and graphically 

demonstrates the central thesis of the play. In the course of Scene 

Eleven Judith Callas is made to dress, move, think, speak and even smell 

like Isabella Calausa. When all these preparations have been completed, 

Frau Cornamontis realizes that racially the two are still distinguishable: 

"FRAU CORNA-
MONTIS :Um Gotteswillen, wir haben das Wichtigste 

verges sen! 
ALBERT :Was? 
FRAU CORNA-
MONTIS :Sie ist eine Tschuchin! Sie hat einen runden 

Kopf!"(243/102) 



Judith's hair is quickly dressed so that she appears to have a 

pointed head. The brothel-mistress declares: 

"Soviel Euch jetzt noch unterscheiden mag, Eure 
Stellung und Eure VermBgenslage: der Kopf ist 
der nfunliche!"(253/103) 

The proceedings of the scene and of the play make it clear, however, 
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that the possession of either a pointed or a round head is of importance 

only to ideologues like Tomaso Angelas. In reality human beings are 

not divided by the shape of the nose or the colour of the skin, but by 

the unequal distribution of wealth. As in Mann ist Mann, which involves 

a similar case of substitution or transformation, an entirely new indiv­

idual is created, but this no longer means that a new life can begin or 

social barriers be crossed. Judith deceives her own family as they eat 

their soup on the doorstep (when she appears, the children beg for 

dispensation from the rent). She lifts the veil to show them her face 

and her "Ich erlasse sie!" ironically underlines her true powerlessness. 

The scene itself also serves to "unveil" the essential irreality of 

racial differences. 

This is the implication of Frau Cornamontis' long philosophical speech 

about the individuals who pay her so that they can escape into an unreal 

world: 

"So verkehrt bei uns zweimal die Woche einer der obersten 
und grausamsten Richter, der von einem meiner M~dchen 
folgendes verlangt: sie hat ihm einen Teller mit rohem 
Fleisch auf einen Schemel zu stellen und ihn filr kurze 
Zeit allein zu lassen. Er selbst, in diesen Minuten 
ilberzeugt, ein Hund zu sein, der an unstillbarem Hunger 
leidet, pflegt sodann sich dieses Fleisch auf allen Vieren 
kriechend durch ein Schnappen anzueignen. In diesem 
Augenblick kehrt das M~dchen zurilck und zilchtigt ihn, durch 
diesen Mundraub erzilrnt."(253/100) 

She views this perversion as a reflection of the confused social circum­

stances of the time -

"In Wirklichkeit ist es ... eine merkwilrdige Spiegelung 
der ~usseren Umst~nde, die in unserer Zeit in eine 
besondere Verwirrung geraten sind."(253/100) 



- and concludes: 

"Leider begntlgen sich die Menschen allzu leicht 
mit dem Schein."(253/100) 

Significantly, at this very moment an angry, stone-throwing crowd 

approaches her old establishment and condemns its racially impure 

activities ("Da ist dieses Haus, in dem sie ein tschuchisches 

M~dchen festgehalten haben. Sie wurde an reiche Tschichen ver­

kauft."(253/100)). The message becomes clear: in a time of perverted, 

contradictory social conditions (such as those visible in the play and 

particularly in the substitutions), there is a tendency to seek escape 

in irreality - and the concept of race to which people adhere is no 

less a fantasy than the judge's transformation of himself into a dog. 

200 

Like the judge, the people (Callas) who succumb to delusion must eventually 

"pay for" their mistake. 

i)The return of the viceroy: Scene Fourteen 

Although its text is completely dissimilar to that of the original, the 

final scene of BBA 253 is more obviously modelled on the last act of 

MaB ftlr MaB than the Vienna-version, which, possibly because it is not 

extant in its entirety, lacks the disguise motif, the strict "measure 

for measure" theme and the small passage at the end in which the Duke 

. 25 h h expresses his thanks to his servants . On the ot er hand, thoug , the 

various marriages so important in MaB ftlr MaB are contained in the Vienna­

version, but not in BBA 253. Common to all three texts is the trial 

nature of the last scene, and the necessity to re-establish the order 

disturbed by Angelo/Angeler/Angelas. A non-Shakespearean motif intro-

duced in the Vienna-version, the meal at the breakfast-table, is enlarged 

in BBA 253, and the Duke's final speech, which in the Vienna-version 

summarizes the thematic tendency of the action, is, significantly, of an 

open-ended nature in the first completed version of the adaptation. 
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Just as Angelas and Eskahler are reflecting on the dilemma posed by 

Calausa, the rich landlords enter the palace and declare that the deputy 

has now fulfilled his purpose - the salt-tax is secure - but that his 

insistence on the death of Calausa threatens the payment of the rent, a 

state of affairs noted by Eskahler at the beginning of the scene: 

"Herr, hartn/!ckig h/!lt im Land das Gertlcht 
dieser Calausa wird geh/!ngt jetzt wegen 
Pachtwucher. Diese K~rbe hier enthalten 
zehntausend Anzeigen allzu hoher Pacht. 
Auf keinem Gut, drauf tschichische Pachtherrn sitzen 
wurd Zins bezahlt an diesem Ersten! Und auch 
auf den Gtitern, die an diese grenzen 
und wo ja auch· die Pacht nicht niederer ist 
wird auch den tschuchischen Pachtherrn 
die Pacht verweigert."(253/120) 

The only solution is the pardon of Calausa, but Angelas confirms his 

guilt and therewith his execution. At this point the viceroy, who, like 

the Duke of Vienna in MaB fUr MaB, has disguised himself in order to trap 

Angelas, reveals his true identity and resumes his government of the state. 

In the Vienna-version Angeler is reprimanded because he has been too 

rigorous in his application of the law (not for hypocrisy); the viceroy 

of Peru rebukes Angelas for the same reason: 

"Ja, schuldig wohl. (ER NIMMT DIE KAPPE AB) 
Doch sollen wir uns wirklich 

aufh/!ngen drum?"(253/124) 

Angelas has attempted to enforce racial laws or what he believes to be 

objective, impartial justice; the viceroy demonstrates that society and 

its legislative system function according to different criteria - Judith 

has acted as Isabella's substitute and Callas as Calausa's. For the same 

reason that the poor people are prepared to take the place of the rich -

money - the viceroy must overrule Angelas: the state needs the revenue 

being withheld by the tenant-farmers. In contrast to the ending of 

MaB ftir MaB, which suggests that a new form of judicial enquiry will be 

undertaken in future, the final scene of Brecht's play represents a 

return to the starting-point, to the kind of society which existed 



before Angelas came to power. This is indicated not only by textual 

repetition - the interchange between Eskahler and Angelas ("ESKAHLER: 

Wer kBnnt ihn uns jetzt freigeben?/ANGELAS:Ich kanns nicht."(253/122)) 

26 recalls similar statements by_ Eskahler and the viceroy in Scene One 

but also by the viceroy's reversal of the verdicts passed by Angelas 

and the poor-court. 
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In the Vienna-version the Herzog issues his verdicts from the breakfast 

table. He states that those who wish to eat cannot afford to be too 

scrupulous - the presence of the block and axe should suffice to cool 

any moral ardour (such as that displayed by Angeler or von Klausner, who 

is enraged that von Schaum the adulterer should be allowed to sit at the 

same table as his wife). A similar image is employed by the viceroy of 

Peru: 

"Jetzt aber denkt Euch tiber diesen Esstisch 
ein Schwert gehfulgt an einem dtinnen Haar. 
Vor solchem Essen unter solchem Messer 
sei keiner allzu wIDllerisch in Bezug 
auf seinen Nachbarn."(263/127) 

As in the Vienna-version, moral considerations are by no means absolute. 

In contrast to the Vienna-version, though, in which all social strata 

sit together at the table, in BBA 253 only the rich partake of the meal; 

Calausa eats, while Callas brings the food to the table: 

"Sie leben beide, doch zum Essen setzt sich der 
und der geht weg, und schafft das Essen her."(253/128) 

In Vienna moral relativism is (polemically) propagated as a philosophy 

for general usage; in Peru it typifies the outlook of the ruling-class 

(and of its class-opponent, the poor; only the lower middle-class, from 

which Angelas comes, concerns itself with concepts of objective justice). 

When the viceroy calls the court-hearing of Callas and Calausa to order 

in the following way -

11 ••• Auf, zu Tisch! 
Denn wir sind Essende, das heisst am Ende 
wilnschen wir doch zum Essen uns zu setzen. 
Und dies begrenzt uns manche Ueberlegung!"(253/127) 
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his intention is obvious: the viceroy is a consumer of food, that is, 

a member of the ruling-class and this allegiance will determine his 

judicial thinking and practice. The viceroy wants to preserve the 

class-structure: 

"Dach bleibe jeder, deres war, ein Esser!"(253/127) 

On this background the viceroy's application of "measure for measure" 

in the trial of landlord and tenant is nothing more than empty formalism, 

th bl f b . . . . 27 . . 
e sem ance o o Jective Justice . Justice and "eating" are incom-

patible: 

"Aber jetzt bitt ich 
mir aus, dass dieses viele Reden von 
Gerechtigkeit aufs rechte Mass gebracht wird. 
Ists doch nicht schicklich, solche hohe Worte 
zugleich mit Beefsteaks in den Mund zu nehmen."(253/128) 

The viceroy concludes the scene with a speech in which, despite the 

apparent stability of the class-system, he envisages the possibility that 

it is not as eternal as the natural phenomenon to which it is compared: 

"Vielleicht f/illt Regen doch van unten nach oben!"(253/132) 

This ultimate post-prandial reflection, not uncharacteristic of the 

whimsical viceroy, is clearly aimed by the playwright Brecht - it is 

noteworthy that the viceroy's guests have begun to smoke - at his audience, 

the victims of the structure protected by the viceroy. The image of 

falling rain, found elsewhere in the play28 , is thought-provoking: rain, 

of course, cannot defy gravity, according to natural law it must fall 

towards the earth - which implies that the social structure is equally 

eternal, unchanging and unchangeable. The idea of rain falling upwards 

is ridiculous. But, the dialectically aware spectator will ask, is it 

not conceivable that this image cannot be applied to the class-society? 

Is the class-society a natural phenomenon or a product of man? If the 

latter is true, then the class-society, man's creation, can be re-created 

by man. The tactics necessary to effect a re-creation, social change, 

which would consist in the abolition of exploitation of the many by the 

few, are contained in the play itself, and the hindrances produced by 

the ruling-class (the question of race) clearly indicated. 
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3.3.3.New Material 

The non-Shakespearean material included by Brecht in EBA 253 comprises 

Callas' betrayal of Perez and the tenant-farmer cause (Scene Three), his 

encounter with the grain-merchant (Scene Six) and subsequent visit to the 

coffee-house (Scene Six b), the second trial (Scene Eight), Callas' 

misfortunes at the salt-depot (Scene Twelve) and the poor-court (Scene 

Thirteen). 

Analysis 

a)Callas' betrayal of his class-ally Perez; Scene Three 

As in MaB filr MaB, Scenes One and Two of EBA 253 show the governmental 

decision to appoint a deputy and the effect of the early part of his rule 

on the populace. In Scene Two representatives of various social levels 

express their opinion: the middle-class, the lower middle-class and the 

civil bureaucracy. In Scene Three of EBA 253 a further social element, 

which plays a minor part in the Vienna-version (the Meixners' intervention in 

the convent-scene), is introduced: the savagely exploited lower-class - the 

insertion of this scene and of the entire tenant-farmer complex obliterates 

the previously clear, Shakespearean plot-outline and profoundly changes the 

play's socio-political message. 

Callas and Perez, both tenant-farmers, have resolved to fight with the 

revolutionary army of the "Black Flag" against the system oppressing them: 

"In dieser furchtbaren Lage, in der sich 
alle befinden, haben die P~chter Perus 
sich in heimlichen und in letzter Zeit 
sogar offenen Versammlungen zusammen­
getan. Sie haben sich gegenseitig ver­
pflichtet, am ersten des folgenden Monats 
keinerlei Pachtzins mehr zu zahlen." 

(253/17) 

Just as they confirm their solidarity by joining hands, the village bells 

toll, and the news of the landlord Calausa's imprisonment arrives. 



Although Frau Callas discovers that Calausa has been indicted for a 

racial offense - not for rent-racketeering, as had been assumed at 

first (" ••• ich glaube, wir brauchen nicht nach dem warum zu fragen, 

weil das klar ist. Der Grund ist Pachtwucher."(253/18))- her husband 

Callas decides to support the racist Angelas simply because he appears 

to govern in the personal interests of the tenant-farmer: 

"genug, perez, ich habe keinen grund, an 
dieser regierung zu zweifeln. sie ist erst 
5 stunden im amt, und mein pachtherr ist 
schon verhaftet."(253/19) 
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Although he has no conception of the true nature of Angelas' philosophy 

and in spite of Perez' warning ( 11 ••• Du wirst Dich t~uschen. Niemals 

habe ich gehBrt, dass von diesen Leuten jemand etwas herschenkt um der 

Form eines Kopfes willen. "(253/20)), Callas acquiesces in his racial 

division of the population. His betrayal, the consequence of a wholly 

inadequate political awareness, consists in his refusal to allow Perez 

to take refuge in his house during the worst period of racial persecution, 

and in his broken oath of allegiance to the "Black Flag". In contrast to 

the petty misdemeanour of the fat Frau Tomaso, who betrays a class-ally 

(the corn-merchant) for the same reason as Callas, the tenant-farmer's 

desertion of his confederates and advocacy of their bitter enemy, the 

Angelas regime, constitute a crime of considerable proportions because 

. . f . 1 . . p 29 the "Black Flag" is the only instrument o socia improvement 1.n eru 

In essence, then, by weakening the unified class-front ("Unsere Abgaben waren 

gleich, unsere Ansichten waren auch gleich."(253/20)) in favour of the 

race-struggle, Callas commits a crime against humanity. 

b)Callas' dispute with the grain-merchant: Scene Six 

In the trial presided over by Tomaso Angelas (Scene Four), the peak-headed 

Calausa is sentenced to death for seducing the round-headed Judith, but 

the material demands made by the tenant-farmer (the abolition of the rent) 

are not fulfilled. Consequently Callas expropriates the horses belonging 
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to his landlord: at the convent (Scene Five) the nun reports that Callas 

had espied the horses, insisted they were his and that they were needed for 

ploughing his fields. In Scene Six, however, he declares that his 

intention is to open a haulage-firm: 

" .•. Und jetzt mache ich ein Fuhrgesch~ft auf. 
Zwei G~ule, das ist doch etwas anderes 
als so ein Boden, aus dem nichts herauskornmt ... " 

(253/38) 

He betrays the cause of his class-confederates, then nurtures the plan 

of improving his own existence by joining the ranks of the small business­

people, the petite-bourgeoisie. Neither revolutionary nor reformist, the 

traitor Callas is a selfish opportunist who, like the petit-bourgeois he 

aspires to be, mouths idealistic slogans in the service of a vulgar 

materialism. The family "honour" restored by Angelas could not satisfy 

the tenant-farmer. 

In a recent article Siegfried Mews provides an excellent description 

of the relationship between Brecht's Die Rundktlpfe und die Spitzktlpfe 

and Heinrich von Kleist's Michael Kohlhaas (1810) 30 ; but his analysis is 

based only on the published versions of Brecht's drama and does not take 

account of any unpublished archives material. In BBA 253, the scene in 

which Callas approaches the grain-merchant not only confirms Mews' 

conclusions ( i•Callas ... als inkonsequenter und kompromiBberei ter 

Anti-Kohlhaas ... 1131 ), but complements his discussion of the links between 

the two works. 

Mews refers to the scene in Michael Kohlhaas in which the inspection of 

the horses occurs and cites the corresponding passage in Scene Six of the 

final version of Die Rundktlpfe und die Spitzk~pfe: 

"Callas' wiederho.lte Aufforderung an Herrn 
Callamassi, seine neu erworbenen Pferde in 
Augenschein zu nehmen, ruft die "0kular­
Inspektion" ... ins Ged~chtnis, die Kohlhaas 
zur Identifizierung seiner herunter­
gekornmenen Pferde vornehmen muB ... "32 
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This inspection takes place in BBA 253 also; not in Scene Six b (the 

coffee-house scene) of the play, however, in which Callas simply states 

that the gentlemen should look at the horses (they do not), but in the 

grain-merchant scene: 

"CALLAS:Die Pferde stehen draussen, sehen Sie 
sie an, meine Herren. Meine Tochter 
h~lt sie. 

DIE MAENNER GEHEN HINAUS, SIGH DIE 
GAEULE ANZUSCHAUEN"(253/38) 

In contrast to the horses Kohlhaas must view, the animals being guarded 

by Judi th are in excellent condition ("Es sind wirklich zwei ausgezeichnete 

Pferde und sehr gut gehalten."(253/39)), but later in the play, unfed and 

neglected, they have been reduced to emaciated, sickly specimens: 

"ANGELAS:Man sagte mir, die Pferde sehen schlecht 
aus 

sie sein im Regen gestanden eine Nacht lang 
und weil Du ihnen nichts zu fressen gabst 
sieht man die Rippen jetzt durch ihre Haut, 

Freund!"(253/80) 

This corresponds to the physical decline of the horses stolen from Kohlhaas 

33 by Junker Wenzel von Tronka . In contrast, again, to the strong, healthy 

horses which symbolize the triumph of justice ("die 'von Wohlsein 

gl~nzenden' Pferde ... als dingsyrnbolische Verk~rperung der triumphierenden 

Gerechtigkeit 1134 ) at the conclusion of Michael Kohlhaas, Callas' wretched 

beasts represent the collapse of hopes based on an illusory justice, or 

the unproductive methods employed by the tenant-farmer, 

Lastly, the oats motif ("Hafer") is also paralleled in Michael Kohlhaas. 

In the scene in which Kohlhaas approaches Martin Luther for assistance -

35 a scene of particular interest to Brecht, as Mews notes - the latter 

observes that Kohlhaas would have been better advised to forgive the Junker 

and return home with the horses, which he could then have restored to good 

health. The horse-trader retorts: 

11 ... kann sein! ... kann sein, auch nicht! H~tte 
ich gewuBt, daB ich sie mit Blut aus dem 
Herzen meiner lieben Frau wtirde auf die 



Beine bringen mtlssen: kann sein, ich h~tte 
getan, wie Ihr gesagt, hochwtlrdiger Herr, 36 
und einen Scheffel Hafer nicht gescheut." 

Kohlhaas knows that to follow the reformer's suggestion implies the 

renunciation of justice and legal rights; he refuses to make any 

such concessions. His counterpart Callas is prepared to beg for the 

oats: 

"CALLAS 

HAFER­
HAENDLER 
CALLAS 

:Wtlrden Sie mir ein paar Scheffel 
Hafer (sic!) ftlr die G~ule geben? 

:Aber gern, Herr Callas. 
:Ich kann aber erst in einigen Tagen 
bezahlen ... " ( 2 53/38) 
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Kohlhaas realizes that the legal rights he seeks can only be gained by 

continuing the struggle. Callas, on the other hand, suffers under the 

illusion that justice has already been done. But when he begs for the 

oats, he is indeed making the compromise with the system rejected by 

Kohlhaas. Only when Callas has been confronted by the "rights" of 

private property and the laws of capitalism ("Ich kann doch meinen 

Hafer nicht herschenken."(253/39)) does he voice (short-lived) revol-

utionary sentiments: 

"Bevor man Euch nicht Euren Hafer auf die 
Strasse schilttet, dass ihn die haben, die 
ihn brauchen, wird es nie besser. Euch 
muss man mit Gewalt kommen."(253/39) 

The proletarian must learn that unless the i'nfrastructure has been 

. . . ·11 . 37 radically altered, any form of Justice is an i usion. 0 

c)The coffee-house: Scene Six b 

The scene serves as a prelude to the second court-case, in which the 

lawyers appeal against Calausa' s death-sentence and Callas seeks 

official confirmation of his ownership of the horses. One of the rich 

landlords remarks that Angelas' ruling against Calausa was a cunning 

move because it divides the tenant-farmers and so weakens the struggle 

against the ruling-class: 



"es ist schlau von diesem angelas, der doch 
ein grosser staatsmann zu sein scheint, dass 
er zun~chst einmal dem p~chter gegen den 
pachtherrn recht gab. seit diesem spruch 
sollen viele p~chter, die schon drauf und 
dran waren, sich unter die schwarze fahne 
zu stellen, sich ftlr die regierung ent­
schieden haben ... "(253/41) 
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In these circumstances a reversal of the verdict might be disadvantageous 

to the landlords, but they are afraid of the personal consequences of 

Calausa's imprisonment - the brutal attack and multiple injuries they 

report to Eskahler in the following scene justify their fear - and so 

hopeful he will be released: 

"Hoffentlich kann bei dem Prozess morgen 
nichts passieren. Wir kBnnen uns sonst 
ja nicht mehr tlber die Strasse trauen."(253/42) 

Callas' theft of the horses also becomes an important issue, for if 

Angelas decides in favour of the tenant-farmer, the sanctity of private 

property will inevitably be violated: 

"SCHUNIRELLO :Hoffentlich hat er keinen Anspruch 
auf diese Pferde. 

ANWALT 
EINER DER 
ZWEI ANDEREN 
HERREN 

:Warum? 

:Wenn so etwas durchginge, w~re das 
Eigentum in Peru keinen Schuss Pulver 
mehr wert. Man bedenke; der P~chter 
enteignet seinem Pachtherrn auf der 
Strasse, und der Staat gibt ihm noch 
recht! Das ist nichts anderes, als was 
die Schwarze Fahne fordert."(253/42) 

The landlords thus present a united front, both for personal reasons, and, 

more importantly, in the wider interests of the class to which they belong. 

Paradoxically, then, Callas, who expropriated the horses on purely 

mercenary grounds, has become inextricably involved in the class-struggle; 

but the entire situation is complicated by the Angelas regime. The 

militia-men have captured Perez and three other tenant-farmers on their 

way to join the "Black Flag" revolutionaries. The landlords, of course, 

applaud this action and buy the Angelas soldiers a round of drinks. 

Callas, too, whose motivation is purely selfish, complies with the 
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generally negative consensus of opinion against the tenant-farmers. 

The class-opponents are thus united in their condemnation of the captives; 

but whereas the landlords interpret events from a political point of view, 

Callas' outlook is basically apolitical. The scene shows on the one hand 

that Callas' position is potentially revolutionary, and on the other hand 

signals his unqualified adoption of a reactionary, petit-bourgeois con­

sciousness. The Angelas militia-men and the other round-heads acclaim 

the racist Callas, while the political realists, the landlords and the 

lawyers, must effect a swift escape. 

d)The second trial: Scene Eight 

The action of the scene unfolds on two levels: in the foreground Callas 

seeks the retention of the horses, while the lawyers try to free Calausa, 

and in the background - behind the "closed doors" of the viceroy's office -

the landlords, Eskahler and Angelas deliberate upon the broader socio­

political context in which the trial takes place. The in camera activities 

of the ruling-class are not appreciated by the tenant-farmer Callas, 

although one of the "Black Flag" rebels warns him that his plight is hopeless: 

"Bauer, was stehst Duda und mtlhst Dich ab um 
Recht, das Du nie kriegst hier, sieh sie Dir 
doch an!"(253/61) 

This advice is not needed by Callas; his class-counterparts in the 

theatre-audience, though, are suitably positioned to be able ·to see 

what Callas cannot see and why he must fail. The tenant-farmer neither 

understands Angelas' philosophy, nor is he aware of the issues which 

effectively determine the course of the trial. 

Angelas' race-ideology does stand in a relationship to the material basis -

it flourishes in times of economic crisis, for example - but contains no 

revolutionary plan for altering its structure, the private ownership of 

property. The philosophy of racial division is thus deeply conservative; 
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like the viceroy, Callas could have learnt this fact from the newspaper -

"ESKAHLER Sie lasen die Zeitung 
von gestern abend? ... 

Das Eigentum ........... . 
VIZEKOENIG:(WIE VON DER TARANTEL GESTOCHEN) Was mit dem 

Eigentum? 
ESKAHLER :Es sell gescht1tzt werden ... "(253/4) 

- but he succumbs to the illusion of (social) justice. When the trial 

concludes with the confirmation of the death-sentence and the imprison­

ment of the Mother Superior, the lawyer and the chief judge, and Callas 

instantly inquires about the rent and the horses, he is therefore 

firmly rebuffed: 

"Nicht diese Walze, Bauer! Du, nimm Dich in acht! 
Von allem, was bewegt des Tschuchen Brust 
hast Du begriffen nur, dass Du nicht zahlen musst! 
Jedoch wos Feuer gibt, dort gibt es Rauch. 
Das Recht, das oben gilt, gilt unten auch. 
Willst Duda ftlr Deine Ehre Pferde nehmen? 
Als wMrs ein guter Tausch! Du sollst Dich schMmen! 
Nehmen zu wollen, was Dir nicht gehBrt. 11 (253/78) 

The racist is in reality an'apologist of the established social order. 

Rejected by the deputy, Callas analyses what he assumes to have happened 

without his knowledge: 

"Sie haben sich nicht an die Abmachung 
gehalten. Sie haben den HaferhMndler zum 
Statthalter gebracht, so dass er wusste, 
die Pferde gehBren mir nicht. HMtte ich 
doch geschwiegen im Kaffeehaus! Jetzt habe 
ich die Pferde deswegen verloren!"(253/78) 

But he does not realize that the foreground activities of the various 

participants in the trial are of trifling importance in contrast to 

occurrences in the larger socio-political sphere - the strike of the civil 

servants and the battle in the South against the "Black Flag" insurgents. 

After Herr Schunirello has been attacked by the Angelas militia-men, the 

rich landlords approach Angelas, seeking a pardon for their confederate 

Calausa in the hope of avoiding further attacks. Angelas declares that 

the case will be tried, orders his men placed in custody and then returns 
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to the trial, while the landlords, reassured by Angelas' action, comfort 

Isabella. When the trial subsequently develops in Callas' favour, the 

landlords are enraged and again demand to see Angelas, who announces that 

the wealthy landlords will not be able to corrupt him: 

"Man sagt mir, ein Geschw~tz durchlaufe Lima 
dass ich, besessen, aus einem Sump£ von Unrat 
den guten Boden wieder zu gewinnen, vorh~tt 
nun halt zu machen vor des Reichtums Macht: 
Man wird sich t~uschen! Diese Hand ist rein 
und diese Tasche leer! Und wird leer bleiben!" 

(253/66) 

Angelas is on the point of reprimanding the landlords when the news arrives 

that the "Black Flag" has had considerable success against the Angelas troops. 

Furthermore, the civil servants have gone on strike because they have not 

received their salaries from the government. In contradiction of his 

previous declaration, Angelas is thus obliged to form an alliance with the 

landlords: he needs their financial resources to pay the civil servants 

and to strengthen his army in the South, and they are prepared to make the 

loan because he is combating their class-enemies. Angelas then condemns 

Calausa and his supporters, not solely because they are corrupt and 

mendacious, as he proclaims, but also because the people will only_pay 

the salt-tax - required as collateral for the loan from the landlords -

if they believe that justice has been done: 

" ... Der Calausa aber, der 
muss dran glauben, auch die andern drei. 
Darnit gerecht erscheint, was jetzt geschieht· 
den Leuten, die dies leider tragen mtlssen."(253/73) 

The racial verdict of the first trial is now a planned political manoeuvre. 

The landlords concede that Calausa's death may be necessary for the purposes 

of the salt-tax and consequently they ignore Isabella when she seeks inform­

ation from them which previously they had volunteered. To Isabella the 

turn of events appears confusing and incomprehensible. But the structural 

division of the scene into foreground and background action demonstrates to 

the spectator not that the various occurrences are in fact confusing or 

incomprehensible, but that a particular viewpoint - one which encompasses 
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only the insignificant, basically unreal foreground action - is 

inadequate. 

e)The salt-depot: Scene Twelve 

The scene begins with a comic interlude which has polemical traits more 

appropriate to the Vienna-version than to BBA 253. Albert (the viceroy) 

states that he has concluded the studies obviously forming part of the plan 

referred to in the first scene of the play ( 11 ••• Auch verfolgt mich/seit je 

ein Plan, den ich mir gern ausd:!cht/und ein Gedanke qu:!lt mich, den ich 

gern/best:!tigt s:!h ... "(253/8-9)). The humour of the episode derives from 

Albert's disappointment that the poor do not understand the art of being 

poor: 

"ALBERT : ... Ich habe herausgefunden, dass die 
einfachen Leute die Kunst, arm zu sein, 
so wenig verstehen, wie gewisse Neu­
reiche die Kunst, reich zu sein. Es 
fehlt beiden am gleichen: am richtigen 
Maass. (ZU CALLAS) Sehen Sie, Ihre 
Kleidung z.B. ist ganz falsch und un­
dberlegt. Sehen Sie sich meinen 
Arbeitsanzug an! Das ist der einfachste 
Stoff, den Sie sich denken ktlnnen, aber 
er ist haltbar. Sehen Sie her, wie ich 
ihn zusammenknftllen kann: er f:!llt 
immer wieder in die Fasson zurftck. Er 
ist etwas teurer als der Ihre, aber 
das ist er wert. (DA IHM CALLAS NICHT 
ANTWORTET, ZU DEM MANN HINTER IHM) 
Was haben Sie z.B. fftr Ihren Anzug be­

-- zahlt? 
DER MANN:10 Pesos. 
ALBERT :Ja, meiner kommt allerdings au£ 180, 

aber dafftr trage ich ihn auch l:!nger. 
Diesen Anzug habe ich gut und gern 
ein halbes Jahr. Wie lange tragen Sie 
Ihren Anzug? 

DER MANN:Schon 6, 7 Jahre. 
ALBERT :So."(253/105) 

Brecht is clearly criticizing or mocking those who, like the viceroy, 

consider the difference between rich and poor a matter of aesthetics, 

not one of economics. The poor do not lack money, simply taste! - such 

prejudices are the means by which real issues are avoided. The clothing­

motif occurs elsewhere in BBA 253: in the substitution of Isabella, for 
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example, when it becomes clear that "clothes do not make the person", and 

during the first court scene, in which Angelas gives expression to an 

aesthetic outlook similar to that of the viceroy: 

"ANGELAS :Sind das die Kleider, die Sie ihr 
gekauft haben? 

CALLAS :Nein, natilrlich nicht. 
ANGELAS :Nicht wahr, das sind nicht die Kleider, 

die Sie, ein einfacher Bauer, der mit 
der schwieligen Hand die Scholle be­
arbeitet, seiner Tochter kauft. 

CALLAS :Das kann ich gar nicht. Bei der Pacht!! 
ANGELAS :Und Sie wilrden es auch nicht, wenn Sie 

k~nnten? Ihrem einfachen und geraden 
Geschmack sind solche Fetzen zuwider." 

(253/28)38 

The remainder of the scene reveals that Eskahler's scheme of passing 

negative verdicts on Calausa and his corrupt associates has been successful: 

the people queue to buy salt and so to pay the duty required by the ruling-

class in its struggle. In a section reminiscent of the discussion in the 

third scene between Callas and Perez after they have learned of Calausa's 

39 arrest , roundheads and peakheads argue about the significance of the 

Calausa-Callas trial: 

"1 .TSCHUCHE :Wann wird dieser Calausa geh~gt? 
2.TSCHUCHE :Morgen frilh um vier. 
TSCHICHE :Oder auch nicht. 
2.TSCHUCHE :Morgen frilh um vier, und es ist 

nicht der letzte Tschich. 
TSCHICHE :Niemals h~ngt der! Und zwar weil 

er Geld hat! 
1 .TSCHUCHE :Und was meint Ihr dazu, dass erst 

gestern ein Tschuche recht bekommen 
hat, der kein Geld hat, und zwar 
gegen vier der reichsten Leute der 
Stadt Lirna?"(253/105,107) 

The attitudes expressed in this scene do not differ from those of either 

Perez or Callas in Scene Three: the roundheads adhere to Angelas' 

philosophy, and the peakheads represent an economic viewpoint. Unlike 

the peakheaded Perez, however, the latter do not, or can no longer, take 

revolutionary action. The people are completely unaware of the political 

and economic manoeuvres which determined the outcome of the second trial; 

nor do they understand the function of the salt-tax. But when the news is 



announced that the "Black Flag" insurrection has been crushed - "Der 

Statthalter l~sst bekanntgeben, dass der Aufruhr der Schwarzen Fahnen 

im Sltden des Landes mit Gottes Hilfe blutig niedergeschlagen ist". 

(253/107) - very few of the gathered people applaud and the majority 

remains silent ("ZWEI VON DEN ANSTEHENDEN SCHREIEN LAUT: ES LEBE DER 

STATTHALTER! EINIGE ANDERE SAGEN ES MUERRISCH MIT. ALLE ANDEREN STEHEN 

SCHWEIGEND"(253/107)). In this way Brecht seems to indicate that 
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they have now realized the implications of their support of the Angelas 

regime. The bloody defeat has been accomplished not by divine inter­

vention, as Brecht ironically inserts, but by the masses themselves. 

f)The poor-court: Scene Thirteen 

The concept of a court-hearing in which the poor are the judges appears 

already in the third plan of the Vienna-version40 . Although the idea was 

never realized as part of the Vienna-version, its general tendency, a 

working-class anti-moralism, is extant in the Vienna-version material, a 

typical example (from a variant of the shifting-scene) being Frau Meixner's 

reaction to the news of her landlord van Klausner's arrest and incarceration: 

"UEBERLEY 

FRAU 
MEIXNER 

UEBERLEY 
FRAU 
MEIXNER 

:So, der hat etwas im Gef~gnis zu tun? 
Den haben sie eingesperrt. 

:Was? Eingesperrt. Das ist doch nicht 
mBglich! Weswegen denn? 

:Er hat einem M~dchen ein Kind gemacht. 

:Und deswegen sperren sie ihn ein? 
(ganz untrBstZiah) Die sind wohl ganz 
verrftckt. das ist ja ganz und gar 
l~cherlich ... Wegen so einer Kleinig­
keit kann man doch einen Menschen nicht 
einsperren!!!"(266/39-40) 

The trial-scene, which stands in contrast to Scene Eight (the moral 

verdicts passed by Angelas) and Scene Fourteen (in which the viceroy 

reverses or inverts the class-interpretation of the poor), is instigated 

by the viceroy, whose interest has been aroused by the blatant immoralism 

of the working-class inmates. Like Callas, who in the first court-hearing 

admits the material gains deriving from Calausa's relationship with Judith, 
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or indeed like the Abbot who considers human weakness the only safeguard 

of justice, the poor have a positive attitude towards immorality because 

it frequently has consequences advantageous to the poor: 

"Ich kenne genug Pl!chter, die froh wl!ren, wenn 
ihr Pachtherr sich fftr ihre Tochter interessierte! 
Sehen Sie, es gibt einen Staatsrat, er heisst Es­
ballas oder so l!hnlich, der treibt es mit Minder­
j~hrigen. Was glauben Sie, was so ein Ml!dchen dafftr 
geben wftrde, auf diese Weise aus den Queck­
silberminen herauszukornmen!"(253/110)41 

The defendants in the trial are not condemned for offences against 

morality, therefore, but because they have "sinned" against the working-

42 
class . Whereas the landlord Calausa has been sentenced to death by 

Angelas for his seduction of Judith, the poor-court magistrates pardon 

him on this charge - "Wir m6chten ihm die Hurerei verzeihn/dass er nicht 

van uns wie von Muckern denkt."(253/113) - but pronounce the death-penalty; 

because he has exploited the poor: 

"Jedoch er trieb, selbst faul, von Armen 
Pachtzins ein 

dafftr wird. er, ging es nach uns, gehenkt." 
(253/113) 

The court views the Abbot's atheism favourably, but it condemns his 

hypocrisy in preaching the existence of God, thereby reconciling the poor 

to their wretched earthly plight (by comforting them with the thought of 

the after-life) and encouraging counter-revolutionary piety: 

"2.INSASSE:Dass er nicht gll!ubig war, ist doch 
nicht schlirnm. 

H~tt ers nur laut gesagt, wl!r mancher 
gut gefahrn. 

Dech sorgte er, und das verftbelt ihm 
dass Andere schlecht fuhrn und gll!ubig 

warn. 
1 .INSASSE:Wir wollen ihm sein Gottlossein verzeihn 

und bitten, dass man ihm dafftr noch etwas 
schenkt. 

Dech redete er Armen Frornmsein ein. 
Dafftr werd er noch rasch vorher gehenkt!" 

(253/113,115) 

The Abbot's "crime" is thus his ideological contribution to the security of 

the ruling-class. The magistrates approve of the chief judge's corrupt 

dealings - this weakness could mean that an innocent man is pardoned! -
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but because he also passes judgement in return for his salary only and 

according to the laws (which favour the wealthy), because, therefore, he 

is an acquiescent servant of the ruling-class, he should be executed. 

The working-class judges have also understood clearly the function per­

formed by the racist Angelas - he has diverted the attention of certain 

individuals from the class-struggle and so preserved the endangered 

system: 

"Wir wollen ihm sein "Tschich- und Tschuch-" 
verzeihn. 

Dach wenn er damit arme Teufel f~ngt 
wird hier dies Arm und Reich noch ewig sein 
und dass er das will, dafilr werd er gehenkt!" 

(253/114) 

The revolutionary tribunal judges, with their rational insight into the 

functioning of society and their consequent understanding of the only 

expedient open to the poor (the elimination of the ruling-class) contrast 

strongly with the figure of Callas who, when the poor-court has concluded, 

begs his landlord for leniency in the matter of the rent ("Ich ersuch Sie 

noch einmal, mir in der Pachtfrage entgegen zu kommen."(253/116)). Callas' 

demands are just, but Calausa enjoys the privileges of his class: 

"Dort k~pft der Pachtherr mit dem Knechte. 
Recht hat der Eine und der Andere hat Rechte."(253/116) 

The poor-court, in which all previous revolutionary statements are 

adroitly summarized, demonstrates that in the class-society true justice 

can only be realized by radical means, not by compromise. There are three 

modes of justice in BBA 253: racial justice (which Angelas claims is true 

justice), the class-justice administered by the ruling-class (which serves 

to protect the ruling-class), and the class-justice advocated by the poor -

this approximates most closely to true justice, because the poor seek the 

abolition of a system which permits the brutal exploitation of the productive 

masses for the benefit of the unproductive few, a manifestly unjust system. 

The natural justice cited by the viceroy -

" ... Es gibt ein Recht 
das Uber uns, van Menschen nicht gemacht 
und auch nicht ~nderbar van Menschen, schwebt 
und dem wir nur genug tun kannen oder 



auch nicht genug tun k~nnen: dennoch bleibts!" 
(253/112) 

- does not exist. All justice is human justice, created and executed 

by frail man. But the justice embodied in the poor-court conflicts 

least with natural justice: it has as its goal the most equitable 

solution on the widest social scale. 

3.4. Characterization 

The tendency discernible in the Vienna-version towards social classif­

ication and the description of socio-economic relationships is far 

218 

stronger in BBA 253. The dramatis persona~ of Brecht's first adaptation 

work, still comparable to that of MaB ftir MaB, has been substantially 

expanded through the inclusion, not of individuals (Callas is the important 

exception), but of the agents of socially significant groups. Only a 

small nucleus of Shakespearean figures remains: Angelas (Angelo), the 

viceroy (Duke), Eskahler (Escalus), Frau Cornamontis (Mistress Overdone), 

Isabella, Calausa (Claudio), Inspektor (Elbow) and Judith (Julia and 

Mariana). Certain Shakespearean figures, the Mother Superior mentioned 

by Isabella at the conclusion of I;v and the judge (II;i of MaB filr MaB 

and the Vienna-version), have much larger roles in BBA 253. 

In BBA 253 approximately 60 different individuals have speaking parts. 

To facilitate the task of characterization, therefore, the dramatis 

personae have been divided into major figures on the one hand, and into 

representative groups on the other. According to the number of lines they 

utter (together considerably more than half of the total number of lines), 

seven figures distinguish themselves clearly from the others: Angelas (387), 

the viceroy (312), Callas (275), Eskahler (227), Frau Cornamontis (210), 

Judith (201) and Isabella (167). It can be seen that Angelas, for instance, 

has twice as many lines as Isabella, but her designation as a major figure 

is justified by the fact that Calausa, the next most verbal figure, speaks 

only 79 lines. 
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Because there is a multiplicity of figures barely separable on the basis 

of spoken lines (such as Calausa or the chief lawyer), and because 

Brecht's class-analysis encourages this methodology, the remaining cast 

have been discussed in accordance with their social status. The five 

groupings most adequately encompassing the dramatic personnel of BBA 253. 

are, therefore, the landlords, the tenant-farmers, the lower middle class 

(in the discussion of which the middle-class will be considered), the 

Church and the civil service. Figures such as the lawyers have aligned 

themselves with the landlords, and there are numerous anonymous individuals 

expressing either pro-Angelas ("STIMME VON OBEN";"ANDERE STIMMEN" etc.) 

or pro-tenant-farmer ("EINIGE ZUSCHAUER";"STIMME VON DER GALERIE" etc) 

sentiments; they require no analysis because their outlook is ident­

ifiable with that either of the deputy or of the tenant-farmers . 

. Major Figures 

a)Tomaso Angelas 

To understand the figure of Angelas it is first necessary to be familiar 

with his philosophical outlook. Eskahler remarks to the viceroy that 

Angelas, according to his published political programme, wants to reform 

the corrupt public offices, the judicial system and morality, reforms 

which will lead to a strengthening of the state. But when Angelas employs 

the term state, he does not imply the class-system; he means rather the 

particular race which constitutes the people of Peru. He divides the 

population of the country into two racial groups - the "roundheads" 

("Rundkl:lpfe") and the "peakheads" ("Spitzkl:lpfe"). The roundheads are 

the true, original inhabitants of Peru - "Den einen Stamm, den mit dem 

platten Kopf/nennt Angelas Tschuch und sagt von ihm, er sei/der Scholl 

Perus von Anbeginn verwachsen/und guten Bluts."(253/6) - whereas the peak­

heads are homeless aliens: 

"Der andere, am spitzen Kopf erkenntlich 
ist fremdes Element, hat sich ins Land gedr~ngt 
selbst ohne Heimat ... "(253/6) 
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Each group possesses certain characteristics, which are described through­

out the text of BBA 253. Noteworthy for the roundheads are not only 

honestyand loyalty, but also a sense of responsibility and a total dis­

regard for physical well-being when a (higher, idealistic) goal is at 

stake ("denn van Natur aus ist der Tschuch bereit/das leibliche Wohl 

nicht allzu hoch zu setzen/und h~her das Ziel ... "(253/7)). Lastly, and 

most importantly, the roundhead respects property and believes in the 

institution of private ownership: 

"Das ist des tschuchen innerste natur 
dass ihm das eigentum geheiligt ist 
und lieber hungert er und frettet sich 
eh er, ein lump, von fremdem teller isst 

doch der am fremden gut sich frech vergreift 
und seis an einem hut und einer brotkrust 
den soll man rechtens in der luft zerreissen! 
eh wird nicht ruh, eh dem sein blut nicht floss! 
dies gierige aug, es sei herausgerissen! 
und diese faust, die fremdes gut begehrt 
drein soll man rechtens staub und moder stopfen!" 

(253/69) 

These are ideals ignored by the peakheads; they are cunning, materialistic, 

calculating and inclined to perfidy. As might be expected from a person 

who places little emphasis on outer distinctions, Angelas does not accept 

that an individual with a round head is therefore racially pure; he 

acknowledges that roundheads may be adversely affected by the peakhead 

spirit. Because Angelas does not restrict his attacks to one section of 

the populace, his mode of justice might appear preferable to that advocated 

by the poor-court; it should not be forgotten, however, that he is auto­

matically biased against a large proportion of the populace. But Angelas 

believes that his racial justice is completely objective and as natural and 

God-given as the arrangement of the heavenly bodies: 

" ... Aus sich heraus ist es begrtlndet. 
Die Ordnung der Gestirne h~ngt davon 
ob sie der Mensch begreift, nicht ab. Sie ist." 

(253/68) 

Angelas the idealist imposes a totally abstract interpretation of the 

world upon the Peruvian class-society. He is unaware of the real, 

economic roots to the problems with which the land is beset, and subsumes 
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all phenomena under natural or metaphysical categories. Hence not only 

the biological-racial cause of the country's decline ("Der tschichische Geist 

nun ists, nach Angelas, der/an allem Ungltlck dieses Landes die Schuld tr/:1.gt." 

(253/6)), but also the deputy's inability to communicate with the earthy 

Callas in the first court-hearing (Scene Four), and his condemnation of the 

Mother Superior, the chief judge and the lawyers, not as socio-political 

schemers, but because they are naturally mendacious: 

"ZUR OBERIN 

Nicht Armut wars, die Dich zum Ltlgen brachte 
nein, nein! Von Anbeginn war diese da 
zur Ltlgnerin geboren! 

ZUM OBERSTEN RICHTER 

Und dem Mann war 
das Recht fftr einen Fisch feil van Natur! 

ZUM ANWALT 

So wie der Lftgen sammelt, weil er Ltlgner ist!"(253/77) 

Angelas' strict adherence to the philosophy outlined here explains 

not only ?is apparently dubious manoeuvres in the course of the play, but 

also his generally uncomfortable relationship with all social strata, in 

particular with the government, the landlords and the rebellious tenant­

farmers. Summoned by the viceroy and asked to take control of Peru and 

ultimately to impose a salt-tax, Angelas, a political opponent of the 

government, accepts the task because he thus receives the opportunity to 

realize his idealistic aspirations, the racial purging of all social sectors. 

He only decrees the salt-tax, which he has adamantly refused to discuss with 

an insistent Eskahler, when it becomes necessary to fund his struggle against 

the "Black Flag" rebels, whom he despises for their peakheaded lack of 

respect for private property and for their creation of an "artificial" 

class-schism: 

"denn solch ein mensch teilt unser einziges volk 
so in zwei Klassen kftnstlich kalt berechnend! 
spitzfindig! tschichisch! eh ist nichts getan 
eh nicht in staub die letzte schwarze fahn! " ( 253/69) 
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Because his troops are fighting the insurgents, the ruling-class gladly 

negotiates with the useful Angelas, but he is by no means their willing 

and compliant servant. Their alliance is most uncordial. When, shortly 

before the bad news from the front is announced and the strike begins, 

the landlords insist that Calausa be freed, the racist is quite prepared 

to imprison them! 

"DIE REICHEN 
PACHTHERREN :Jetzt aber Schluss, Angelas! 

ANGELAS 

Geh hinunter 
und sprich uns den Calausa 

schleunigst frei! 
Und nimm zurilck, was Du auf jene 

hliuftest 
die jetzt allein mit uns zusammen 

diesen 
Taifun beschwichtigen k6nnen, der 

heraufzieht. 
:Niemals! Und Euch verhaft ich! ... " 

(253/70) 

The landlords and Angelas have fundamental differences of opinion about 

the true rulers of Peru: 

"DIE REICHEN 
PACHTHERREN :Gib unser Geld zurilck! 
ANGELAS Was filr ein 

Geld? 
DIE REICHEN 
PACHTHERREN :Das wir Dir liehen filr Dein Heer! 
ANGEL AS Ihr 

DIE REICHEN 
PACHTHERREN 

ANGELAS 
DIE REICHEN 
PACHTHERREN 

liehts? 
Dies Heer von Tschuchen lieh sich 

selbst sein Geld! 
Dies tschuchische Heer geh6rt ... 

Nun, 
wem geh6rts? . 

:Der Nation geh6rts! 

Und wem geh6rt 
die Nation?"(253/67 

In the last scene, despite the angry threats of the landlords, Angelas 

still refuses to pardon Calausa: 

"INSPEKTOR 
ANGELAS 

:Herr, sollen wir? 
Jawohl, der 

Mensch ist schuldig!" 
(253/124)43 

An exemplary roundhead, Angelas does not compromise his idealism. His 

acquiescence in the command of the viceroy -



"VIZEK(jNIG 

ANGELAS 
VIZEK~NIG 

ANGELAS 
VIZEK~NIG 

ANGELAS 

:denn jetzt g{lts noch so 
manchen gierigen wunsch 

in deinen reihn zu d/!mpfen. 
die begeisterung 

die ordnung schaffte selber 
jetzt zur ordnung 

zu rufen. dies sei deine 
fernere aufgab 

nicht deine schlechteste! 
und zur verftlgung daftlr 

sein posten und 1!:mter vor­
gemerk, den ftlhrern. 

nur: ordnung, lieber Freund! 
Jawohl mein ftlrst! 

:DROHT MIT DEM FINGER LAECHELND 
und nicht mehr tschich und 

tschuch! 
jawohl mein ftlrst! 

: TRINKT IHM ZU 
dank lieber freund! 

ich danke 
euch, mein ftlrst!" 

(253/132) 
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- can only be explained by his high estimation of the quality of loyalty: 

the viceroy is his superior and must be obeyed. Lastly, in contrast to 

"his counterparts in either MaB ftlr MaB or the Vienna-version, Angelas does 

not fall prey to Isabella's charms. His talk with her is, admittedly, 

ambiguous, but it is typical of the idealist that he is not aroused by 

the woman herself, but by the idea that justice would be served if the 

peakhead Isabella were Obliged to demean herself in the same fashion as 

the roundhead Judith. Angelas thus conceptualizes the concrete, physical 

situation between man and woman. Consequently he has no intention at all 

of sleeping with Isabella; although she (Judith) waits in expectation, 

he simply states: 

"Die Schwester dieses Menschen sitzt seit Stunden 
vor meiner Ttlr. Sie w~r zu viel bereit 
ganz wie die andere. Das ist ein kleines Entgelt 
dass die gezwungen wurd, herabzusteigen!"(253/123) 

The figure of Angelas in BBA 253 is quite different from either his 

Shakespearean predecessor or Thomas Angeler. In contrast to the political 

Angeler of the Vienna-version, he is concerned with justice for its own 

sake, not as a means for improving a political reputation. Calausa remains 

condemned because he is guilty, not because a moral sacrifice is needed. 
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Whereas Angeler hypocritically renounces his moral outlook for financial 

reasons by imprisoning Frau Ueberley, but not the bankers, Angelas only stoops 

to economic measures (the salt-tax) for the higher purposes of his iqealistic, 

but reactionary beliefs. Angelas has in fact inherited more traits from 

van Schwind than from his namesake. The two share not only an unsullied 

l t t • b l . 1 . 44 mora repu a ion, ut a so an arch-conservative, irrationally-based idea ism . 

Politically common to both is their ardent nationalism. Apart from the more 

consequential and highly developed racial philosophy to which Angelas 

adheres, a major modification of BBA 253 is the change in the deputy's 

social background. Although his profession is not explicitly stated, he is 

certainly no longer an aristocrat. It is noteworthy that his main supporters 

and those with whom he feels most sympathy are lower middle-class: 

" ... Haupts1:1.chlich stehen 
die Schullehrer hinter ihm, der kleine Kaufmann 
die 1:1.rmeren Leute mit der hBheren Bildung 
die Kleinrentner! Kurz - der verarmte Mittelstand. 
Diese Art Volk nennt er im ktthnen Bild 
das Herz und Mark und Rttckgrat der Nation."(253/6) 

In a work-note containing a general description of the plot of the play, 

Angelas is, significantly, a school-teacher from Lima45 . 

b)The viceroy 

In the Vienna-version the Duke is a weak figure who, unable to solve the 

. 46 problems confronting the state , resorts to Angeler and his plan to 

encourage foreign investment in the state by bolstering its moral 

reputation (and thereby, presumably, reassuring the creditors that Austria 

can be relied upon to repay the loans it receives). The viceroy of Peru, 

on the other hand, can extract the country from its financial quagmire by 

decreeing a salt-tax. He prefers to let Angelas fulfil this task, knowing 

that the racist will experience far fewer difficulties because he enjoys 

a reputation capable of securing the confidence of the tax-payers. The 

viceroy insists that he himself cannot introduce the salt-tax because it 

is unjust: 



"Nur nicht die Salzsteuer! Das macht btlses 
Blut! Und ist auch nicht gerecht denn jeder 
isst Salz, doch hat nicht jeder gleich viel 
Geld und soll doch gleichviel Steuern zahlen. 
Das ist nicht gut."(253/3) 
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But his moral reservations are nothing more than an empty facade. 

Politically he is too realistic to let morality hinder any revival of 

the state; when he says he cannot, he actually means that his own 

reputation is not good enough to ensure the success of the salt-tax. 

Angelas is, therefore, not the last resort of a weak statesman, but the 

intelligent choice of a clever politician. 

The viceroy resembles Shakespeare's powerful, omniscient and omnipresent 

Duke more than Brecht's (who, the plans reveal, is imprisoned as a lunatic 

when he attempts to reassert his authority!). The viceroy allows Angelas 

to assume control of Peru, but as soon as the racist has decreed the salt­

tax the viceroy "returns" to ensure that events conclude satisfactorily. 

Hence, whereas Angelas dominates the stage until the end of Scene Eight 

and does not appear thereafter until the denouement, the vic~roy is 

"absent" until Scene Nine (the shifting-scene, in the course of which he 

finds employment with Frau Cornamontis) and then remains until the end, 

although, unlike his counterpart in MaB fUr MaB, he is not present when 

brother and sister meet (Scenes 10 and 10b). In contrast to Shakespeare's 

progressive Duke, however, who ultimately endorses a new form of justice, 

the viceroy, as the official representative of the ruling-class, re­

establishes the class-justice practised before the reign of Angelas. 

In the first scene of the play, the viceroy announces his plan to 

observe "des Lebens/erstaunlich Schauspie1"(253/8) and to confirm the 

truth of an idea which has long been plaguing him. He creates an image 

of himself as a kind of philosopher, who desires only to sit and meditate: 

"Ktsnnte ich da ab und zu, wie ich mir gedacht 
habe, vor dem Haus sitzen und meinen Gedanken 
nachh~ngen? Das ist das Einzige, auf das ich 
Wert legen wtlrde."(253/85)47 



Part of this image is an avowed interest in moral issues: 

"Meine Herren, die Ergebnisse der letzten Tage 
haben in mir Zweifel ausgelBst, ob eine halb­
wegs ins Gewicht fallende Gerechtigkeit Uber­
haupt .•. mBglich ist."(253/111) 
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But just as the viceroy's moral doubts about the salt-tax are complete 

fabrications, so too is his assumption of the philosopher's mantle a 

deception clearly deriving from the Shakespearean Duke's idea of dis­

guising himself as a monk in order to monitor the corrupt deputy's 

activities. Although the viceroy thus appears to be a humorous eccentric 

(particularly when he bemoans the lack of taste shown by the poor), he is 

in reality safeguarding the interests of the ruling-class. In an inversion 

of the Shakespearean situation, the corrupt head-of-state spies upon the 

virtuous deputy. 

Brecht's viceroy is a master of deception and propaganda, constantly 

blurring the harsh contours of reality, although, or precisely because, 

he is a realist fully aware of his socio-political position: 

"ESKAHLER Herr, Ihr kommt wie gerufen ! 
Eben zerbrachen wir uns schon die KBpfe 
ob wir den Mann, auf dessen Tod ganz Lima 
mit Spannung wartet, weil die Leute darin 
den Anfang der Gerechtigkeit erblicken -

VIZEKOENIG :Ihr meint wohl mich? 
ESKAHLER Nein, den Calausa doch! 

ob wir ihn h~ngen sollen oder nicht. 
VIZEKOENIG :So habt Ihr einen Mann gefunden, der 

nach aller Ansicht h~gen mftsst, und es 
bin weder ich noch seid es Ihr? Den Mann 
muss ich mir ansehn! Holt ihn!"(253/124) 

The viceroy proclaims his love of clarity - "Ich liebe Klarheit!" (253/127) 

_ but cynically proceeds to conceal the true reason for his release of 

Calausa: 

"Natftrlich hingest Du mit selbem Recht 
wie etwa ich. Das weiss ich heut. Warum 
lass ich Dich also frei? Weil diese Schwester 
die Dich wohl kennt, Dich ftlr so wtlrdig hielt 
dass sie, ein rfthrender Fall, fftr Dich bereit 
zu jedem Opfer war ... "(253/12') 

The seemingly just verdict he passes on Calausa and Callas is also nothing 

more than a sardonic misrepresentation of the truth. 
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c)Callas 

An understanding of this figure is best gained by Siegfried Mews' method 

of contrasting Callas to the literary figure upon whom he is clearly 

modelled: Kleist's Michael Kohlhaas48 . Analysing the reaction of the 

two protagonists to the unjust treatment they receive from their social 

overlords and noting that Kohlhaas prefers open, violent struggle whereas 

Callas employs the customary judicial channels, Mews concludes: 

"Dies UI.Bt keinen anderen SchluB zu, als daB 
Callas van Brecht van vornherein als inkon­
sequenter und kompromiBbereiter Anti-Kohl­
haas konzipiert warden ist."49 

Indeed, from the beginning Callas resists any radical measures. Despite.­

Perez' declaration that the only conceivable means of overcoming the 

dire problems faced by the tenant-farmers is revolutionary violence -

"Noch vor 5 minuten wolltest du mit uns unter der schwarzen fahne kMmpfen, 

welche den pachtzins abschaffen wird, was doch nur mit gewalt geht!" 

(253/19) - Callas refuses to accompany him on his march to the "Black Flag" 

camp: with his betrayal of the tenant-farmers' cause Callas divides the 

class-front and so directly contributes to the preservation of the unjust 

social system. On a personal level he causes the capture of Perez, who 

would undoubtedly have reached the rebel camp had he not delayed his 

departure an extra three days as Callas waited for news from Judith, sent 

by her father to beg for leniency. The most conclusive evidence of 

Callas' constant desire to adapt to, and to realize his aspirations within, 

the existing social structure is provided by an analysis of the contrad­

ictory descriptions he gives of the relationship between himself and Calausa, 

in particular concerning the use of the horses ensuing from the landlord's 

affair with Judith. In the first court-case (Scene Four), when his circum­

stances must appear to be oppressively unjust, he explains that he could 

use the horses twice for fetching wood, but that otherwise the animals 

had to be hired at an exorbitant price. In Scene Six, on the other hand, 

he must justify his theft of the horses and so states that Calausa had 
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promised them the ownership of the horses, but then re-appropriated them 

after six months. Finally, the drunk Callas - in vino veritas - confides 

to fellow roundheads in the coffee-house that Calausa simply turned a blind 

eye whenever his tenant-farmer used the horses. 

Like his similarly oppressed fellow tenant-farmers, Callas is seeking 

better and fairer social conditions: 

11 Ich beantrage ... dass die Pachtsumme ein ftir 
alle Mal gestrichen wird und der Getreide­
preis so ist, dass wir van unserer Arbeit 
leben ktlnnen."(253/26) 

Callas' materialism is common to almost all figures in the play. But the 

tenant-farmer lacks the socio-political insight of his friend Perez and of 

the other "Black Flag" insurgents - that the fate of the individual depends 

upon his commitment to the collective. Calla? views the unified class­

initiative as a hopeless last resort ("die aussicht ist zu gering. wenn es 

ginge, w.!!re es das beste, aber es geht nicht"(253/19)),.not as the only 

real solution. His perspective is too narrow and self-centred; he is 

unable to" reflect upon his own position or upon any issue within the 

greater context of the class-society: hence his individualistic opport­

unism. This undeveloped political intellect ("Mangel an realistischer 

Denkweise 1150 ) causes him to succumb to the hope engendered by Angelas. 

The tenant-farmer places his trust in the deputy not because his idealism 

attracts him, but because the racist has arrested his landlord. Callas 

views Calausa's impeachment on a purely individual level ("Ich finde nicht, 

dass es ein Ungltick ist. Jedenfalls nicht filr alle. Filr uns ist es kein 

Unglilck."(253/18)). He cannot see beyond the immediate limits of his 

relationship with Calausa - his socio-political activity is confined 

completely to this interpersonal sphere - and thus blindly acquiesces in 

a philosophy which differentiates accordingly (by defining Calausa as the 

enemy). As a consequence of his political shortsightedness, his subjective 

orientation, Callas unwittingly conceives of racial justice as social 

justice, and of Angelas as a saviour. Because he thinks only of his own 
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landlord Calausa, and not of the class of landlords, of landlords who might 

be rounaheaded, he cannot see his error. Callas is comparable to those 

people described by Eskahler who, incapable of appreciating the socio­

economic totality, focus their ill-feeling upon an easily identifiable, 

tangible object: 

"Allein das Volk, nicht sehr getibt in solcher 
Abstraktion, durch Not auch ungeduldig 
es will vom kosmischen Zusammenhang nichts h6ren 
und sucht die Schuld als ein gewohntes Wesen 
mit Mund und Ohr und auf zwei Beinen laufend 
und auf der Strasse jedermann begegnend."(263/5) 

Although Callas is therefore an unconscious convert to Angelas' race­

theory - as his bewilderment in the first court-hearing shows - he 

does begin to employ racial terminology -

"DIE ANWAELTE:Wir k6nnen Ihnen jetzt mitteilen, 
dass eine gewisse Familie unter 
Umstc!!nden bereit w~re, Ihnen in der 

JUDITH 
CALLAS 

ANWAELTE 

CALLAS 

Frage der Pacht entgegen zu kommen. 
:Woftir? 
:Es handelt sich wohl um eine gewisse 
tschichische'Familie? 

:Sie k6nnen sich vorstellen, dass von 
gewisser hochstehenaer Seite alle 
Hebel in Bewegung gesetzt werden, 
dass das Urteil revidiert wird. 

:Von tschichischer Seite."(253/45) 

- and even assumes a (roundheaded) moral pose. In reply to the lawyers' 

offer of reduced rent, he bellows: 

"Macht, dass Ihr weiterkommt. Und die Herren hier 
sind Zeugen, dass Sie versucht haben, meine Tochter 
zu einern Meineid zu bewegen! Und der Oberin von S. 
Barbara sagen Sie von mir, sie sei eine dreckige 
Lttgnerin!"(253/46) 

He adopts this standpoint, however, only because he believes he will 

receive official confirmation of his ownership of the horses and so be 

able to open a small business: the prospect of personal social advance­

ment into the ranks of the petit-bourgeois strengthens his adherence to 

Angelas' idealism. When the lawyers threaten him with the testimony of 

the grain-merchant, Callas instantly relinquishes his racial-moral 

perspective. 



230 

Only rarely does the tenant-farmer reveal any political understanding. 

Even at the conclusion of the second trial he is oblivious of the general 

political situation and of the possible repercussions of a legal confirmation 

of his ownership; he mistakenly believes that the lawyers used the grain­

merchant to persuade Angelas. At an early stage of the play, shortly after 

his theft of the horses, Callas does utter revolutionary class-sentiments 

("Bevor man Euch nicht Euren Hafer auf die Strasse schtlttet, dass ihn die 

haben, die ihn brauchen, wird es nie besser. Euch muss man mit Gewalt 

kommen."(253/39)), but this is merely an expression of Callas' anger at the 

rejection by those with whom he is beginning to feel solidarity (the petit­

bourgeois). When he catches sight of Perez in the poor-court scene, his 

"Halt Dein Maul!" shows that Callas is aware of his social crime, that 

he need not be reminded of his stupidity, and at the end of the play the 

tenant-farmer's political observations are more frequent and more accurate. 

Ultimately, hQwever, his general outlook has not changed - he is prepared, 

as before, to negotiate privately with his landlord - but the social climate, 

on the other hand, is no longer conducive to revolutionary thought or action. 

d)Eskahler 

The character of Shakespeare's wise councillor is greatly altered by 

Brecht in the Vienna-version: he becomes not only a sexual pervert, but 

also an agent of the ruling-class who is prepared to twist the law in 

favour of the wealthy and prominent. In BEA 253 his dubious sexual activ­

ities are almost entirely deleted (apart from a suggestion by one of the 

prison-inmates that he has illicit relations with very young girls!), and 

his political role is emphasized. Through the figure of Eskahler Brecht 

most clearly demonstrates the primacy of economic considerations and forces 

over political. 

In the first scene of the play Eskahler's share in the functioning of the 
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governmental apparatus has increased. He is no longer the councillor 

summoned simply to ratify the decision of the Duke; instead he provides 

the viceroy with a detailed analysis of the social and economic difficulties 

confronting the government. Unlike his predecessors he is in possession 

of a solution to these problems - the salt-tax. However, although his 

awareness of the general political condition of Peru obviously exceeds 

that of the viceroy, it is the latter who conceives the scheme of employ-

ing Angelas for the task of decreeing the tax. Ultimately, as in MaB filr MaB 

and the Vienna-version, the head-of-state is the mastermind. 

Eskahler is not only the viceroy's councillor, but also an intermediary 

between the government and the landlords, the true rulers of Peru. The 

draft of the salt-tax Eskahler shows the viceroy has been prepared by the 

landlords as a measure for ending the bankruptcy. Eskahler identifies 

the interests of the government with those of the landowners -

"ESKAHLER :Bedenken Sie: Wir hfulgen einen Mann 
der zwar ein Tschuch ist, der sich zwar verging 
doch auch ein Pachtherr ist: ein Mann wie wir. 

ANGELAS :Ein Mann wie wir? 
ESKAHLER Nun ja, er lebt von Pacht." 

(253/121) 

- and throughout the play furthers their cause, frequently explaining their 

demands to Angelas. He advises the racist, for example, not to confirm 

Callas' right to the horses: 

"Mitunter, Herr, gewinnt ein kleiner Vorgang 
hBchste Bedeutung: hier sind es zwei Pferde 
die, weggeschenkt, vielleicht bedeuten kBnnen 
dass Eigentum nicht mehr Eigentum ist. 
Der geistige Wall, mit soviel Milh gezogen 
um den Besitz, die Quelle allen Rechts 
an einem Punkt durchbrochen, und der PBbel 
stilrzt brilllend drauf. "(253/75) 

Like his counterpart in the Vienna-version he considers the judiciary a 

tool in the hands of the influential -

"Der Mann ist gut, der geht filr uns ganz weit 
Jedoch es kostet eine Kleinigkeit. 
Damit ein Mann das tut, was wir verlangen 
Muss man ihn mit Gehalt und Ansehn fangen. 
Ja ohne Schmierung fehlt dem Recht der Witz: 
Die leere Kasse ist kein Richtersitz."(253/54) 



- and so encourages Angelas to decree the salt-tax, fearing the 

breakdown of what he terms justice: 

"Herr Angelas, die Stund ist jetzt gekommen 
wo Ihr Euren Namen, dem Ihr Ruhm verschafft 
als den gerechtesten, den Freund des Volkes 
unter die Salzsteuer setzen mtlsst. Nicht 11=!.nger 
ists aufzuschieben. In den Aemtern ftlhl ich 
schon Unruhe. In entleerten Kassen wuchert 
die Ungesetzlichkeit wie Schwamm. Der Arm 
des Rechts erlahmt."(253/55) 
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The relationship between Eskahler and Angelas has also changed. Whereas 

previously Eskahler has been the deputy's servant whose advice is ignored 

by Angelo/Angeler and who, in the Vienna-version, is even dismissed from 

his position because he has not executed Angeler's orders, in BBA 253 

Eskahler's power is much greater. He regards Angelas with considerable 

suspicion because he does not share his conception of the state - "Er 

sagt: ich rett den Staat. Wird ers erreichen?/Er sagt: den Staat. Und 

me int sich s_elbst und seinesgleichen. "( 253/8) - and, consequently, at 

the most crucial moments he is present to guide his decisions. In the 

viceroy's "absence", then, Eskahler, the political realist who negotiates 

the details of Angelas' commission in Scene One, carefully monitors the 

deputy's movements. He not only dictates tactics -

"ANGELAS : ... (ZU ESKAHLER) Zeigtet Ihr mir nicht 
heut morgen eine Mappe, die ich unl!!ngst 
aus hoher Hand empfing? Ihr spracht vorhin davon. 
Es ist die Steuer. Ich will sie zum Studium. 

ESKlrnEER :Unklug, mein Freund! Gerad dieser Prozess 
ermtlglicht alles erst. Nun, wohnt ihm bei!" 

(253/65) 

- but most significantly, takes control when Angelas lapses into depressed 

inactivity after the defeat of his army and affirms that the salt-tax must 

now be introduced: 

"ESKAHLER 
DIE REICHEN 
PACHTHERREN: 

Was ist beschlossen? 

Nichts. 
Dass Geld beschafft wird. Und Calausa 

frei wird. 
ESKAHLER :Und Sie, Herr Angelas? (DER ZUCKT DIE 

ACHSELN) 
Ich f,!inds 

nicht klug 



e)Frau Cornamontis 

Wenn Ihr den Weg verliesset, den wir 
gingen. 

Der Weg war gut. Hier ist die Salz­
steuer. Die 

wird jetzt herausgegeben. Ihr gebt 
Vorschuss."(253/73) 
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Although Brecht endowed his brothel-keeper in the Vienna-version with fewer. 

sympathetic traits than the Shakespearean original, and created a finan­

cially more astute figure, Frau Ueberley still elicits a not unfavourable 

reaction from the reader, not only because of her witty immorality, but 

also because she feels victimized by the new deputy. To a certain extent, 

as in MaB ftlr MaB, she is the passive object of politics (this is partic­

ularly evident when Eskaler insists that she must be imprisoned because 

the people need a scapegoat upon whom they can vent their anger - a 

political manoeuvre Frau Ueberley does not comprehend51 ) .. 

The figure of the brothel-keeper in BBA 253 is quite different, firstly, 

because she has a far greater understanding of the social, political and 

economic scene and so is able to control her own fate more deftly. Frau 

Cornaraontis' insight into the mechanisms of the class-society exceeds that 

of most other figures in the play. When the tobacconist and even the 

house-owner Callamassi suggest that a law-court could pass judgement 

without taking account of a defendant's social standing, Frau Cornamontis 

mockingly refutes their naive theory with her button-throwing experiment 

(Scene Four). Frau Cornamontis' vast experience in the ways of the world 

(Judith declares:"Ich kann mir denken, was Sie wissen wollen and wtlrde 

Ihnen vorschlagen, die Patronin zuzuziehen. Sie hat eine ungeheure Er­

fahrung."(253/97)) enables her to talk dispassionately about such strange 

cases as that of the judge who pays to be treated like a dog (253/100), 

and to confirm disinterestedly the immoral privileges of wealth: 



"ISABELLA :Sie mtlssen wissen, dass das Leben meines 
Bruders davon abh~gt, dass ich zu einem 
hochgestellten Herrn gehe, auf den ich, wie 
man mir sagt, Eindruck gemacht hab. Ich weiss 
nicht, wie ich mich benehmen soll und kaum, 
ob diese Art, Liebe zu gew~hren und zu verlangen, 
tlblich ist. 

CORNAMONTIS:Durchaus."(253/97) 
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Although she faints when Angelas orders her brothel closed - which is under­

standable, because she had believed that the Angelas regime would be 

financially advantageous for her - she quickly r~covers and, despite all 

evidence to the contrary, insists correctly that class-differences will 

ultimately be decisive. In the final scene, summoned before the viceroy 

whom she immediately recognizes as Albert, Frau Cornamontis proceeds 

calmly to deny any knowledge of the substitution: 

"CORNAMONTIS:Um Gottes willen, mich trifft der Schlag: 
dart sitzt Albert, mein Gesch~ftsftlhrer, 
und isst Frtlhsttlck, w~hrend alle stehen. 

:Hier ist die Frau! ESKAHLER 
VIZEKOENIG Sie sind Frau Cornamontis? 

Wir haben uns schon einmal getroffen? 
CORNAMONTIS:(SCHUETTELT DEN KOPF)Ich kann mich nicht 

erinnern. 
VIZEKOENIG :Wer ist dies M~dchen? 
CORNAMONTIS:? 
VIZEKOENIG :(AUF JUDITH DEUTEND)Kennen Sie dieses M~dchen? 
CORNAMONTIS:Nein. 

FRAU CORNAMONTIS GEHT RUHIG AB"(253/126-127) 

Frau Cornamontis is more coldly calculating and politic than her pre­

decessors; her instinct for survival is more finely honed52 This 

development in her character is accompanied by a humourlessness foreign 

to Frau Ueberley in the Vienna-version. The latter's delighted amusement 

at Isabella's religious garb is replaced by Frau Cornamontis' detached 

appraisal (itself part of her plan of persuading Isabella to use a 

prostitute's services): 

"ISABELLA : ... sicher ist auch dieser Aufzug, in dem 
ich gehe, nicht gtlnstig. 

CORNAMONTIS:Sehr gtlnstig. 
ISABELLA :Es ist das Kleid der Novizen. 
CORNAMONTIS:Eben. 
ISABELLA :Entschuldigen Sie meine Verwirrung - Soviel 

kaltes Leinen? 
CORNAMONTIS:M~glichst viel Leinen. Sehr gut, Leinen. 
ISABELLA :Ein nicht weniger kaltes Wesen. 
CORNAMONTIS:Das k~lteste."(253/98) 
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These changes in the character of Frau Cornamontis are mainly determined 

by the emphasis Brecht places in BBA 253, in contrast to the Vienna-version, 

upon her profession: she is, like Calausa, a harsh exploiter of human 

labour. Judith, for example, remarks in the first court-hearing upon the 

excessively rigorous conditions in Frau Cornamontis' brothel in comparison 

to other such establishments: 

"ANGELAS 

JUDITH 

ANGELAS 

JUDITH 

:Schildern Sie Ihr Leben in dem ~ffentlichen 
Hause, in das Sie so kamen. 

:Ich beklage mich nicht. Nur die W~schegelder 
sind hoch und die Trinkgelder bleiben uns nicht. 
Wir sind alle sehr an die Besitzerin verschuldet. 
Es gibt auch H~user, in denen es gestattet ist, 
bestimmte Herren abzulehnen. 

:Aha! In diesem Hause waren Sie also gezwungen, 
die Umarmungen jedes bezahlenden Gastes zu er­
dulden? 

:Jawohl."(253/29) 53 

It is true that Judith and her parents are grateful that Frau Cornamontis 

is willing to employ the farmer's daughter; but, unlike Mistress Overdone, 

who tends Lucio's illegitimate child because she is of a generous nature 

(which Brecht would probably consider a falsification of reality), Frau 

. . 1 . 1 · . 54 Cornamont1s 1 motives are pure y mater1a 1st1c . Angelas passes the 

following apt verdict on both Calausa and Frau Cornamontis: 

"Ihr, die Ihr kauft, was nicht verk~uflich ist 
und nicht entstand durch Kauf, Ihr, die nur kennt 
was Wert hat, wenns ent~ussert wird und nichts kennt 
was unver~usserlich ist, wie dem Baum das Wachstum 
untrennbar von ihm wie die Form der Bl~tter 
Ihr, die Ihr selber fremd, uns uns entfremdeten ... "(253/30) 

Frau Cornamontis views Judith's potential in terms of her exchange-value. 

When the young girl no longer appears to possess the necessary qualities 

of a prostitute, therefore, Frau Cornamontis is unwilling to reemploy her: 

"CORNAMONTIS: ... (BETRACHTET DIE ZURUECKGEKEHRTE 
JUDITH)Nur wenige Tage aus meinem Haus 
und schon so vernachl~ssigt! Ich kann 
wieder ganz van vorn anfangen mit der 
Erziehung! Wozu habe ich die teuren 
Gesichtswasser in Dich hineingeschtittet, 
wenn schon nach zwei Tagen alle Anmut 
wieder zum Teufel ist! Der Strumpf h~ngt 
herunter! Und was hast Du denn wieder in 
Dich hineingefressen die zwei Tage! Dein 
Teint ist nicht zum Anschauen! Und das 
L~cheln kannst Du Dir nicht einfach ab-
waschen! Dieses M~dchen hat gel~chelt 



wie eine Aphrodite, jetzt grinst es! Und 
diese schweinischen Bewegungen mit der 
Htlfte wie eine Strichhure - Ich werde es 
mir sehr Uberlegen mtlssen."(253/86) 

As capitalistic as Calausa, Frau Cornamontis extracts profit from the 

labour of others and induces, as Angelas remarks, their self-alienation; 

furthermore, like the viceroy who criticizes the bad taste of the poor, 
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which he himself occasions, Frau Cornamontis hypocritically describes Judith 

as lazy, and even finds her inquiry about the payment she will receive 

for the substitution brazen and shameless, although she herself has just 

negotiated the price. Brecht thus ensures that the exploiters themselves 

expose the unjust nature of the class-society. 

f)Judith 

Judith embodies the Shakespearean figures of Mariana and Juliet, who are in 

love with Angelo and Claudio respectively. She is basically an entirely 

new creation meant to contrast with Isabella and demonstrates the primacy 

of wealth over race (Judith is a roundhead, but also poor) and the sub-

. f 1 · . . 55 servience o mora ity to economic interests The daughter of the harshly 

exploited tenant-farmer Callas, she must find work as a prostitute in Frau 

Cornamontis' brothel. She declares that Calausa, the landlord, had been 

her first lover, but even this relationship was sullied by materialistic 

contingencies: 

"Eben ging Herr Calausa die Strasse hinunter. 
Er macht seinen Spaziergang vor dem Essen und 
muss sofort zurtlckkommen. Ich muss mit ihm 
sprechen ... Er war mein erster Liebhaber und 
eigentlich der Anlass, dass ich, eine einfache 
P~chterstochter, in das gutgehende Haus der 
Frau Cornamontis kam. Meine Familie hatte 
damals so manchen Vorteil van ihm."(253/12-13) 

For Judith, in contrast to the women upon whom she is modelled, love is of 

secondary importance, although it cannot be denied that she is affectionately 

and kindly disposed towards her family. In the hypocritical manner typifying 

the representatives of the ruling class, Calausa, who causes the misfortunes 



237 

of the Callas family condemns Judith because her outlook, as he correctly 

perceives, is too materially orientated: 

"Dein Ungltlck, Judith, war es immer, dass Du 
zu niedrig denkst"(253/81) 

As victims of economic exploitation the poor cannot afford moral thoughts 

or considerations - thus Judith's malevolence towards Isabella: the 

tenant-farmer's daughter knows that her immoral labour will enable the 

landlord's sister to remain chaste (" ... Gestern waren wieder sechs Freier 

da, damit Ihre Schwester ihren faulen Hintern bei den Schwestern von Sankt 

Barbara einreihen lassen kann."(253/14)). Judith is, therefore, fully aware 

of the injustice of her predicament, and generally displays a realistic 

understanding of the world. In the final scene of the play, for example, 

she swiftly destroys the illusion of justice created by the viceroy ("So 

gibt er beiden Freiheit nun und Leben/und hat doch Beiden jetzt das 

Gleiche nicht gegeben ... "(253/128)). Frequently she proves more cautious 

and politic than her father, trying to stop him, in his drunken condition, 

from revealing the truth about the horses or advising him to bear in mind that 

he may be thought of as harbouring "Black Flag" sympathies if he confers with 

the rebel Perez outside the coffeehouse. But Judith's greater realism does 

not generate a revolutionary activism; learning that her father intends to 

fight under the banner of the rebel tenant-farmers, she considers it more 

advisable to appeal to Calausa for greater leniency in his rent demands: 

"Meine Mutter schreibt mir, dass mein Vater, 
der P~chter, weil er die Pacht wieder nicht 
zahlen kann, auf unrechte Wege ger~t. Er hat 
sich schon dem Bund der Schwarzen Fahnen angeschlossen, 
die filr einen gewaltsamen Aufstand aller Bauern sind. 
Da will ich lieber bei Herrn Calausa um Pachterlass 
nachsuchen!"(253/12-13) 

Judith's reaction to social inequity is one of hopelessness and resignation, 

she deems it better to acquiesce in existing conditions: 

"Mein Vater, der alte Dummkopf, glaubte doch im 
Ernst, er kBnne gegen sie durchdringen. Solche 
einfachen Leute, die Zeit ihres Lebens grobe 
Arbeit verrichtet haben, glauben doch immer 
wieder, es werde ftlr sie besser. Und damit 
beleidigen sie natilrlich dann, Opfer ihrer 



Einbildung, gerade diejenigen, die ihnen ihr 
Los etwas erleichtern kl:Snnten ... "(253/81) 

Although her father foolishly succumbs to the illusory promise of 
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the Angelas regime, of which Judith is constantly and justifiably sus­

picious, his readiness to join the "Black Flag", even as a last resort, 

marks him as more progressive than his daughter. Judith cannot transcend 

the resentment she feels at her own fate, an embitterment which expresses 

itself in numerous vituperative attacks upon Isabella. 

g)Isabella 

Not only is Isabella, like her predecessors, eager to retain her virginity, 

but she is also a wealthy peakhead - the landlord's sister thus functions 

as a contrasting figure to Judith Callas (and together they demonstrate 

the central thesis of the play). Isabella possesses none of the strength 

of the Shakespearean original, and does not realize, but rather counters, 

the intentions nurtured by Brecht and Berger during their collaboration 

on the Vienna-version (to instil in Isabella some of the artfulness of 

great Shakespearean women like Portia.or Rosalind56 ). Isabella is con­

stantly represented by others, by the lawyer, for example, who negotiates 

with the Mother Superior of Saint Barbara, or, indeed, by the Mother 

Superior herself, who replies on Isabella's behalf to the insults hurled 

by the Callas family in Scene Seven. Isabella cannot fend for herself 

because she does not appear to have reached full maturity. She reacts to 

the lawyer's assertion that her life in the nunnery will depend upon harsh 

exploitation with the peevish insistence of the spoilt rich child accustomed 

to receiving everything it demands: 

"ANWALT :(ZU ISABELLA) 
Das Leben, das Sie sich vorgestellt 
Kostet eine Menge Geld. 
Und damit Sie hier keusch in Demut sind und 

riichts besitzen 
mtlssen andere sich verkaufen und auf dem 

Acker schwitzen. 
ISABELLA:(WEINT, WEIL DAS SCHOENE LEBEN SO SCHWER 

ZU HABEN IST) 



Was ich will, das will ich. Und es ist 
nichts Unrechtes."(253/36) 
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Her reply poses certain question: is Isabella too young and inexperienced 

to appreciate how unjust it would be for her to enjoy the idle life within 

the walls of the nunnery while others must labour to support her, or is she, 

like her brother, callously uncaring for the wretched plight of the poor? 

Calausa refers to her as a "PersBnlichkeit von hoher sittlicher 

Vollkommenheit"(253/81), and at the end of the play she is, it would 

seem, genuinely grateful to Judith for protecting her chastity and so 

enabling her to enter the nunnery ("Nun dank ich Dir, dass Du mir dies 

geordnet/kehr ich doch jetzt zurftck zur stillen Mauer/denk nicht, ich 

hM.tt fftr niedriges mich gespart:/Enthaltsamkeit und Armut wartet meiner." 

(253/129)). Her final statement to Judith - "Sei nicht zu leichtfertig 

mit Deiner Jugend!"(253/129) - does infer innocence and naivety. Were 

Isabella aware of her own role in furthering the injustice of the class­

society, her last words would represent the zenith of upper-class hypocrisy. 

There is, however, no evidence to support this. As her constant need for 

support and advice from figures such as the lawyer or Frau Cornamontis 

demonstrates, she is ignorant of the socio-political situation. 

Isabella does appear to feel some affection for her brother. Callas' cruel 

declaration in Scene Seven that Calausa will soon be hanging by the neck 

causes Isabella to faint. On the other hand, her speech of supplication to 

Angelas is very brief and has none of the persuasive power of the original. 

When confronted by the choice of forfeiting her chastity or allowing her 

brother to die, Isabella is seemingly firm in her denial of the deputy's 

"offer". But because the Mother Superior and her companions have been 

imprisoned in the course of their endeavours to help Calausa - Isabella 

wrongly assigns to them philanthropic motives (further evidence of her 

naivety) - Isabella decides to make a sacrifice in return. Evidence that 

this may be the reason for her change of mind is provided by her concern, 
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at the entrance to the prison, for Calausa's fellow inmates, and it is 

noteworthy that they themselves appeal to her before she departs (253/94). 

Isabella is thus portrayed as an immature person who, like her Shakespearean 

counterpart, genuinely desires to become a nun. She is an unsophisticated, 

but warm-hearted individual who has had a sheltered, over-pampered 

childhood and is, as a consequence, easily manipulated by others - a 

character trait clearly deriving from the Vienna-version, in which, 

ironically, Frau Ueberley the brothel-keeper is dispatched to save 

"endangered virtue". Brecht does not conceal his hostility towards this 

figure ("WEINT, WEIL DAS SCHOENE LEBEN SO SCHWER ZU HABEN IST"(253/36)), 

and, indeed, from an objective point of view, Isabella's position is 

blatantly unjust; but she herself does not seem aware of this - she 

lacks the consciousness of the hypocrite. Compared to Shakespeare's 

fascinating and deeply enigmatic novice, Brecht's Isabella has an uninter­

esting, flat character, and h~r presence is largely functional. Of the 

d:ramatis personae of MaB ftlr MaB, Isabella, in contrast to Claudio or 

Angelo, is l_east readily adaptable to Brecht's purposes, and the traits 

she retains for the Shakespearean original make her a unique, if not 

incongruous addition to the ruling clique of BEA 253. 

3,4.2.Social Classes and Groups 

a)The landlords 

The landlords who own a third of the land are the true rulers of non­

industrial Peru, not only directing government policy (the salt-tax), but 

also providing the politicians with their main source of income ("Ja, 

das sind die Herrn, und/uns geben sie nichts mehr."(253/3)). Apart from 

the revolutionary tenant-farmers, they have the most realistic outlook 

of any social group within Peruvian society. They clearly realize the 
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significance of the stolen horses, for example, and have given the racist 

Angelas their financial backing because they know he is an opponent of 

the class-struggle. They "employ" Ange las to combat the "Black Flag"; this 

is stated explicitly towards the end of the second trial ("Gib unser Geld 

zurftck! ••• Das wir Dir liehen fftr Dein Heer!(253/67)), but as early as 

Scene 6b Herr Schunirello declares that they will. have a serious discussion 

with Angelas anout the illegally expropriated horses as soon as he has 

crushed the uprising in the South ( 11 ••• Ueberhaupt werden wir mit Herrn 

Angelas noch ein Wort zu sprechen haben, sobald die Schwarze Fahne 

niedergeschlagen ist."(253/42)). The manuscript reveals that even 

Eskahler is unaware of the landlords' manoeuvre; a section in which 

he states that the landowners are giving Angelas powerful support ( 11 ••• und 

im Aufruhr/die grossen Pachtherrn, die, man sagts, die Leute/Angelas 

unterstfttzen mit Geld und vielem Geld."(253/3)) was subsequently and 

almost totally excised by Brecht (he removed the secondary clause and 

replaced it with "Und der S'taat zerfl!.11 t"). 

The landlords are astute political observers and cunning manipulators, 

but they have not foreseen all the possibilities of the Angelas regime. 

They did not predict that he would pardon a tenant-farmer to the detriment 

of a landlord - they had considered him a pliable tool or instrument 

completely under their control - nor did they suspect its adverse con­

sequences: landlords, notably Herr Schunirello, have been attacked and 

grievously wounded by Angelas militia-men. The landlords react to this, 

significantly, as a class, demanding Calausa's release: 

"Holt den Angelas her! Wir hBren, der 
Prozess geh fiber alles Mass hinaus. 
Nicht nur, dass er schon den Calausa h~ngt 
nun brandmarkt er den ganzen Pachtherrnstand! 
Und hier Herr Schunirello: krumrn geschlagen 
weil man uns Pachtherrn preisgibt! Hermit Angelas!" 

(253/63) 

Their subsequent rebuttal of Calausa (after the victory of the "Black Flag" 

in the South) represents a change 1n tactics, but not in basic philosophy: 

the landlords unite to better the interests of the majority of their class -
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Calausa must be sacrificed in the same manner as the young Communist Party 

member in Die MaBnahme. 

The landlords are represented publicly throughout the play by the two 

lawyers, who should be differentiated from the Chief Judge and other 

officials because they are not servants of the state, but independent 

income-earners who align themselves with those paying the highest wages 

invariably the landlords. As the proceedings of the poor-court demon­

strate, they are the worst, or from the viewpoint of the landlords the 

best, rent-collectors in Peru, sometimes twisting the facts in their 

employers' favour, sometimes merely citing the extant legislature 

("Das Recht reicht vtlllig zu, unrecht zu tun."(253/115)). During the 

second trial, in which they are striving for a reversal of the verdict 

against their client Calausa, they not only condone perjury, but constantly 

attempt to bribe Callas. One of the imprisoned lawyers even laments that 

the prison-wardens are no longer corruptible: 

"Seit die unteren Beamten wieder im Geld schwimmen, 
sind sie wieder so gemein geworden, wie sie immer 
waren. Frilher konnte man £fir eine Zigarette von 
einem WMrter so etwas wie Menschlichkeiten erlangen. 
Jetzt ilberbieten sie sich wieder an Roheit."(253/91) 

Of the defendants in the poor~court trial, only the lawyers are pardoned 

(not because they are innocent, of course, but because their gifts could 

be advantageous to both rich and poor - "Vielleicht sind wir einmal gestellt 

au£ den/vielleicht kann er uns, wenn wir schuldlos sind, befrein"(253/115)). 

After this verdict it is not surprising that the viceroy ensures that those 

"pillars of society" remain in his employ: 

"Ich sah mich um in diesen Tagen und erfuhr 
dass gegen mich und einige meinesgleichen 
so manche Klage schwebt, und sollt ich frei 
gesprochen werden, was ich dringend wilnsche 
so brauche ich gute Helfer, darum bitt ich 
um diese zwei Verteidiger Calausa 
die,wie ich hl:lre, nicht so sehr genau sind"(253/126) 



aa)Calausa 

In the Vienna-version the complaints of the tenant-farmer Meixner 

reveal that van Klausner is a brutal overlord, demanding excessively 

high rent. But whereas in the earlier adaptation work this aspect 

plays only a slight role, in BBA 253 the Catholic landlord Calausa's 

heartless business practices constitute a central motif of the plot. 

Calausa is a typical representative of the Peruvian ruling class; like 

Perez and many others of his class, Calausa's tenant-farmer is unable 

to meet his exorbitant requirements: 

"PEREZ 
CALLAS 

:Kannst Du die Pacht an den Calausa bezahlen? 
:Nein. Seit Jahren haben wir die Milch, die wir 
in die Stadt verkaufen, durch Wasser gestreckt, 
das Getreide nicht ausgedroschen, in die Linsen 
Steinlein geschdttet. Aber auch mit diesen 
Mitteln k6nnen wir dieses Jahr die Pacht nicht 
mehr herauswirtschaften."(253/17) 
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An element not present in either MaB fdr MaB or the Vienna-version is 

Calausa's hypocrisy; whereas an inbred sense of honour and the instinct 

for survival struggle for supremacy within Claudio, the moral side of 

Calausa's character asserts itself either as a facade to protect purely 

materialistic interests or when his concrete interests are not at stake. 

In the penultimate scene, for example, Calausa accuses Callas of sloth and 

of being a shameless beggar - " ... Sei nicht zu faul und nachl~ssig, dann 

wirst Du nicht n6tig haben, zu betteln ... Dass Sie sich nicht sch~en, 

immerfort etwas geschenkt haben zu wollen!"(253/116) - moral sentiments 

which conflict with his own position as an unproductive social parasite 

("Der Bruder des Fr~uleins, Herr Calausa ... lebt ausschliesslich van den 

Pachteinnahmen!"(253/35). Furthermore, in reply to Judith's insistence 

that her starving parents should take precedence over Isabella (and the 

dowry she needs for her novitiate), Calausa declares that Judith should 

show greater respect towards chastity: 

"Liebe Judith, meine Schwester ist im Begriffe, sich 
bei den Bedtlrftigen Schwestern van Sankt Barbara 
einem jungfr~ulichen Leben zu weihen. Das sollten 
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Sie achten. Denn wenn es auch nicht natig 
dass alle Madchen keusch leben, so ist es 
natig, dass sie davon hoch denken."(253/13) 
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When his own life is threatened, however, he swiftly renounces this moral 

standpoint and, cruel and unfeeling, demands his sister's compliance 

in the deputy's wishes: 

"Stell Dich nicht an! Und spiel hier nicht die Heilige! 
Mich h~gen sie! Und weder filr die Hur 
noch filr die Betschwester will ich gehangt sein! Schluss!" 

(253/94) 

Calausa no longer possesses the extenuating, genuinely honourable traits 

of the Shakespearean original - his sexual relationship with Judith is, 

of course, no longer a moral crime to be ashamed of, but a social (class) 

privilege to be enjoyed - and allows himself to be dominated utterly by 

his deep horror of death ("Ach, Judith, mir gehen auch andere Dinge im Kopf 

herum: Har doch nur wieder das Geschrei! Sie verlangen wieder meinen Tod!" 

(253/81) 57 . Calausa rarely transcends this elemental fear, an emotion 

fuelled by the suspicion that his death is to have an exemplary function 

("Herr Inspektor! Ich habe nur eine Angst, dass an mir ein Exempel 

statuiert wird! Das sind immer die unangenehmsten Falle!"(253/81). 

b)The tenant-farmers 

In a prose passage contained in the miscellaneous material pertinent to this 

stage of development, Brecht describes social conditions in Peru through 

the eyes of a traveller, who remarks that most of the roundheaded tenant­

farmers, particularly Callas, succumb to the vain hope inspired by Angelas 

("Die Uebernahme der Regierung durch den Tschichenverfolger Thomas Angelas, 

einen Schullehrer aus Lima, habe ihn wie die meisten tschuchischen 

Pachter davon {.der Bewegung der Schwarzen Fahnenl abgehalten. "(266/42)). 

In spite of this widespread· betrayal by their confederates, the remaining 

tenant-farmers, of whom Perez is the mouthpiece, constitute a major threat 
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to the existing social order in Peru. United under the symbol of the 

"Black Flag" they set in motion a violent revolution which has as its 

goal the expropr~ation and socialization of the property owned by the 

landlords, the economic oppressors who cause the wretched living conditions 

of the tenant-farmer masses (Callas' predicament is representative:"Wir 

lebten van Holz~pfeln und Wurzeln, da wir das Getreide in die Stadt 

abliefern mussten. Unsere Kinder sind fast das ganze Jahr unbekleidet. 

Die. Sch~den am Hause kBnnen wir nicht reparieren, sodass es langsam Uber 

unseren KBpfen zusammenf~llt."(253/27)). In contrast to Callas, the 

revolutionary tenant-farmers consider illegal methods, that is, the 

abolition of private ownership ( the: found-ation-,stone of Peruvian law), 

the only adequate solution to social misery; that they have grasped the 

essence of the problem is proven by the counter-measure of financial support 

given to Angelas by the landlords, whose political instincts rival those 

of the insurgents. Curiously, Angelas' critique of the tenant-farmers 

provides the best key to an understanding of their outlook. They adhere, 

firstly, to an "artificial" class-division of society - "denn solch ein 

mensch teilt unser einziges volk/so in zwei Klassen ktlnstlich kalt berech­

nend!"(253/69) - and, secondly, in their singleminded concentration upon 

the issue of social inequality they are undistracted by (ruling-class) 

ideology: 

"der kennt nicht gott und kennt kein vaterland 
und keine pflicht!"(253/79) 

c)The lower middle-class 

Figures belonging to the lower middle-class, small business-people like 

Frau Tomaso and Herr Palmosa the tobacconist, are, according to Eskahler, 

Angelas' main supporters; it must be inferred, therefore, that they are 

receptive to his idealistic conception of the state as a racially pure 

organism. Indeed, though almost as impoverished as the tenant-farmers, 

they are strongly opposed to their class-analysis and revolutionary 

strategy - both Frau Tomaso and Herr Palmosa, whose son is among the 
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troops marching to the South; applaud the formation of an army to combat 

the "Black Flag". F th An 1 h • • • 1 ur ermore, ge as as promised a purge of the civi 

service and of the corrupt upper class, programmatic aims coinciding with 

the aspirations of the lower middle-class, which feels threatened not only 

from below (the tenant-farmer revolution), but from above as well - Frau 

Tomaso resents the high wages of the government servants ("Das grtlsste 

Gltlck wird sein, wenn jetzt endlich die Beamten abgebaut werden. Es gibt 

zu viele, und sie werden zu hoch bezahlt."(253/11)), and both she and the 

tobacconist are agreeably surprised by Calausa's arrest ("Jetzt geht es 

den Reichen an den Kragen!"(253/15)). The idealistic predisposition of 

the petit-bourgeois, whom Brecht depicts in Scene Two discussing their 

economic interests, seemingly hinders their perception of the inconsis­

tencies between reality and their chosen leader's propaganda statements. 

They ignore, for example, the contradiction implicit in the fact that Angelas, 

through the medium of the newspaper (virtually his party organ!), has 

promised, on the one hand, to lower rents - which secures the confidence of 

the lower middle-class tenants - and, on the other hand, to raise them - a 

move greeted by the middle-class landlords (Herr Callamassi and his friend), 

who, though divided on the mortgage issue, know that Angelas will preserve 

the socio-economic hierarchy: 

DIE DICKE FRAU:Die Mieten sollen ja jetzt gesenkt 
werden. 

CALLAMASSI :Nein, ich habe gehtlrt, sie sollen 
erhtlht werden. 

DIE DICKE FRAU:Das kann nicht stimmen. Htlchstens 
die der Tschichen. Ich jedenfalls 
zahle sobald keine Miete mehr. 

CALLAMASSI :Sehr bald, Frau Tomaso, sehr bald! 
(zu DEM ANGELASSOLDATEN) Diese ein­
fachen Leute haben van Politik keine 
Ahnung!"(253/12) 

Politically naive and economically ignorant, Frau Tomaso and Herr Palmosa 

pay the price of their adherence to the racist and his illusory promises 

when, in Scene Nine, they are obliged to vacate the premises they occupy 

because the rents have been increased. In the play, only the lower middle­

class and the tenant-farmers are adversely affected by the Angelas regime. 
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But Brecht's portrayal of the petit-bourgeois in BBA 253 is unsatisfactory 

because he does not expose the decisive cause of their inclination towards 

Angelas and his programme. Is it simply a matter of a common idealistically­

orientated consciousness, or do Frau Tomaso and Herr Palmosa favour Angelas 

only because he attacks their socio-economic rivals - do Frau Tomaso and 

the tobacconist share Angelas' genuine belief for instance, that the 

"Black Flag" is inspired by the "peakheaded spirit", or do they regard it 

quite concretely as an organization opposed to the private ownership they 

support? - or must the reason besought in a fusion of both aspects? 

d)The Church 

The representatives of the Church, the Mother Superior of Saint Barbara 

and the Abbot of Saint Stephen, are introduced at the beginning of Scene 

Four: the Abbot is endeavouring to wrest a huge sum of money from the 

Mother Superior as compensation for the depleted congregation ensuing from 

the construction of a new church by the convent. The tone of Brecht's 

treatment of the Church is thus established: the religious bodies are not 

concerned with their parishioners as children of God for whom the place 

of worship is irrelevant, but view them as pawns in financial dealings 

which lack none of the competitiveness of the open market (it should be 

noted that the Mother Superior successfully halts any manoeuvres the Abbot 

may have planned during her incarceration by bringing charges of atheism 

against him). Religion is business: this is made clear throughout the 

play, but particularly in the scene in which the Mother Superior and the 

lawyer negotiate the crassly material terms of Isabella's novitiate. 

The morality of the Church is inseparable from that of the large land­

owners; the Mother Superior, for example, is indifferent to the suffering 

of the tenant-farmers, cold-heartedly demanding of the Calausa estate an 

amount which, she is aware, only their more brutal exploitation can realize. 
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The poor-court condemns the injustice and hypocrisy of her position; she 

preaches the importance of virtuousness, but depends parasitically upon 

the labours of the poor, who, like Judith, thereby cannot afford the luxury 

of morality. It is also typical that only the Mother Superior's male 

counterpart, the Abbot, detects the immoral message concealed in Angelas' 

speech to Isabella. 

The strong economic links between the Church and the landed gentry oblige 

the former to assist Calausa in the court-case against him. The Mother 

Superior, in connivance with the lawyers, even commits the crime of perjury 

in the attempt to secure a favourable verdict for her financial provider 

(a deed referred to by the viceroy with his usual laconic humour:"Desgleichen 

halt die Oberin von Sankt Barbara/die als sehr streng bekannt, dass sie fftr 

mich/ein Zeugnis ablegt ... 11 (253/126)). The Abbot, of course, is accused 

by the poor-court of acting as an ideological prop to the ruling-class. 

e)The civil-service 

In BBA 253 the civil-service mainly comprises the officers of the law, the 

Chief Judge, his deputy, the inspector, the court-clerk and the policemen, 

but includes also the salt-tax official and the steward in the viceroy's 

palace. That the state, their employer, can no longer afford to pay the 

. 58 . 
salaries of the civil-servants, almost poverty-stricken , is a matter 

of grave concern to Eskahler, and he deems it imperative that drastic 

measures be adopted to obtain the necessary monies. Eskahler's manoeuvres 

reveal the extreme importance of the civil-service for the state: it is 

an organization designed to protect the interests, not of the people, but 

of the ruling clique (the viceroy, Eskahler and the landlords). For this 

reason the wages of the civil-servants are very high (Frau Tomaso complains 

about this, and it is noteworthy that the inspector can afford to buy ten 

cartons of cigars from the tobacconist). The civil-servants are not merely 
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employees, but (legally) bribed accomplices! Most of the officials (the 

policemen, the salt-tax official, the court-clerk) are unaware of their 

political role and are content, since they receive excellent salaries, 

unquestioningly to execute the orders of their superiors. The deputy 

judge expresses their attitude most adequately: 

"Von Politik verstehe ich nichts. Aber ich muss 
mein Gehal t haben. "(253/54) 

It is also unnecessary for the deputy judge, for example, to be initiated 

into the secret of his true function; generally it is sufficient that the 

legislature be enforced - it is stressed constantly that the laws them­

selves have been construed in favour of private ownership and so need not 

be twisted or falsely interpreted. The police-inspector (formerly 

Ellbogen) betrays a greater understanding of the political scene than 

most of his colleagues - he confidently affirms that Calausa will never 

be hanged (253/81)(implying that the system is based upon the protection 

of the rich) - but it is, above all, the Chief Judge who would be a suitable 

target of Angelas' campaign("Reform/der korrumpierten Aemter ... "(253/4)). 

In his first appearance, at the beginning of Scene Four when he is pre­

siding over the case involving the Abbot's huge damages claim, he reveals 

that his highest values are monetary, not moral: 

"Was ist los? Ich wtinsche bei der Verhandlung# 
die um hohe Werte geht, nicht gestBrt zu werden." 

(253/21) 

The poor-court does not condemn the Chief Judge because, like the lawyers, 

he is corrupt - "Der Richter dort soll bestochen sein./Er ist daftlr wohl 

mal gerecht gewesen."(253/115) - but because he passes unjust verdicts in 

return for his salary alone ("Doch dass er sonst ftlr den Gehalt allein/ 

unrecht erteilt - daftlr wird er gehenkt."(253/115)). Indeed, the Chief 

Judge is a fully conscious and willing advocate of the privileged classes. 

In Scene Four he insists, rather ambiguously, that the court will admin­

ister justice in the correct manner - "Das Gericht tut, was es ftlr 

richtig h~lt"(253/22) - but then inquires of Angelas how the case should 

be treated ("Exzellenz, wie wtinschen Sie diesen Fall behandelt?"(253/26)). 
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He strives to fulf1·1 the requ1·rements f h. 1 t th f o 1s emp ayers, no ose o 

objective justice. 

3.5. Structure 

The most striking aspect of BBA 253, in contrast to the original and the 

Vienna-version, is Brecht's relinquishment of the act-division. The first 

completed draft of the adaptation is divided into sixteen scenes: the 

scene, therefore, is clearly distinguished by the playwright as the 

fundamental dramatic unit and must constitute the focal point of a 

structural analysis. 

A study of the play's time-structure which disregards slight irregular­

ities - Brecht's treatment of time can. scarcely be termed stringent -

does reveal, nevertheless, the existence of five temporally integrated 

groups of scenes: Scenes One to Three (Day 1), Scenes Four to Seven (Day 

4 - this second group begins three days after the first), Scenes Eight 

and Nine (Day 5), Scenes Ten to Twelve (Day 6) and Scenes Thirteen and 

Fourteen (Day 7). To discover whether this chronological division of the 

scenes is structurally significant, representing perhaps a latent five-

act pattern inherited from MaB ftlr MaB, each scene must be examined indiv­

idually and its relationship to the other scenes within the group assessed. 

Brecht's scene-titles provide the best introduction to this inquiry: 

3.5.1 .The Scene-titles 

GROUP ONE 

Scene 1 :"PALAIS DES VIZEKOENIGS 

DER VIZEKOENIG VON PERU UND SEIN STAATSRAT 
FERNANDO ESKAHLER SITZEN IM ARBEITSZIMMER DES 
VIZEK~NIGS VOR ZEITUNGEN UND SEKTFLASCHEN. 
ES IST MORGENS VIER UHR."(253/2) 



Scene 2:"GASSE DER ALTSTADT 
AUS DEM OEFFENTLICHEN HAUS DER FRAU CORNAMONTIS HAENGEN 
MAEDCHEN EINE GROSSE WEISSE FAHNE HERAUS, AUF DER DER KOPF 
DES ANGELAS AUFGEDRUCKT IST. UNTEN STEHT FRAU CORNAMONTIS 
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UND DIRIGIERT DAS AUFHAENGEN. BEI IHR STEHEN EIN 
POLIZEIINSPEKTOR UND EIN GERICHTSSCHREIBER, BEIDE BARFUSS UND 
ZERLUMPT. IN EINEM FENSTER DES HAUSES IN HER MITTE SIERT 
MAN EINEN MANN SICH RASIEREN, UND UNTEN VOR DEM TABAKLADEN 
STEHT DER TABAKHAENDLER, DIE ZEITUNG LESEND. AUS EINEM 
FENSTER ZU EBENER ERDE DES HAUSES RECHTS LEHNT EINE 
DICKE FRAU. VOR DEM FENSTER STEHEN DER HAUSBESITZER UND 
EIN SOLDAT DER ANGELAS-MILIZ MIT WEISSER BINDE UND GROSSEM 
STROHHUT, BIS AN DIE ZAEHNE BEWAFFNET. ALLE SEHEN 
DEM HERAUSHAENGEN DER FAHNE ZU. AUS DER FERNE 
HOERT MAN DEN MARSCHTRITT VORUEBERZIEHENDER TRUPPEN." 

(253/10) 
Scene 3:"HAUS DES PAECHTERS CALLAS 

GROUP TWO 

AM TISCH DIE FAMILIE CALLAS: DER PAECHTER, SEINE 
FRAU, VIER KINDER. HEREIN TRITT DIE FAMILIE PEREZ 
MIT ZWEI KINDERN. DIE PEREZ SIND TSCHICHEN." 

(253/17) 

Scene 4: "PALAIS DES VIZEKOENIGS 
DER HOF, IN DEM DAS GERICHT STATTFINDET. 
ALS PARTEIEN STEHEN EINANDER GEGENUEBER: 
DER ABT VON SANKT STEFANO UND 
DIE OBERIN VON SANKT BARBARA. "(253/21) 

Scene 5:"DAS KLOSTER SANKT BARBARA 
EINANDER GEGENUEBER SITZEN ALS ZWEI PARTEIEN 
ZWEI KLOSTERFRAUEN VON DEN BEDUERFTIGEN SCHWESTERN 
VON SANKT BARBARA UND ISABELLA CALAUSA MIT 
IHREN ZWEI RECHTSANWAELTEN."(253/34) 

Scene 6:"LADEN EINES FUTTERHAENDLERS 
DER PAECHTER CALLAS INMITTEN EINES HAUFENS 
VON MAENNERN."(253/38) 

Scene 6b:"DAS CAFEHAUS GEGENUEBER, AUS DEM DIE WEIBE FAHNE DER 
ANGELASLEGION HXNGT. AN EINEM TISCHCHEN ---
CALLAS UND JUDITH. VON DEN NACHBARTISCHEN WERDEN IHNEN 
SCHNAEPSE SPENDIERT UND WIRD IHNEN ZUGETRUNKEN" 

(253/40) 

Scene 7:"HOF VOR DEM GERICHTSSAAL 

GROUP THREE 

DER PAECHTER CALLAS UND SEINE TOCHTER JUDITH 
WARTEND. 11 (253/48) 

Scene 8:"DAS PALAIS DES VIZEKOENIGS. VORBEREITUNGEN 
FUER DEN GROSSEN GERICHTSTAG. DAS GERICHT 
FINDET IM HOF STATT. DORT STEHT DER RICHTER 
UND ZIEHT SICH SEINE ROBE AN. ER SPRICHT MIT 
ESKAHLER."(253/54) 

Scene 9:"DIE GASSE DER ALTSTADT. ES IST ABEND 
UND NIEMAND AUF DER STRASSE. ES TRITT 



GROUP FOUR 

AUF DER VIZEKOENIG. WAEHREND ER SICH 
EINE ZIGARRE ANZUENDET, KOMMT FRAU 
CORNAMONTIS HERAUS UND STELLT SICH 
MITTEN AUF DIE STRASSE."(253/82) 

Scene 10:"STRASSE VOR DEM GEFAENGNIS 
ISABELLA CALAUSA UND DER ABT VON SANKT STEFANO" 

(253/89) 

Scene 10b:"IM GEFAENGNIS 
IN DER .,TODESZELLE" SITZT EMANUELE 
CALAUSA. IN DER NR.2 ZUSAMMENGEPFERCHT 
DIE 4 VON DER SCHWARZEN FAHNE. IN EINER 
GEMEINSCHAFTSZELLE NEBENAN SIND DIE 
OBERIN VON SANKT BARBARA, DIE BEIDEN 
ANWAELTE UND DER FRUEHERE OBERSTE RICHTER." 

(253/91) 

Scene 11 :"VOR DEM HAUS DER FRAU CORNAMONTIS 
STEHT ISABELLA."(253/95) 

Scene 12:"VOR DEN SALINEN DES VIZEKOENIGS 

GROUP FIVE 

ES IST ABEND. IN ZWEI LANGEN SCHLANGEN 
STEHEN TSCHICHEN UND TSCHUCHEN VOR EINER 
BARRIERE AN, HINTER DER IM FREIEN EIN 
BEAMTER SALZ IN IHRE SAECKE ABFUELLT. UNTER 
DEN ANSTEHENDEN DER PAECHTER CALLAS UND 
ALBERT."(253/105) 

Scene 13:"GEFAENGNIS. ES WERDEN EINIGE ARME LEUTE 
HEREINGEFUEHRT, DARUNTER ALBERT."(253/110) 

Scene 14:"DAS PALAIS DES VIZEKOENIGS AM FRUEHEN MORGEN. IM 
ZIMMER DES VIZEKOENIGS SITZEN UEBERNAECHTIG ANGELAS 
UND ESKAHLER UND STUDIEREN AKTEN. AB UND ZU 
FISCHT ESKAHLER AUS EINEM DER WASCHKOERBE EINEN 
BRIEF. 
IM VORZIMMER EINIGE SCHLAFENDE ANGELASSOLDATEN. 
UNTER IHNEN SITZT DICHT VERSCHLEIERT DIE FALSCHE 
ISABELLA. 
IN DEN HOF, IN DEM SONST GERICHT GEHALTEN WIRD 
UND WO JETZT EIN DUENNER GALGEN EBEN FERTIG 
GEMACHT WIRD, WIRD VON DEM INSPEKTOR EIN GEFESSELTER 
MANN MIT EINER MUETZE VOR DEM GESICHT 
GEFUEHRT. DIESER HAUFE BLEIBT BEWEGUNGSLOS WARTEND 
STEHEN. 

ZIMMER DES VIZEKOENIGS (253/120) 
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The scene-titles show that on the pragmatic level none of the chrono­

logical groups forms a tightly-bound unit: there is considerable spatial 

variation within each group and no immediate connection between scenes is 
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forged by a figure or figures remaining on stage. The individual scene 

thus gains greater independence than is apparent in the Shakespearean 

original. 

On the other hand, the semblance of discontinuity and diversity is allayed 

to a certain degree by scene-repetition: trial-scenes, "eine zentrale 

dramaturgische Form des Brechtschen Theaters tiberhaupt 1159 , occur at 

prominent chronological stages of the play (Scenes Four and Eight), and 

the last scene is obviously an echo of the first, a coincidence which 

requires further investigation and indicates that the general tendency of 

the Shakespearean original has undergone a radical transformation. The 

d~nouement of BBA 253 no longer represents a synthesis of various conceptions 

of justice, as was the case in the final climactic scene of MaB ftir MaB, 

but signals a retrogression to the beginning. Angelas' commission is the 

preservation, not the improvement, of the pre-established (socio-

poli tical) order ( "Mir aber bleibt, Euch auszudrucken nun/hBchste 

Zufriedenheit. Noch einmal habt Ihr/den Staat gerettet, der uns teuer 

ist/und eine Ordnung, die uns sehr gewohnt."(253/131)). The viceroy ignores 

the champions of social advancement (the members of the tenant-farmer 

tribunal), whereas his Elizabethan counterpart allows himself to be over­

ruled by Mariana and Isabella. Shakespeare's progressively-orientated, 

b . l 60 pyramidal structure is superseded, therefore, ya circu ar structure . 

The negative development of the play is emphasized in a number of ways: 

through the recurrence in Scene Fourteen of the initial situation (the 

viceroy/Angelas and Eskahler are seated at a very early hour in the viceroy's 

room, confronted by a dilemma only a third party - Angelas and the viceroy 

respectively - can best resolve), in the ubiquitous moon-imagery (253/7,8, 

88,131) and also by means of the symbolism of the shifting-scene (Scene 

Nine) . 
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3.5.2.Scene Analysis 

Group One 

It is impossible to discuss the three scenes of Group One as forming a 

closed expositional phase of EBA 253, for expositional material is dis­

seminated throughout the text and only found in greater proportion in these 

opening scenes. Pragmatically the scenes are interrelated: Scene Two 

shows the immediate effects of the deputation of power (Scene One) on the 

various social strata dwelling in the city, and also contains the encounter 

between Judith and Calausa which determines the outcome of Scene Three. 

There is a cause-effect relationship, but Scene Two does not lead directly 

to Scene Three; the tenant-farmer families react at first to the dire 

economic situation (the compelling reason behind the deputation), and 

only hear of Calausa's arrest from a messenger at the mid-point of the 

third scene. Although the scenes are sequentially not interchangeable, 
. 

therefore, the bonds between them are comparatively loose - KMthe 

RtUicke-Weiler talks of their "relative independence" ( "in der Fabel 

der Brecht-Dramaturgie folgt nicht eins aus dem andern, sondern eins 

nach dem andern; die Teile sind relativ selbstMndig und kBnnen ein­

zeln betrachtet werden ... Die Teile der Fabel sind zueinander in Be-

ziehung gesetzt, und obwohl allein verstMndlich, kann kein Teil 

weggelassen werden, ohne den Zusammenhang der Handlung zu beschMdi-

61 gen ... " ) - and this freedom manifests itself in a variety of scene-

types. 

There is, firstly, the court-scene ("Staatsszene") with its simple 

structure. Scene Two, however, attempts to portray the wider social 

ramifications of the change in leadership and is, consequently, far 

more complicated: Judith's betrayal of Calausa to the peakhead­

baiters lies at the centre of the scene, within a framework formed 

by the commentaries of the lower middle-class and the house-owners, 
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who appear at the beginning of the scene, depart as Judith enters, then 

reappear after Calausa has been dragged away. The scene ends, furthermore, 

with an address to the audience by Frau Cornamontis, who explains that 

nothing more than empty hopes unite the economically divided people. This 

discourse from a higher plane of reflection, one of the few "epic" techniques 

employed in BBA 253, serves thoroughly to disturb the smooth flow of the 

action. Structurally, the third scene of the group is most interesting 

because it possesses its own dramatic tension. Callas and Perez have agreed 

to fight together under the "Black Flag", when suddenly the news of Calausa's 

arrest arrives from the city. At this point the scene takes an entirely new 

direction as Callas breaks the agreement with his friend and adopts Angelas' 

racial ideas. It might even be said that the turning-point within the scene 

resembles the peripety or discovery demanded by Aristotle of a complex plot. 

It is noteworthy that in his The Art of Poetry Aristotle even mentions an ideal 

peripety produced by the arrival of a messenger: 

"A Peripety is the change from one state of things 
within the play to its opposite of the kind des­
cribed ... as it is for instance in Oedipus: here 
the opposite state of things is produced by the 
Messenger, who, coming to gladden Oedipus and to 
remove his fears as to his mother, reveals the 
secret of his birth."62 

The three scenes comprising Group One are by no means a tightly-bound 

pragmatic whole, and reveal highly individualistic qualities; they belong 

together, nevertheless, because common to each of them is an act of 

political reception: the viceroy (Scene One), Frau Tomaso (Scene Two) and 

Callas (Scene Three) are all portrayed as they form their opinion of the 

racist Tomaso Angelas. The different social standing, awareness and 

material needs of the recipients determine the disparate scenic forms. 

A motif recurring in Scenes Two and Three - that of betrayal (Frau 

Tomaso betrays the grain-merchant, Judith her former lover Calausa and 

Callas his friend Perez) - typifies this act of reception for the lower 

classes. 
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Group Two 

Scene Four, the first major trial-scene ("Gerichtsszene") of the play, 

is undoubtedly the most interesting scene within this group. It consists, 

essentially, of two parts: on the one hand the trial of Calausa by the 

Chief Judge, and on the other hand the landlord's subsequent examination 

by Angelas. In the first half of the scene, preceding Angelas' entrance, 

it becomes clear that the judge is biased in favour of the landlord, that, 

in other words his mode of judgement is based upon material interests. 

Angelas, in contrast, is inclined to favour the racially pure - his outlook 

is ideologically orientated. This structural influence of the thematic 

bipolarity of race and class is also visible in the "dialogue" between an 

earthy Callas and his "saviour", the cerebral, conceptualizing Angelas. 

The scene itself moves towards a climax as the crowd becomes more restless 

in face of the Chief Judge's attempts to divert attention from Calausa's 

true (social) crime and as the trial, under Angelas' guidance, subsequently 

takes a course which receives general acclamation; but the first seeds of 

a "stereometric" structure are present which remove the "fourth wall" and 

encourage the theatre-audience to adopt a more rational stance towards the 

dramatic proceedings63 Just as the mood of the mob reaches an almost 

feverish pitch in the early stages of the trial, a man steps forward to 

address the audience and to explain, in rhymed verse which emphasizes the 

unique nature of the speech, the significance of what is happening on stage: 

"RUFE 

DER MANN 
ZUM 

:Schlu.B mit dem Verschieben! Wir haben gleich 
gesagt, diese Bude muss man unten anzilnden! 
Der Richter muss auch aufgeh~ngt werden! Man 
muss das ganze Pack aufh~gen, ohne Verhand­
lung! 

PUBLIKUM:Dies ist die wahre Milde, die hier spricht. 
Sie ist ftir das Opfer und filr die Verbrecher nicht! 
Der spricht ftir die Betroffenen mitleidsvoll 
der sagt, dass man die Betreffer ohne Mitleid 

treffen soll. "(253/23) 

The scene thus develops on two levels: immediate dramatic action on the 

one hand, and philosophical reflection on the other. A similar commentary 
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function is performed by Frau Cornamontis' experiment with the button at 

the end of the fourth scene. Her demonstration, which proves that in a 

capitalist society the poor man must always be defeated, does not evolve 

organically from the preceding action, but stands in contradiction to it. 

The dramatic process is viewed in a critical light and tension is reduced to 

a minimum, as at the end of Scene Two. 

Scenes Five and Six also contribute less to the forward movement of 

the plot than to exposing the dominance of material values, of the infra­

structure. Both scenes portray virtually identical situations: the lawyer 

(Scene Five) and Callas (Scene Six) are confronted by the unyielding laws 

of capitalism as they endeavour to strike a favourable bargain. The total 

subordination of plot to thematic contingencies is best evident in Scene 

Five. In MaB filr MaB the scene (I;v) is devoted almost entirely to Lucio's 

delivery of Claudio's message and to his attempts to convince Isabella that 

she must act on her brother's behalf. Isabella's inquiries about life in 

the nunnery comprise only a small part of the scene. In BBA 253 these 

circumstances are reversed: the scene deals mainly with the economic pre­

requisites of Isabella's novitiate and only at the end, in a small para­

graph, is the news of Callas' theft and Calausa's arrest brought by a nun: 

"Schwester Oberin, wir wollten Sie nicht stllren, aber auf 
dem Hofe hat es einen schrecklichen Auftritt gegeben. Mit 
einem ganzen Haufen von l~menden Leuten ist ein Mann var 
dem Kloster vorbeigekommen. Ein geschminktes junges Frauen­
zimmer war auch dabei. Er hat die Pferde gesehen und be­
hauptet, es seien die seinen, under sei der P~chter, und 
er brauche sie zum Ackern. Er hat den Kutscher Uber den 
Kopf geschlagen, die Pferde ausgespannt und weggetrieben. 
Und dann sagte er noch: Der Herr Calausa kllnnen zu Fuss 
zum Galgen gehen."(253/36-37) 

The pragmatic nexus to Scene Seven (Isabella's plea) is thereby established, 

but by no means as directly as in MaB ftlr MaB ( "Ich geh sogleich ... noch vor 

Nacht/Send ich ihmsichreNachricht des Erfolgs."(I;v,86-90)). Scene Six 

does show Callas at variance with the laws of the market (the grain-merchant 

cannot give Callas oats unless he is paid) and so parallels the previous 
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scene; but the scene has been created above all to contrast Callas with 

his Kleistian model, Michael Kohlhaas, who refuses to relinquish his ideals 

for a "bushel of oats". Scene Six thus contributes to characterization; 

from the pragmatic point of view it is almost superfluous. 

After the inertia of Scenes Five and Six, the last two scenes in this 

group signal a return to more rapid plot activity. This is particularly 

true of the coffee-house scene. The manifold manoeuvres executed in the 

course of this scene - the landlords buy drinks for the Angelas soldiers, 

the lawyers make Callas an offer, Perez asks Callas for help, Callas 

confides with other patrons of the inn (while the revenge-seeking grain­

merchant eavesdrops) - serve not only to show the change which Callas' 

psyche has undergone since Scene Four, but also to expose the forces 

massing against him. The scene creates a dramatic tension between the 

seemingly all-powerful Callas and the groups he has enraged - which only 

the appeal-hearing can resolve. The final scene in this group, Scene Seven, 

has a more clearly defined structure than its predecessor. The meeting 

between Isabella and Angelas forms the nucleus of the scene, and takes place 

within a framework formed by the discussions and protests of Callas, Judith, 

the Mother Superior and the landlords. The encounter between the deputy 

and the prospective nun is emphasized by its structural position, whereas 

the truly decisive issues - the Mother Superior's demonstration of the 

irrelevance of race, the salt-tax (mentioned by Eskahler), the attack on the 

landlords and the battle in the South - appear to play a subordinate role. 

There exists, therefore, a conflict between content and form. This con­

flict between what appears to be the central issue and what is in reality 

of basic importance characterizes the entire scene-group: on the one hand 

Angelas and his disciple seem to be gaining supremacy, on the other hand 

it is made clear that economic and class interests must predominate. 

It is plain that this group of scenes does not possess the unity of the 

first group. It is not even completely certain, and is in fact most doubtful, 
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that Brecht intended all five scenes to be chronologically connected. 

It cannot be said that tension mounts from scene to scene in preparation 

for the climax of Scene Eight; only in Scenes Six band Seven does any 

sense of dramatic urgency manifest itself. The contribution of Scenes 

Five and Six to the pragmatic development of the plot is,conversely, very 

slight. Significant features of the group are, however, Callas' inner 

growth from ignorant tenant-farmer (Scene Four) to racist (Scene Seven: 

Er wird schon sagen, ob ein Tschiche das Recht hat, einem Tschuchen die 

G~ule wegzunehmen, die er zum Ackern braucht."(253/48)) and Tomaso Angelas' 

ascendancy, which is counter-balanced by the class-struggle. 

Group Three 

The first of the scenes in this group, Scene Eight, a further law court­

scene, has a well-defined structure: the plot alternates regularly between 

the court-room and the viceroy's chamber. At an early stage of the trial, 

for instance, Angelas leaves the court-room to talk with Eskahler in the 

viceroy's study, where he learns from the privy-councillor that the salt­

tax must be decreed (253/55). A short time later, back in the court-room, 

Angelas receives a second summons from Eskahler, for the landlords are 

highly displeased with Angelas' handling of the trial and wish to admonish 

him (253/63-64). Analysis shows that this oscillation from location to 

location is not only spatial, but also thematic: in the court-room Angelas' 

racial ideas hold sway, whereas behind the closed doors of the viceroy's 

apartment the requirements of the class-struggle and economic measures are 

debated. The pressure built up in the course of the scene finally resolves 

itself in the climactic declaration of the salt-tax, a political action 

which unites both factions. The decree of the salt-tax is a central pivot 

of the dramatic action of EBA 253; it represents the point at which Angelas' 

usefulness to the government and its financial supporters is exhausted. 

An aspect of Scene Eight which gains importance within the play's entirety 
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is Angelas' condemnation not only of Calausa, but of those individudals 

prepared to adopt even illegal methods to defend him: the Chief Judge, 

the Mother Superior and the lawyers ("Der Statthalter verurteilt den 

Emanuele Calausa von neuem zum Tode! Seine zwei Anw~lte wegen Betreibung 

falschen Zeugnisses, die Oberin von Sankt Barbara wegen Verleumdung und 

den Obersten Richter wegen Bestechung zu Gef~gnis!"(253/77)) 

Despite its changed location and seemingly unrelated content (the closure 

of Frau Cornamontis' brothel), Scene Nine is closely linked to the 

climactic Scene Eight, serving in fact as a symbolic appendage to it. 

The period of time during which Angelas rules is comparable to the journey 

Frau Cornamontis undertakes when, at Angelas' command (Scene Four), she 

shifts from her first establishment into the building previously occupied 

by Frau Tomaso. The brothel-mistress has no intention of changing her 

profession and there can be little doubt that her licentious trade will 

flourish as before - the movement from one set of premises to another 

represents, in other words, not moral progress, but a "return" to the old 

circumstances. In the same way, although Angelas appears to be the 

harbinger of a new social system, the declaration of the salt-tax in 

Scene Eight signifies the victory of the reactionary forces (Eskahler and 

the landlords) - the old system merely consolidates its strength. Scenes 

One to Eight thus inscribe a circular pattern (it might even be justified 

to refer to a spiral development). It is not surprising, therefore, that 

numerous motifs extant in the early scenes of the play recur in Scene Nine. 

The flags hoisted in Scene Two to symbolize the aspirations of the people 

are taken down, for example, and those who had sought relief from harsh 

rental demands are forced to vacate their homes and small businesses. Most 

importantly, the viceroy returns and, intent ,on executing the plan mentioned 

in the first scene, accepts an offer of employment from Frau Cornamontis -

unofficially, then, the circular movement of the play is complete.· 
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Group Four 

Scene Eight constituted the "climax" of the play, the point at which the 

salt-tax was decreed and Angelas' mission successfully accomplished. But 

although the country of Peru has thus been spared a socio-economic collapse 

and its oppressive political system safeguarded, the most powerful repre­

sentatives of that system have been imprisoned and one of them even faces 

execution. The fourth and fifth groups of the play are primarily con-

cerned with the problem of their release and hence with the complete re­

establishment of the old regime. In Group Four, the action of which 

probably takes place on the first day of the new month, the day after the 

main trial, the encounter between Isabella and Angelas (Scene Seven) bears 

fruit. The first three scenes within the group emanate from the proposition 

motif and show its consequences. Scene Ten, in which the Abbot refers in 

veiled terms to the conceivably base intentions of the deputy, is followed 

by the scene containing the meeting between brother and sister and the 

farmer's demand that Isabella forfeit her virginity. In Scene Eleven, which 

takes place either hours or even a day or days later (how long does Isabella 

need to change her mind?), the prospective nun, resolved to assist her 

brother even at the cost of her chastity, approaches Judith and subsequently 

Frau Cornamontis for advice. The brothel-mistress, eager to reap financial 

profit, suggests that Judith could replace Isabella in Angelas' bed. This 

motif of substitution mirrors the inherently circular movement of the play: 

the prostitute, hoisted high onto the shoulders of admiring Peruvians during 

the ascendancy of the racist Angelas, tumbles to the ground again as economic 

"normalcy" returns - Isabella "rises" as Judi th "falls". The fourth scene 

in this group, Scene Twelve, occurs several hours after Scene Eleven (it is 

now evening, and some time must be allowed for the viceroy to leave Frau 

Cornamontis and join Callas at the salt-depot). The scene is connected neither 

pragmatically nor thematically to the three preceding scenes of the group, 

but takes an entirely new direction and belongs, if anywhere, to the fifth 

group: Callas' arrest for assault prepares the ground for the trials and 
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substitution which dominate Scenes Thirteen and Fourteen. Although the 

fourth group of scenes may be chronologically homogeneous - and even this 

is not absolutely certain - it does not possess the unity of either the first 

or the third groups. 

It is not surprising, therefore, that the individual scenes differ so 

markedly from one another. Scene Ten, for example, consists of a simple 

dialogue (Isabella and the Abbot) which functions as a pragmatic link 

between Isabella's meeting with Angelas and the prison-visit to her brother. 

In Scene Ten b the mild increase in tension caused by the previous scene is 

annulled by the mood of the prison-inmates, who despair at the rough 

treatment of the guards and are depressed by the Abbot's news: 

"DER ABT 

ALLE INHAF­
TIERTEN 

:Die Pachten wurden nicht gezahlt am ersten. 

:Das ist entsetzlich! Oh! Wir sind verloren!" 
(253/91) 

Tension increases again as Calausa's hopes are raised by his sister's 

admissions, and a climax is attained within the scene when Isabella 

refuses to obey her brother and occasions his violent ultimatum(" ... Und 

weder filr die Hur/noch filr die Betschwester will ich geh!:l.ngt sein! 

Schluss!"(253/94)). Any dramatic tension is immediately dispelled by 

Isabella's exit and the diversion of attention to the Abbot's atheistic 

comments. Scene Ten b, more complex and interesting than Scene Ten, is 

superseded by the considerably larger and even more complex scene in which 

the substitution is effected. Although the location (reception room(?), 

study(?), street) and the set of figures on stage constantly change in 

the course of the scene, a dramatic pattern is nevertheless discernible. 

Approximately the first quarter of the scene is devoted to Isabella's quest 

for knowledge about her proposed affair with Angelas and its consequences. 

Frau Cornamontis' deliberately unsympathetic, but frank attitude drives 

Isabella to the point of despair. A dramatically effective silence ensues 

at this crucial moment, when Isabella's situation seems most hopeless. 
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The dramatic tension consciously engineered by Frau Cornamontis to place 

Isabella in a conducive frame of mind is broken as soon as the brothel­

madam explains her scheme: 

"ISABELLA :So gibt es nichts, was dagegen spr~che, dass 
ich diesen Kelch leere. 

FRAU 
CORNAMONTIS:Nichts. 

STILLE 

FRAU 
CORNAMONTIS:Doch, etwas. 
ISABELLA :Und dies w~re? Sprechen Sie! Oh, sprechen Sie! 
FRAU 
CORNAMONTIS:Ihr Geld, meine Liebe!"(253/98) 

Hereafter the manifold preparations for the substitution dominate the 

stage, interrupted only by Frau Cornamontis' lengthy philosophizing on 

the bizarre nature of contemporary society. The twelth scene of the 

play, bound only chronologically to the fourth group, contains three 

distinct parts: the viceroy's lament (about the bad taste of the poor), 

which is pragmatically superfluous and barely justifiable from a thematic 

point of view, the heated discussion between the gathered peak- and round­

heads, and finally the attempt of the tenant-farmer Callas, who had stated 

in Scene Nine that he intended to buy the necessary salt before returning 

home, to procure his ten kilos by violent means, an act resulting in his 

incarceration (Scene Thirteen). The scene's underlying structure and 

certain of its motifs recall Scene Three. A fundamental change of outlook 

caused by the report of a messenger occurs in both. In Scene Three there is 

a transition from unity and political insight to ignorance and disunity; 

in Scene Twelve there is a reversal of this situation - the vociferous 

and racially divided Peruvians of the first half of the scene realize their 

own part in the defeat of the "Black Flag" and join in silent mourning. 

Group Five 

The two scenes comprising this group are chronologically tightknit: the 

time-span stretching from the beginning of Scene Thirteen to the end of 

the last scene is little more than two hours. They are also connected by 

the constant presence of the viceroy, who moves from the prison (Scene 
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Thirteen) into the palace courtyard (Scene Fourteen). The two scenes reveal 

a similar construction: Scene Thirteen begins with a trial and concludes 

with the arrangement of a substitute (Callas, who had achieved prominence 

as a roundhead, now "falls" - like his daughter Judith - as class­

differences again assert themselves), whereas in the final scene the 

exposure of the substitutes is succeeded by a further trial. A mirror 

effect is created; the trials are not identical, however, but rather 

complement one another. In Scene Thirteen the "pillars of society", 

Calausa, the Mother Superior and her companions, already sentenced by 

Angelas in Scene Eight, are tried by the poor tenant-farmers and found 

guilty; in the following scene the verdict is overruled by their peer, 

the viceroy, whose return to power signals the official re-establishment 

of the old system. 

3,5.3.Conclusion 

David Stevenson says of Measure for Measure that its architecture is 

. 64 
"overtly, almost grossly, schematic" The validity of this statement is 

beyond doubt: Shakespeare's drama is of a strictly symmetrical nature, 

each of its halves mirroring the other in detail and coinciding perfectly 

. . d f. d. . . 65 with the editorially superimpose ive act iv1.s1.on . Brecht's adaptation 

also possesses five parts, but they do not comprise a latent act division, 

the shadowy remains of the original structure. Three of these groups (the 

first, third and fifth) are clearly quite deliberately constructed by Brecht -

it may not be said of them that they exist because the model exerted an 

influence too powerful for the adaptor to resist. The scenes within each of 

these groups are welded together chronologically and by other means: the 

scenes forming Group One, for example, all contain the same basic act of 

political reception (albeit from different perspectives). The symmetrical 

pattern of the original has also been abandoned by Brecht, although it 

should be mentioned that, as in Measure for Measure, the first half of the 
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play "belongs" to Angelas, whereas the second, to a certain degree (for the 

viceroy only supervises the action, he does not intervene like the Duke), 

"belongs" to his counterpart, the viceroy. The overall structure of the 

adaptation contrasts strongly with that of the model: the "pyramid" is 

superseded .by the "circle". This alteration has important consequences: 

because there is no longer a forward precipitation of the plot towards a 

"higher truth", the individual scene gains greater autonomy and tension 

often mounts, not from scene to scene, but within a scene - the analysis has 

shown that some scenes (particularly Scene Three) have an inner development 

which Aristotle recommended as suitable for an entire play. Thus, although 

the general development is circular, the line forming the circle would be 

composed of numerous small curves or minor "pyramids". The climax of the 

play should not be thought of in traditional dramatic terms as the final, 

almost explosive release of amassed tension, but rather in terms of the 

figures themselves: Calausa has "fallen" from his lofty position at the 

top of the circle to its nadir, whence Angelas and Callas have advanced to 

replace him. The conclusion of the play signals the point at which these 

positions are reversed - the plot has gone "full circle". 

Structural principles determining the nature of the play are those of 

repetition and variation; these are also found in the original, but Brecht 

is less rigid or schematic in his application of them than Shakespeare. 

Evidence of these principles is provided by the first group of scenes, but 

also by the last, in which the same body of persons is tried by two different 

courts (and was earlier sentenced by Angelas). The court-scene is a typical 

phenomenon of the play and of Brechtian drama itself. It has a stereometric 

structure - it demands that the theatre-audience act as a kind of silent judge 

over the legal proceedings on stage: 

""Gerichtsszenen finden sich in fast allen Lehrsttlcken, 
aber auch in anderen Dramen Brechts ... Ihre besondere 
Eignung ftlr eine offene Dramaturgie liegt darin, daB 
Gerichtsverhandlungen an sich immer ~ffentlichen 
Charakter haben. Auch in der profanen Realit~t ftlhlt 
sich das Publikum einer Gerichtssitzung als Mitrichter, 



die Reden des Ankl~gers und des Verteidigers, des An­
geklagten und der Zeugen gegeneinander abw~gend und 
sich sein eigenes Urteil bildend. Dieser ~ffentliche 
Zug wird auch an der Btlhnen-Gerichtsszene wirksam ... 
immer wird sich der Zuschauer mit in der Rolle des 
Gerichtspublikums ftlhlen. So wird auf der Btlhne ein 
Rechtsfall zur Entscheidung gestellt, tlber den auch 
das Theaterpublikum zum Richter bestellt ist."66 
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A further example of this stereometric or epic-narrative structural element 

in the text is the address to the theatre-audience by one of the figures 

on the stage (Scenes Two and Four) 67 . One of the more interesting instances 

of the repetition principle is found in the recurrence of an identical scene­

structure: in Scenes Three and Twelve (equidistant from beginning and end 

respectively) there is the same change of consciousness incurred by the 

arrival of a messenger (both times announcing a victory by Angelas). 

Insight into the class-struggle and concomitant unity with class-equals 

is replaced by ignorance and so disunity in Scene Three; in Scene Twelve 

the reverse occurs as the gathered people become aware of their foolishness. 

Other examples of repetition are the betrayal and substitution motifs, of 

which the latter are more important thematically and reveal most vividly 

the influence of the circle concept for the structure of the play. Judith 

must take Isabella's place in Angelas' bed, and Callas Calausa's position 

on the scaffold - the circle closes as the poor "fall" and the rich "rise". 

Brecht emphasizes this aspect in the financial arrangments agreed upon by 

. 68 
all parties . 

In contrast to the Shakespearean original and to other Brechtian creations 

of the same period as BBA 253, such as Die Heilige Johanna der Schlachth~fe, 

this first completed draft of an adaptation lacks structural solidity. In 

the play about the Salvation Army girl Johanna Dark, !Qlthe Rtilicke-Weiler 

distinguishes five phases which correspond to the stages of the capitalist 

69 
economic cycle The five parts of BBA 253 are not subordinated to any 

similar underlying tendency. One weakness (among others) of the draft is the 

simultaneous existence of strongly bound groups (One, Three and Five) on the 

one hand, and loosely knit on the other. The fourth group is particularly 
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weak; Scene Twelve belongs chronologically to the fourth group, but has 

st rong pragmatic links to the fifth, the cohesion of which it would undoubt­

edly disturb, however. 

3 .6. Form 

A comparison between the Vienna-version and BBA 253 shows that Brecht has 

embodied more aspects of contemporary socio-political life in Germany in 

the latter work. A German audience of the time would have acknowledged the 

f • fl . . 70 re erences to in ation, to overproduction , to a racist aspirant to 

political office, his middle-class backing and his newspaper attacks on the 

government (Hitler), and even to the salt-tax which, as Walter Pache notes, 

was levied on the fourteenth of June, 1932, by Chancellor von Papen 71 

However, although many small farmers rose up in open rebellion - by throw­

ing stones at the tax-offices - when the confiscation of their holdings took 

place during the depression72 , an organized revolutionary association of 

farmers as depicted in BBA 253 (the "Black Flag") has no historical found­

ation. Furthermore, Germany was a highly industrialized country, not an 

. . d 73 essentially feudal, agrarian society of lan lords and tenant-farmers 

This mixture of German and non-German elements has been explained by Gisela 

Bahr, who suggests that Brecht was an avid observer of the Italian political 

scene and so probably familiar with Alfred Kurella's study on the subject74 . 

The numerous parallels between Brecht's work and Kurella's description of 

conditions in Southern Italy, in particular, support this hypothesis. 

Italy's internal situation in 1922 closely resembled that of Germany ten 

years later. In a state of social chaos unchecked by a weak parliament, 

Mussolini, at the head of a rapidly growing terrorist organization, had 

negotiated with the government and been appointed as Prime Minister by 

King Emanuel III. The plan of the ruling class, according to Kurella, had 

been to exploit Mussolini's Fascist group to crush the rebellion of the 
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Southern farmers, then to discard him75 . The example of Italy would have 

revealed to Brecht not only that Germany could tread the same Fascist path, 

but also that a play whose basic motif is one of substitution or deputation 

in difficult political circumstances could provide an excellent basis upon 

which an artistic treatment of German politics might develop. Thirdly, 

Brecht would have realized that a naturalistic portrayal of his country's 

political scene might not be as adequate in its representation of general 

tendencies as one in which blatantly anachronistic, feudal elements were 

. 1 76 H . inc uded . owever, although Brecht depicts a feudal society based on his 

knowledge of Italian affairs probably acquired from Kurella, he locates this 

society in the South American country of Peru. 

Two tendencies thus become visible. On the one hand Brecht's intention 

of employing the Shakespearean original as a means of conveying his ideas 

about contemporary German politics is signalled by his inclusion in the 

manuscript of historical data. On the other hand, the committed playwright 

senses the need to enclose his material in a fictitious framework: the 

social parameters of BBA 253 are neither wholly German, Italian or Peruvian 

- Brecht's creation has no historical counterpart. The analogous relation­

ship between fabricated text and socio-political reality strongly suggests 

77 the parable form . The complexities of German political life in the early 

193O's have been reduced to a simple pattern, the feudal structure, which 

nevertheless manifests the principle characteristics and tendencies of the 

society to which it "refers": 

11 ••• the Italian setting in a play on Nazi Germany 
provided an ingenious formula to isolate the 
essential factors in a complex situation. Brecht 
was able, without further elaboration, to typify 
the power structure of the Weimar Republic in 
its last phase."78 

The "unreal" parable form should involve no loss of satirical effect; 

Brechtian realism does not demand of the creative artist that he faithfully 

reproduce "reality" in the manner of the Naturalists, only that he depict 



the - Marxist - truth about reality79 

of form: 

Realism is no longer a question 

"Jeder, der nicht in formalen Vorurteilen befangen 
ist, weiB, daB die Wahrheit auf viele Arten ver­
schwiegen werden kann und auf viele Arten gesagt 
werden muB. DaB man EmpBrung Uber menschliche Zu­
st~nde auf vielerlei Arten erwecken kann, durch 
die direkte Schilderung in pathetischer und in 
sachlicher Weise, durch die Erz~hlung von Fabeln 
und Gleichnissen, in Witzen, mit Uber- und Unter­
treibung. Auf dem Theater kann die Wirklichkeit 
dargestellt werden in sachlicher und in phanta­
stischer Form."80 

In BBA 253, however, the highly abstract planr of the parable has not 
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yet been attained. Scattered throughout the text are passages which belong 

in tone to the Vienna-version - several of Frau Cornamontis' humorous 

speeches, for example, or the viceroy's reflections on the aesthetic 

inclinations of the proletariat, or even his farce-like return to the 

city ( the "plan" and subsequent employment with Frau Cornamontis). 

Surthermore, the situation differs from that of Measure for Measure, 

in which the Duke's obvious intention is to create experimental conditions. 

In BBA 253 the deputation is part of the dramatic action, not the deed of 

an all-powerful being who wishes to conduct a moral test. Brecht's audience 

is not informed in any si,milar fashion that the events on stage have been 

artifically created to prove a certain hypothesis - the narrator-figure 

typical of the parable is missing. Lastly, Brecht's manuscript is at 

this stage too direct in its references to historical actuality - Walter 

Pache thus speaks appropriately of the "historical parable": 

"Indem Brecht aus einem ganzen Btindel von authen­
tischen Gesetzen gerade jenes herausgreift, das 
zwar objektiv nicht am einschneidendsten ist, aber 
durch seine Handgreiflichkeit die st~rkste Symbol­
wirkung verspricht, nimmt er eine Uberaus charak­
teristische Verschiebung vor: der reale Hinter­
grund bleibt erkennbar, wird allerdings zur Modell­
situation stilisiert. Aus dem historischen Drama 
wird die historische Parabel."81 
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4. The Versuche-version 

This version of the play, bearing the title DIE SPITZK~PFE UND DIE 

RUNDK5PFE oder REICH UND REICH GESELLT SICH GERN, marks the final part 

82 of the second stage of development Meant to appear in Volume Eight 

of Kiepenheuer's edition of the Versuche, its imminent publication was 

interrupted by the Nazi seizure of power in January, 1933, and Breqht's 

subsequent departure, with the proofs, from Germany. In this self­

imposed exile further drafts were written, and an entirely new play 

emerged from these labours, but the version completed before January 

1933, did finally appear in the Suhrkamp edition of 1959. The play 

contains a brief preface: 

"Das Schauspiel II Die Spitz k op f e u n d 
d i e R u n d k 8 p f e" oder ,, R. e i c h u n d 
re i ch g es e 1 1 t sic h g er n" ist 
der 17. der ,,Versuche". Dieses Schauspiel ist auf 
Grund von Besprechungen entstanden, welche eine 
Buhnenbearbeitung von Shakespeares ,,MaB flir MaB" 
bezweckten. Der Plan einer Erne,.1erung von ,,MaB flir 
MaB" wurde wl:lhrend der Arbei t fallen gelassen." 

(Versuche ,p. 248) 

It should be noted, firstly, that although Brecht originally had the 

• d " " MaB fu"r MaB desire to a apt or renew for the modern theatre, this 

plan had been discarded at an unspecified time in the course of work. 

Secondly, Brecht employs the term "Schauspiel" to describe his creation, 

which could either be intended neutrally (to mean "play"), or imply that 

his drama belongs to the tragi-comic genre. 

4 .1. Brecht's Collaboration with Hans Hermann Borchardt 

Hans Borchardt is familiar to Brecht scholarship primarily through his 

assistance in the writing of Die Heilige Johanna der Schlachth8fe 83 



Klaus V8lker notes that Borchardt was a teacher who left Germany for 

Ru •• 19 84 ssia in 33 . Although there is little biographical information 

about Borchardt, his influence on Brecht in the work based upon MaB 

fur" MaB h 1 sou d not be ignored (as has previously been the case) and 
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may be gauged from an analysis of the material, extant in the Brecht 

archives (266/104-115), which he probably submitted to Brecht for scru­

tiny. That Borchardt' s name does not stand beside those of Emil Burri 

and Elisabeth Hauptmann as collaborators is no indication of non-involve­

ment. Margarete Steffin, whose assistance is manifested by numerous 

textual additions, is not mentioned either. His material consists of 

twelve handwritten pages and constitutes an interesting example of what 

may have been required of collaborators, or, atleast, of what certain 

collaborators may have considered their task to be. It should be men­

tioned that the name "Susanne Borchardt" also appears on several of these 

pages, suggesting that she ~oo may have been involved in the process of 

collaboration. Gisela Bahr declares that certain parts of BBA 256 - she 

could equally include the Versuche in this statement - obviously reflect 

Borchardt's ideas, but she expresses no opinion as to the manuscript he 

85 
must have consulted . Since BBA 254, the second completed draft, 

appears already to contain alterations deriving from this material, it 

seems most likely that his critique is based on BBA 253. To reveal where 

Borchardt's critical faculties were most concentrated, it is helpful to 

divide the material into four parts, which show that he executed the 

function of a proof-reader, but also felt free to comment on textual 

areas such as theme, character and plot. However, there can be no doubt 

that his interest lay predominantly in the mechanics of the plot. 

I The correction of typing and similar errors 
Borchardt notes seven pages upon which purely clerical 
mistakes can be found. 



II Plot alterations 

a)Scene l Eskahler tells the viceroy he cannot 
introduce the salt-tax because of 
Angelas. In the dialogue between Es­
kahler and the viceroy it must be 
evident that the latter had long nur­
tured the idea of cozmnissioning Ange­
las (266/104). 

b)Scene 2 Judith's monologue should be a dia­
logue ("Mono log der Judi th wegen Vor­
eingenommenhei t der Kritiker besser 
Dialog. (Weil direkte Mitteilung ans 
Publikum, d.h.Beleidigung der Theater­
kri tiker) ") (266/106). 

c)Scene 4 - Angelas' confirmation of the rent's 
secondary importance must be empha­
sized more strongly. Callas' misun­
derstanding is a dramatic nodal point 
("Dramatischer Knoten: das MiBver­
stlmdnis des Callas") (266/108). 

d)Scene 5 - Shorten the negotiations (266/109). 

e)Scene 6a - There is no need to retain this scene. 
Callas can mention the horses at the 
beginning of Scene 6b (266/109). 

f)Scene 7 Does Angelas know nothing of the horses? 
Before the audience granted to Isabella 
by Angelas takes place, more should be 
revealed about the court-case (Scene 
Eight): the appeal by Calausa, the two 
horses, the attack on Schunirello, the 
verdict against the "Black Flag" men 
(266/109-110). The meeting between Isa-
bella and Angelas is perhaps superflu­
ous. Angelas' suspicious words can be 
spoken in the court-hearing (Scene 
Eight) . Angelas should not reject the 
salt-tax at this stage (he believes it 
is just) (266/114). 

g)Scene 8 - The strike-scenes must be removed, be­
cause they hinder the movement of the 
plot, and "oppose the idea and also the 
figure of Angelas ("sind gegen die Idee, 
auch gegen die Angelas-figur"). This 
second court-hearing must be better an­
ticipated and more corrg;>act ("Die zweite 
Verhandlung muss besser vorbereitet und 
zusannnengedrl3.ngt werden. "). The salt­
tax must be prepared for in the opening 
scenes, perhaps in the following way: 
Angelas refuses to decree the tax im­
mediately. The people's sacrificial mood 
must be stimulated by true justice and 
by the eradication of the "Black Flag." 
(266/111). 
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h) Scene 9 Is the viceroy's "plan" necessary? 
(266/112-113). 

i)Scene 12 - The viceroy's speech at the beginning 
is unnecessary. The scene showing how 
the viceroy is imprisoned is missing 
(266/115). 

III Character 

a)ANGELAS 

b)VICEROY 

c)CHIEF JUDGE 

- He is accepted by the landowners be-
cause he hates the "Black Flag" {"die 
eigentlichen Konununisten"), by the poor 
on account of his patriotism, his just­
ness and his racial division of the pop­
ulation. Angelas is foolish and will 
quickly destroy himself ("so wird er des 
Vicek8nigs Arbeit tun, sich schnell ab­
wirtschaften (nachher)im Stlick sehn wir 
dann, daB er ·nocli. ganz andere und rasche­
re Mittel, sich selbst zu liquidieren, 
anwendet) (Denn die Dummheit ist tiefer 
denn ein Meer und schwindliger denn ein 
Abgrund, sie ist immer noch dilmrner als 
man erwartet) ") . Angelas hates Callas 
when he talks of the rent (and not of 
racial matters). Angelas is a reaction­
ary: he greets the salt-tax because it 
is fair, and dislikes the idea of a 
proportional tax because it is preju­
diced against those with property ( "Eine 
progressive Einkommensteuer greift das 
Princip an! es mlissen auch reiche Leute 
geben. Besitzsteuer ist Raubbau an der 
Substanz! Salzsteuer ist die gerechteste. 

ti • 

Angelas feste Uberzeugung, mit der er 
das Amt Ubernommen hat.Also darf er den 
Gesetzentwurf nicht zuruckschieben."). 
The audience should feel that Angelas 
is in a state of near exhaustion ("Man 
muB das Geflihl haben: Ange las ist 
dreiviertel alle. Er muB jetzt die 
schwarzen Fahnen niederwerfen und die 
Pachter. Er muB gegen das ganze Volk 
regieren. Das k8nnen die Pachtherren 
nicht dulden.") . 

- He knows that the "Black Flag" is not 
being financed by peakheads. Although 
he himself is a landowner, certain land­
owners do not consider him reliable 
enough. He wants Angelas to do his own 
work for him, and believes that the 
racist will swiftly make himself a lia­
bility afterwards. 

- Replaced by Angelas because he is a 
materialist (the heart of the matter is 
moral). 
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d)ESKAHLER 

IV Theme 

- He is astounded that in a period 
of social upheaval Angelas will 
try to overcome the count:ry's 
problems by being "just" ("durch 
gerechte Justiz"). 

"Die nationale Einheitsfront des Angelas": The unity 
of the lower middle-class merchants and farmers, other­
wise non-existent, is attained by exposing their common 
enemy, either a foreigner or a Jew ("der nicht anwesend 
ist, also ohne Gegenrede "schuldig" zu sprechen ist"). 
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Those of Borchardt's suggestions adopted by Brecht will be discussed in 

subsequent chapters. 

4.2. Overproduction and the Tenant-farmer Revolution 

In the Versuche Brecht portrays a society in which the crucial problem 

of overproduction has arisen and dominates socio-political existence. 

The tenant-farmer revolution is the method adopted by the deprived 

masses to overcome the crisis by destroying its foundation, the institution 

of private property (the private ownership of the means of pronuction). 

4.2.1.The Phenomenon of Overp~©duction 

The realization of surplus-value ("Mehrwert") is the intention of the 

capitalist. There are two parts to the process of surplus-value or 

profit creation: the immediate exploitation of human labour in the pro­

duction of wares, on the one hand, and the sale of those wares in the 

market-place, on the other hand. The sale of goods depends to a large 

extent upon the consumer ability of society, which is determined "weder 

durch die absolute Produktionskraft noch durch die absolute Konsum-

tionskraft; sondern durch die Konsumtionskraft der groBen Masse der 

Gesellschaft auf ein nur innerhalb mehr oder minder enger Grenzen ver-

anderliches Minimum reduziert." 86 Overproduction in the Marxist sense 
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does not imply that too much has been produced for the connnunity to 

consume, that, in other words, the social organism has devoured 

enough to satisfy itself, but not been able to exhaust the entire 

stocks of, for exanple, foodstuffs; overproduction means rather that 

more has been produced than the greater part of society is able to 

procure economically for its continued existence. The ability of man 

to fulfil his needs and wants is impeded by the degree of exploitation 

(to which he is submitted by the employer) and the competitive struggle 

of business. Overproduction in the context of capitalism thus really 

signifies the "underconsumption of (the) necessaries of life" 87 . 

This internal contradiction - hunger and poverty amidst abundance -

occurs because the capitalist acts according to the rule of profitability, 

not to meet the basic demands of the producers: 

"Die wahre Schranke der kapitalistischen P.roduktion 
ist das Kapital selbst, ist dies: daB das Kapital 
und seine Selbstverwertung als Ausgangspunkt und 
Endpunkt, als Motiv und Zweck der Produktion er­
scheint; daB die Produktion nur Produktion f~ das 
Kapi tal ist und nicht umgekehrt die Produktions­
mi ttel bloBe Mittel fllr eine stets sich erweitern­
de Gestaltung des Lebensprozesses flir die Gesell­
schaft der Produzenten sind." 88 

The capitalist ·system· engenders a eris-is in which a certain quantity 

has.been.produced and could promote the general welfare of the connnun­

ity, but the "living standards of the majority remain w~etchedly low 

because it cannot afford to buy the necessary goods, and because the 

capitalist will only release them in exchange for a profit-bearing sum 

of money. The requirements of the people and of their oppressor con-

flict. 

Scene Analysis 

The following anaJ:ysis_concentrates only upon those scenes in which 

significant changes concerning overprodua::tion and the rev.olutiom have taken place. 



Scene 1 

The most noteworthy alteration in Scene One is that Eskahler no 

longer describes numerous features of the capitalist system which 

either typify or occasion its i'ncreasingly frequent crises - the 

perfection of machinery (rationalization), unemployment, the flight 

of capital - but concentrates upon the initially mentioned aspect 

of overproduction ("Die Ertle gibt zuviel her!" (253/2)): 

H II • Der UberfluB ists, Herr, der uns verzehrt. 
Denn unser Land Peru lebt durch Getreide 
und stirbt auch durch Getreide. Und jetzt stirbts. 
Und am Zuviel stirbts. Denn in solchem UnmaB 
trug unser Acker Korn, daB den Beschenkten 
dieses Geschenk begrub. Der Preis sank so 
daB er die Fracht nicht aufwog. Das Getreide 
bringt nicht soviel ein, wie das Maben kostet. 
Gegen die Menschen wuchs das Korn herauf. 
Der t'lberfluB erzeugte Not." (Versuche ,pp. 250-251) 89 
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In a feudal society, in which the producers are the consumers, 

overproduction - an excellent harvest - would be a welcome occurrence. 

In Brecht's fictitious land of Peru it represents a disaster, for 

although the significant social relationships are feudal (land­

owner/tenant-farmer), the underlying economic system is capitalist. 

The grain is viewed in terms of its exchange-value ("Der Preis sank 

so ... "). There is an excess of produce on the one hand, and abject 

th th 90 • • b h th' poverty on e o er - attention is drawn y Bree t to is per-

verse, inherently capitalist contradiction through such startling, 

dialectical phrases as "Der OberfluB ists, Herr, der uns verzehrt.:" 

or "Der UberfluB erzeugte Not ... " 91 

In BBA 253 the "Black Flag" uprising and the ugly mood of the Angelas 

soldiers and of the landlords were the consequences of the general 

economic depression there was no direct link forged between any 

particular feature of the economic crash and the subsequent social 
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disorder. In the Versuche Brecht simplifies the problem: grain over­

production affects those who dependeconomically upon agriculture -

the tenant-farmers and their masters. The tenant-farmers like Callas 

have been unable to gain a reasonable financial return in the market­

place for their goods - "Dieses Jahr wuchs das Getreide in solchem 

UmnaB, daB man fur einen ganzen Wagen nicht soviel bekommt wie sonst 

fur einen Eimer" (Versuche,p.262) - and so cannot afford to pay 

their rent, which is also exorbitant. Hence they unite under the 

symbol of the sickle to protect their interests by force. 

As a consequence of overproduction, then, the farmers cannot, and 

do not want to, pay the rent they owe to their landlords. This refusal 

is a revolutionary a::t - "Die P.\i.chter/verweigerten die Pacht. In seinem 

Grund-/gef{ig wankte der Staat ... " (Versuche,p. 251) - because it 

threatens to remove the basis of exploitation in Peru, the landlords' 

ownership of the means of production (the fields etc.l. The issue 

of the rent, intimately connected with those of the revolution and 

overproduction, assumes far greater relevance in the Versuche. Whereas 

in BBA 253 Eskahler confesses that the govermnent is, in general, too 

"lax" (253/3), in the Versuche he acknowledges its weakness in collect­

ing the rent: 

"ESKAHLER: Wenn Sie nicht k8nnen 
dann mussen die Pachtherrn ran. 

VIZEKBNIG: Die zahlen 
doch nicht. 

ESKAHLER: Wir sind ihnen zu lasch im Pachteintreiben." 
(Versuche, p.252) 

The viceroy does not ask vaguely about Angelas' attitude towards 

property ( "Was mi t dem Eigentum?" (253/ 4) ) , but wants to know specifically 



about the rent ("Was ist mit der Pacht?" (Versuche,p.254)). The 

strike, which in BBA 253 had been simply another phenomenon typical 

of the inflationary period, is, in the Versuche, a direct result of 

the ove:rproduction crisis. Because the economic foundation of their 

existence is unstable, the landlords and their tenants refuse to pay 

the taxes which support the bureaucratic apparatus of the government. 

A strike of the civil servants is therefore imminent, and this makes 

the position of the landlords particularly difficult, because they 

rely upon the judiciary (the courts and the police) to enforce the 

rent-contracts. The landlords are caught in a dilemma of their own 

making ("Denn ein Vertrag ist nicht von Natur aus./Sperrt das Gericht 

zu und es gibt ihn nicht mehr!/Und ohne Polizei gibts keine Pacht!" 

(Versuche,p.251)). 
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The viceroy, now described as Peru's largest landowner - the political 

and economic spheres merge ("Reich und reich gesellt sich gern") -

again refuses to intercede personally by decreeing a salt-tax. But 

whereas in BBA 253 he harboured the clever p1an of deputing Angelas 

to execute the delicate task 92 , in the Versuche he depends entirely 

upon Eskahler's wisdom - the shrewd and politically able viceroy of 

BBA 253 is superseded by the considerably weaker figure of the 

93 Versuche , whose apparently moral stance ( "Nur nicht die Salz-

steuer ! Das/macht boses Blut! und ist auch nicht gerecht." (Versuche, 

p.251)) is now relativized by certain concessions ("Salzsteuer! Frei­

lich wl:l.r das gut. " (Versuche, p. 252) ) and by his cold-blooded res tora­

ti ve activities in the final scene. Lastly, although Brecht has 

placed greater emphasis on Eskahler, the viceroy is still a cautious 

politician who fears - correctly - that Angelas may slip from their 

control: 



"ESKAHLER: ... 
. . . Doch 
sollen wir die Salzsteuer zur Bedingung 

machen 
oder abwarten, bis die Sichel bekampft 

ist und 
sie dann einfach erlassen und sie ihm 
als eine Sach mehr der Verwal tung hin.­

s tellen 
die aufgebaut auf das Vertraun des nun­

mehr 
durch ihn geeinten Volkes den Bestand 
des neuen Staates uns verb~rgen w~rd? 

VIZEKBNIG:Nein, daf~ bin ich nicht. Wo ist 
die Salzsteuer? 

ESKAHLER (zeigt eine rote Mappe):Hier der 
Entwurf. 

VIZEKBNIG Den wird er unterschreiben. 
Damit er weiB, was los ist. Und wirs 

wissen. 
ESKAHLER:Und wenn ers dann nicht macht? Denn 

diese Salzsteuer 
ist eine Kugel am Bein von solcher 

Schwere ... 
VIZEK~NIG:Grad diese Kugel soll an seinem Bein 

sein 
sonst rennt er uns das Firmament ein und 
nutzt uns gar nicht. Wir machens davon 

abhru1gig." (Versuche,pp.254-255) 

Eskahler, not the viceroy, is the mastermind of the scheme to 

exploit Angelas in the attempt to re-establish the socio-political 

94 
status quo In BBA 253 the people would pay the salt-tax mooted 

279 

as the solution to the p~oblem if they felt they could trust the per-

son who demanded it of them1 it was, therefore, Angelas' good reputa­

tion which had secured the interest of the government. In the Versuche 

Eskahler must find someone able to destroy the "Sickle" (" ... 's muBt 

einer sein, der erst die/Sichel zerbrechen kann ... " (Versuche,p.252)) 

- government measures against inflation or economic reformism is super­

seded by open class-struggle, in which the dominant economic stratum 

seeks to quash the rebellion of the numerically stxonger, exploited lower class. 
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The salt-tax, it should be noted, must still be decreed, but this can 

only be accomplished after the "Sickle" has been crushed and national 

unity thereby achieved - the entire nation must contribute to the 

• b' th 95 econonu.c re ir . Angelas is chosen for the task, not primarily 

because of his reputation, but because he opposes the class-struggle 

in favour of the race-conflict: 

"Er setzt an Stell des Kampfs von Arm und Reich 
den Kampf der Tschuchen gegen die Tschichen." 

(Versuche,p. 254) 

The diversion of attention from economic to biological differences 

will defuse the antagonism between landlord and tenant-farmer, and 

encourage the growth of a new community spirit on a racial basis. 

Scene 6 

The scene commences as Callas explains to the patrons of the coffee­

house that he has expropriated the horses belonging to his landlord. 

This speech is the only remaining section of the grain-merchant scene 

(BBA 253, Scene 6), deemed superfluous by Hans Borchardt in his study 

96 
of the earliest manuscript More significant than this structural 

alteration, however, is Brecht's addition to the text of Scene Six of 

projected information (II. . . Auf der Rucksei te eines ... Hauses lauft '\ 

eine Leuchtschrift ... " (Versuche,p.280)) about the violent encounters 

in the south and north of Peru between government troops and the revo­

lutionary tenant-farmers. Whereas in BBA 253 the attention of both 

the audience and the dramatic personnel is directed at Callas' theft 

of the horses and Calausa's fate, these aspects must now be considered 

in a broader, epic perspective. The figures take cognizance of, and 

comment on, the shifting tide· of battle: 

"DIE LEUCHTSCHRIFT: AUS ALLEN TEILEN DES St'JDENS 



KOMMEN MELDUNGEN UBER WIDERRECHTLICHE 
ANEIGNUNGEN DER LllliDEREIEN DURCH DIE PicHTER. 
NEUERDINGS KOMMEN SOLCHE MELDUNGEN AUCH AUS 
DEN N5RDLICHEN DISTRIKTEN. 

DER EINE PACHTHERR:Wie ein Taifun kommt das 
herauf! Niemals hatte ich gedacht, daB es zu 
so offensichtlichen Raubereien komrnen k8nnte. 
Sie nehmen das Land einfach weg." (Versuche, 
p.284) 
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Occasionally their actions are determined by the news they receive. In 

BBA 253 the observer can only assume that Callas' refusal to acquiesce 

in the lawyer's proposal is inspired by his nascent petit-bourgeois con­

sciousness; in the Versuche a politically shrewder Callas bases his 

decision on the state of the revolution: 

"ANWfu.TE:Klipp und klar: Sie k8nnen jetzt zwei 
Pferde geschenk.t bekommen, wenn Sie klug sind. 
(Die Ara.,JBlte setzen siah an einen Seitentisah. 
Beicie Tisahe verhandeln Zeise.) 

DIE LEUCHTSCHRIFT: AUCH AUS DEN NBRDLICHEW 
BEZI:RKEN WERDEN JETZT KLEINERE AKTIONEN 
AUFSTirnDISCHER P!CHTER GEMELDET. 

CALLAS:Es steht schlecht flir sie. Das ist gut. 
Da werden sie nachgiebig. Wir durfen unsere 
Rechte nicht fur ein Butterbrot wegschenk.en. 
(Zu den Am)Blten, die wieder an den Tisah 
getreten sind.) Meine Antwort ist: nein!" 

(Versuche ,p. 286) 

In Scene Nine, when he meets the viceroy on the steps of Frau Corna­

montis' bro·thel, Callas confirms that his ownership of the horses 

ultimately depended upon the success of the "Sickle" revolutionaries: 

"Es war alles sehr gut im SchuB. Drei Tage lang. 
Hatte es an diesem letzten Tag nicht geregnet und 
hatte ich etwas im Magen gehabt, wlh-e alles jetzt 
anders. Aber weil es regnete, ging ich in dieses 
Kaffeehaus, und weil sie mir, um mich zu ehren, 
zu trinken gaben, aber nichts zu essen, vertrug 
ich nichts und redete mich um mtih sicheres- Glllck. 
Nein, sagte ich, als sie mir die Pferde anboten. 
So an einem Haar hat es gehangen und ich hatte 
die Pferde bekomrnen. Aber damals war freilich die 
Sichel noch im Vonnarsch, und dann lieB sie leider 
nach!" (Versuche,p.325-326) 
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Scene 7 

In BBA 253 this scene possesses a distinct framework structure in which 

the meeting of Isabella and Angelas extant from the Shakespearean 

original forms the centre-piece. Interest is thereby drawn to this 

encounter and not to the flanking sections, where, paradoxically, the 

more important motifs are to be found (the salt-tax, the attack on the 

landlords}. In the Versuche, probably at Borchardt's suggestion 97 , 

Brecht has transposed a mass of material from Scene Eight into Scene 

Seven with the obvious intention of preparing the ground for, and re­

ducing the overwhelming proportions of, the second trial. In this 

process, the audience granted by the deputy pales into comparative 

insignificance (Borchardt actually considered it superfluous}. 

Of sole concern to the landlords in BBA 253, Scene Seven, is that 

Angelas should pardon Calausa in the appeal trial and punish those who 

bodily assaulted them ("Sie wllilschen R~cknahme/des Urteils gegen den 

Calausa, das/wie sie behaupten, sie der Strasse preisgibt/und harte Straf 

fur jene, die an M!mnern/wie Schunirello sich vergreifen." (253/52}}. 

The "Black Flag" revolution is not regarded as an issue of importance, 

and the two brief statements about the balance of power in the South 

di h 98 
contra ct one anot er . In Scene Seven of the Versuche, the per-

sonal attacks on the landlords become less relevant as the focus of 

attention moves to Callas' illegal, per se revolutionary expropriation 

of the farm animals and the defeat of the government troops in the 

South. According to Eskahler's plan Angelas will be permitted to 

practise the form of justice he advocates, for this will encourage the 

Peruvian people to pay the salt-tax, the necessary condition of further 

financial backing from the landlords in the struggle against the 

99 
"Sickle" The setting is thus constructed for a trial whose terms 



of reference, far broader and more complicated than before, are 

ultimately defined by the circumstances of the tenant-farmer 

revolution lOO 
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A minor alteration mirroring the major shift in emphasis is the replace­

ment of Eskahler' s query about the salt-tax ("Lest Ihr den Entwurf 

der Salzsteuer? ... " (253/49)) by a passage in which the captured 

Perez expresses the outlook of the "Sickle" movement: 

"ANGELAS (zu den vier von dero Sichel): Ihr seid 
Rauber, wie? 
PEREZ :Nein. Wir sind solche, die Geraubtes zuruck­
holen wollen. 
ANGELAS:Ich werde euch hfuigen lassen! 
PEREZ:Ja. Einige van uns. Nicht alle. 
ANGELAS:Das wird fur euch keinen Unterschied machen. 
PEREZ:Doch, es macht einen. 
ANGELAS:Das ist der Tschich, der so spricht. 
PEREZ (auf die and.em cmei- deute11:.4> : Und das sind die 
Tschuchen." (Versuche ,p. 290) 

A similar indication of Brecht's desire to incorporate the revolution 

more fully into his work may be discovered in Scene Fourteen, when 

Perez, repeating the statement he had made in Scene Three, assures 

Callas that union with the revolutionary forces was his only chance: 

"Und doch war da, callas, ein Tag 
in dem alles in deiner Hand lag 
hattest Gewalt 'Uber dein Geschick. 
Hattst du die Sichel nicht zerbrachen, brauchtest du jetzt 

keinen Strick! 
Liefst weg von der Gewalt hinter einer Gerechtigkeit her. 
Ist deine Gewalt weg, gibts fi.ir dich keine Gerechtigkeit 

mehr! 
Als du deine einzige Aussicht wegwarfst, weil sie dir zu 
klein schien, hast du alles verloren, denn mehr hattest du 
nicht." (Versuche,p. 359) 

Scene 8 

The shift in emphasis from the salt-tax to the uprising caused by over-

101 
production is most evident in Scene Eight When challenged by the 



newly appointed judge, Eskahler retorts that the payment of the civil 

servants' salaries is conditional, not, as in BBA 253, on the salt­

tax, but on the outcome of the struggle against the rebel farmers: 

"DER NEUE RICHTER: ... Glauben Sie denn, daB 
wenigstens heute ... (Er maaht die Bewegung 
des GeZdauszahZens.) ... ? 
ESKAHLER:Wenn wir die aufrtihrerischen Pachter 
niederkriegen, bekommen wir sofort Kredit." 

(Versuche,p. 302) 
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The judge, a peakhead-hater who is confessedly apolitical, then ques-

tions Eskahler aboub the battle ( "Ubrigens: Wie steht die Schlacht?" 

(Versuche,p.303)), an enquiry repeated, significantly, eight times 

during the scene by interested parties (Angelas and the landlords). 

The main climax of the play now occurs when the news of the government 

victory, formerly announced in Scene Twelve (253/207), reaches the 

capital: 

"EINE STIMME VON HINTEN: Sieg! 
RUFE:Hoch Angelas! 
DIE STIMME:Gewonnen ist die Schlacht! Am Boden 

liegt die Pachtersichel! Sieg! 
RUFE: Hoch 

Ange las! 
(Der Inspektor bringt EskahZer eine 
Depesahe.) 

DIE PACHTHERREN:Wirklich?! Ein Sieg? 
ESKAHLER (Zeise): Der Sieg. Der 

Aufruhr ist 
mi t Gottes Hilfe blutig niedergeschlagen ! " 

(Versuche,p. 315) 

This information is transmitted only after five hours of ill-boding 

silence, however, and brings welcome relief to the deeply depressed 

landlords. An anxious Saz, who has even gone to the extent of packing 

his bags and is ready to leave on the next train, curses when told by 

his friends that there will probably be no vacant seats: 

"DIE FUNF PACHTHERREN:Die Schlacht, wie steht sie? 
ESKAHLER: Seit funf Stunden nichts. 

Kein Wort und keine Zeile. 
DIE PACHTHERREN: Schlechtes Zeichen! 
SAZ: Noch eine halbe Stunde wart ich, dann 

reise ich ab. Die Keffer sind gepackt. 



DIE PACHTHERREN:Seit heute frllil sind alle Zuge, die 
zwei Tage lang, seit der Sichel Vormarsch 
gestoppt war, beinah leer fuhrn, liberffu.lt. 
Und jetzt ist Streik. VergiB das nicht. 

SAZ: Ver-
darnmt ! " (Versuche ,p. 314) 
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It is possible that this new motif was contributed by Ruth Berlau, whose 

notes refer to the "Black Flag" and so belong to this second stage of 

103 development It is even conceivable that Brecht laid greater stress 

on the revolution at her suggestion; in her plan of the drama, the danger 

104 of the "Black Flag" and the problem of the harvest are accentuated 

Scene 9 

In conversation with the police-inspector who has orders to close her 

brothel, Frau Cornam:mtis adrni ts that business has been suffering as a 

result of overproduction. The absurd, inhuman nature of overproduction 

in the capitalist system is underlined by their implicit condemnation 

of the good harvest: 

"FRAU CORNAMONTIS: ... Wir merken die schlechte 
Zeit sehr. In diesem Jahr wird am wenigsten 
geliebt von all den Jahren, die ich dieses Haus 
fuhre. Es soll zuviel Getreide gewachsen sein. 
INSPEKTOR:Ja, es ist schrecklich." 

(Versuche,pp.322-323) 

The audience is obliged to conclude that a society in which such conver­

sations can take place is unnatural or fundamentally "out of joint" and 

must be changed. In these circumstances it is also understandable that 

Frau Cornamontis is not in a financial position to offer the viceroy 

employment, but Brecht has in any case excised the a:lmost farcical motif 

of the viceroy's plan to get a job and so to establish contact "mi t 

105 
den einfacheren Leuten" (253/82) Accordingly, the viceroy now 

reappears in Lima because he has heard the bells signalling the sup­

pression of the rebellion -

';Wohl schon vergessen hier in meiner Stadt 



kehr ich zurllck, ich hoffe: unbemerkt. 
Dies L~uten hier beweist, daB ich gesiegt 
wenn ich auch nicht weiB, wie. Nun, jedenfalls 
verlaB ich schon das Dunkel, das mich barg." 

(Versuche,p. 321) 
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- and is present as Angelas militia-men post signs announcing the vic­

tory (in BBA 253 these notices bear the salt-tax edict). It should 

be noted, lastly, that a structural alteration has been undertaken with­

in the scene which was clearly occasioned by the increased importance of 

the revolution as a part of the dramatic action. The prominent speech 

concluding the scene in BBA 253 and containing the viceroy's quasi­

oracular summary of events ("Nun habe ich wieder ihnen mich gesellt ... ") 

now precedes the return of Callas and his daughter Judith to the 

brothel. By thus dividing the scene into two parts, Brecht draws 

attention to the fate of the tenant-farmer Callas, in particular, the 

exemplary individual whose activity significantly weakened the front 

presented by the "Sickle" forces and ultimately induced its collapse. 

Scene 10 

In this scene, to which the brief dialogue between Isabella and the 

Abbot (BBA 253,Scene 10a) has been affixed, Calausa's fellow inmates 

(the lawyers, the Mother Superior and the Chief Judge) attempt to per­

suade him that the defeat of the "Sickle" means that there is no longer 

any necessity for his execution - Calausa's condemnation was only a 

ruse to convince as many Peruvians as possible that Angelas could 

realize the justice they sought and hence to lure aspiring revolution-

th . f d 106 aries away from eir cone erates The inmates even view Angelas' 

"offer" within the context of the tenant-farmer revolution. They 

agree with the fearful Calausa that Angelas wants to sleep with 

Isabella, but affirm that this kind of blackmail was only possible prior 



to the rout of the "Sickle": 

"DIE INHAFTIERTEN:Naturlich ists ein Antragl 
's ist Erpressung! 

Scene 12 

Versucht, bevor die Sichel zerschlagen 
war. 

Und damals konnte er uns auch erpressen 
jetzt aber, ach, begreif das doch, 

Calausa 
hat er sie nicht mehr, diese Sichel. 

und 
kann nichts erpressen mehr. Das nicht 

zu sehn ! " (Versuche, p. 331) 

This scene was not extant in BBA 253, but Brecht included it already 
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in the second draft 107 ; it is composed of passages removed from BBA 253 

(Scenes Eight and Fourteen} and of completely new material. The climax 

of BBA 253, the proclamation of the salt-tax, is attained in the 

Versuche when the government troops quell the "Sickle" insurrection; 

the salt-tax must still be imposed (as a concrete means of refilling 

the state coffers}, but, Eskahler ?nd the viceroy agree in Scene One, 

only after the rebels have been subdued and the country unified. This 

is achieved in Scene Eight, and Angelas, furthennore, has been able to 

consolidate his reputation as a truly just ruler on the basis of the 

Calausa trial. Taking these factors into consideration and noting 

the continued strike-action of the civil-service, Eskahler concludes 

that the tax should now be decreed: 

"Herr Angelas, die Stund ist jetzt gekommen 
wo Ihr Euren Namen, dem Ihr Ruhm verschafft 
als dem gerechtesten, dem Freund des Volkes 
unter die Salzsteuer setzen muBt. Die Sichel 
habt Ihr zerbrochen, sodas Volk geeint. 
Nun rettet ihm den Staat. . .. " (Versuche ,p. 342) 

In the second half of BBA 253 the rent issue plays a minor role -

Callas sends Judith to beg for leniency as soon as the salt-tax is 
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proclaimed (Scene Eight), in the first prison scene (Scene l0b) the 

message arrives that the tenant-farmers have refused to pay the land­

owners, and in Scene Thirteen Callas and the poor-court judges also 

refer to the problem of the rent. But the matter is not discussed 

on a governmental level until the final scene, and then it is swiftly 

resolved by the viceroy. In the Versuche, in contrast, the signifi-

f th 1 h d • abl lOB h" l th cance o e sat-tax as ecreased consider y , w i e e 

revolution and the concomitant question of the rent have moved into 

the foreground of interest. This is evident throughout the first 

half of the play, but more noticeably so in later scenes where the 

rent was previously unmentioned. In Scene Nine, for example, Callas 

laments, as before, the dispossession of the horses, but adds now 

that there still exists the possibli ty he will not have to pay his 

rent: 

II Ich habe allerdings noch die Aussicht, daB ich 
die Pacht nicht zahlen muB. Ich rechne so: wenn 
der Pachtherr gehangt wird, muB doch der Pachter 
keine Pacht mehr zahlen! Der Angelas hat ja 
selber gesagt: die Pacht ist nebensachlich. II 

(V~rsuche,p. 326) 

In this version of the play the rent is anything but 11nebensachlich 11 , 

a fact ratified by the viceroy's sceptical reaction: 

11 VIZEK~NIG:Was hat der Angelas gesagt? 
CALLAS:Die Pacht ist nebensachlich. 
VIZEK5NIG:Soso, die Pacht ist nebensachlich ..... . 
CALLAS:Ja, das ist ein groBes Wort. 

VIZEK5NIG:Die Pacht ist nebensachlich" 
(Versuche,pp.326-327) 

calausa even refers to the rent when imploring his sister to save him 

from the gallows: 

11 Ich habs verlangt! Und er verlangt es auch! 
Und 's ist auch nicht nur meine Sach. 's ist 

deine 
Wenn man mich hangt, zahlt dir kein Pachter 

Pacht. 
Und deine Keuschheit liegt am freien Markt. 
Sie will bezahlt sein und das liegt an dir. 11 

(Versuche,p.332) 109 
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In the Versuche,then, Calausa's imminent death, the lawful execution 

of a landlord, becomes a matter of serious political concern - its 

revolutionary potential, the non-payment of the rent, is emphasized 

by Brecht. The conversation about Calausa which takes place between 

Eskahler and Angelas at the beginning of BBA 253, Scene Fourteen ("Herr, 

hartnackig halt im Land das Ger~cht/dieser Calausa wird gehangt jetzt 

wegen/:Pachtwucher ... Ach, Staatsrat/glaubst Du, mir lag an dieses 

Tschichen Tod? /dass Du so in mich dringst, als war ich einjblutdurstiger 

Henker." (253/120-121)) has been incorporated into the text following 

the edict of the salt-tax (Versuche,p.343). Already in Scene Twelve, 

therefore, and not as late as the final scene, the problem is delib-

110 erated by the heads of state (Angelas, Eskahler and the landlords) 

Scene 13 

The viceroy is still present in this scene, but his lament at the un­

aesthetic clothing of the poor has been removed. In BBA 253 the gathered 

peakheads and roundheads talk about the Calausa case ("Wann wird 

dieser Calausa gehangt?" (253/105), the salt-tax ("Was n\'.itzt dem 

Pachter seines Pachtherrn Hals?/Das, was er brauchte,war ein billiges 

Salz!" (253/107)), and the "Black Flag" ("Ich werde Euch sagen, wer 

geh&ngt wird: die von den Schwarzen Fahnen: weil die keine Salzsteuer 

zahlen!" (253/107)). This general discussion is replaced in the 

Versuche by. an analysis concentrated upon the rent and the relevance of 

Calausa's execution: 

"DIE PJ:!.CHTER:Wir sind acht Personen und drei 
Klliie, wie sollen wir da mi t zwei Zentnern 
Uber den Winter kommen? Es kommt jetzt alles 
darauf an, wie es mit der Pacht werden soll 
Ein Pachtherr ist ja schon zum Tode ver­
urteilt wegen Pachtwuchers. Das bedeutet 
doch, daB die Regierung die Pachtherrn fallen 
laBt ... Pacht und Salzsteuer ware ja auch 
unm8glich, das kann sich ein Kind ausrechnen. 
Richtig, eigentlich kann man aus der Salz-



steuer allein schon schlieBen, daB die Pacht 
wegfallen sell! ... " (Versuche,p.350) 

Scene 14 
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At the beginning of this scene in BBA 253, the viceroy asks his fellow 

inmates to identify the more distinguished-or conspicuous prisoners, 

and Calausa is only one of several (Callas, the Chief Judge, the 

lawyers) they describe to him. The burning issue of the rent is 

mentioned only once by an imprisoned tenant-farmer, who opines that 

Calausa's execution will have no revolutionary repercussions: 

"Und wenn er gehangt wird? Die Pacht muss weiter 
bezahlt werden." (253/110) 111 

The decisive modification undertaken by Brecht in the Versuche becomes 

obvious in the two opening speeches of the scene: 

"VIZEK~NIG:Was ist los hier? 
DER TABAKW\NDLER:Es heiBt, daB der Tschiche 
Calausa - das dart oben ist er - heute nacht 
gehangt werden sell, das hier (Er zeigt auf 
die Umstehenden.)sind haupts~chlich P£chter 
aus der Urngebung, die sich pers8nlich uber­
zeugen wollen, ob sie wirklich einen Pacht­
herrn einfach aufhangen. Sie wfu-den darin eine 
Preisgabe der Pachtherren durch die Regierung 
erblicken und dann die Pachtzahlung ven1eigern." 

(Versuche,p. 352) 

The execution of Calausa as government-sanctioned, legal revolution now 

determines the entire direction of the scene. From his cell Callas 

delivers a lengthy speech, not extant in BBA 253, which is distinguished 

by its verse form (doggerel, corresponding to his low background and 

lack of education and so guaranteeing the genuineness of the "message") 

and by the frequent references to the rent: 

"Als ich von meinern Hofe ging 
war, was ich wollte, nicht gering. 
Ich wollte keine Pacht mehr zahlen 
sondern mein Korn fur mich mahlen 

Die Ehre machte mir schon SpaB 
doch brauch ich noch den PachterlaB. 



Drum was man immer aus mir macht: 
ich frag, wie ist es rnit der Pacht? 

Von Ehre sprach man jetzt zwei Wochen 
doch von der Pacht wurd nicht gesprochen! 

Seis, wie es will, was man mit mir auch macht: 
ich muB jetzt wissen: was ist mit der Pachtl" 

(Versuche,p. 353) 
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Callas shares the same revolutionary goal with the "Sickle" farmers, 

production for self-consumption ( "mein Korn fur mich mahlen") , a 

further indictment of the system in which the means of production are 

in the hands of the non-productive. But he does not emulate their 

illegal methods. The scene now reflects their different outlooks 

structurally: the "Pachtergericht", in which the ideas closest to 

those of the playwright are expressed, is the centre-piece in a 

framework formed by Callas' struggle to realize his hopes by begging. 

The 11Pichtergericht" itself is no longer convened under the auspices 

of testing the viceroy's eccentric theories about justice ("Meine 

Herren, die Ergebnisse der letzten Tage haben in mir Zweifel ausgelost, 

ob eine halbwegs ins Gewicht fallende Gerechtigkeit uberhaupt in 

unserem Lande m8glich ist. Ihre Ansichten sind mir so erstaunlich, dass 

ich Sie bitten mochte, mir in zusammengefasster Form zu zeigen, wie 

Sie die Dinge beurteilen. Ich schlage die Form eines Gerichtshofs vor." 

(253/111)), but rather to examine the Calausa case: 

''VIZEKONIG :Meine Herren, Ihre Ansichten sind mir 
sehr interessant. Soviel mir bekannt ist, will 
der Statthalter, der ein groBer Freund des Volkes 
ist, hier einen Mann hangen, den Sie alle hassen. 
Anstatt nun darin nur einen Akt der Gerechtigkeit zu 
erblicken, sehen Sie darin fur sich eine Gelegen­
heit, sich um die Pachtzahlung zu drucken. 
DIE PKCHTER (grab) :Wenn du das nicht verstehst, 
dann frag die da oben. Die vier von der Sichel 
werden dir schon ein Licht aufstecken. (Sie rufen 
hinauf.)Was ist mit dem Calausa? Warum soll er 
hangen, und warum braucht er nicht ZU hangen?" 

(Versuche,pp.354-355) 
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The viceroy's return to re-establish "order" is now motivated not 

only by the objective proof that Calausa dare not be hanged, but also 

by the news tli"at his own tenants have refused to pay the rent: 

"DER OBERSTE RICHTER:Auf den L.\mdereien des 
Vizekonigs, der doch der gr~Bte Pachtherr 
Perus ist, sollen die P~chter am Ersten 
die Pacht nicht bezahlt haben. Der Vize­
k8nig muB also sehr bald zurlickkommen." 

(Versuche ,p. 359) 

Scene 15 

In the final scene of BBA 253 Eskahler declares that Angelas has suc­

cessfully decreed the salt-tax; the defeat of the "Black Flag!' is 

mentioned ·almost as an afterthought: 

"Mein Furst! Zuruckgekehrt und sehr willkommen 
tre£ftihr die Lage sehr gebessert an: 
Die Salzsteuer, dies sehr prek~e Werk 
ist unter Dach. Herrn Angelas Verdienst. 
Freilich ist dies ein Schritt nur, nur der erste. 
Dech ist der erste schwerer als die weitern. 
Viel ist noch n8tig, manche Last, sie wartet 
der Schultern noch. Die Schwarze Fahne liegt 
am Boden. Auch Herrn Angelas Verdienst." 

(253/130) 112 

In the later version the importance of the salt-tax has dwindled to 

the extent that the viceroy is prepared to halve the amount due: 

"Die Steuer scheint zu hoch. Er kanns nicht zahlen. 
Sie muB errnHBigt werden. Ich ermHBige sie: 
Ein Kilo, nicht ein Pfund fur sieben Pesos!" 

(Versuche,p. 368) 

This is a simple device for ensuring that additional revenue is still 

earned by the state and that the tenant-farmers are content to pay 

("Das will er zahlen, sagt er. Gut, so seis." (Versuche,p.368)). 

That "order" has been restored, no.t by economic reform, but by the 

destruction of the social forces threatening the stability of the state, 

is reinforced by the viceroy's reference to Angelas' diversionary, 

anti-class division of the population ("Gestehn wirs jetzt, es stand 

auf Messerschneide./Dein Vorschlag aber, Angelas, war fur uns das/Ei 



des Kolumbus. Neue Einteilungl" (Versuche,p.370)) and by the exe­

cution of the captured rebels: 

"VIZEK~NIG:Was gibts noch? 
INSPEKWR:Eure Exzellenz werden entschuldigen, 
aber die zum Tode verurteilten Pachter vom 
Bund der Sichel-Fahne warten auf die Exekution. 
Jetzt sollen wohl auch sie freigelassen werden? 
VIZEK~NIG:Wieso?! 
INSPEKWR:So soll die allgemeine Amnestie zu 
Eh:ren der Ruckkehr Eurer Exzellenz also f~ die 
Sichel-Fahne nicht gelten? 
(Der Vizek!Jnig sah!ltteit erstau.nt den Kopf ... ) " 

(Versuche,pp.369-370)113 
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In the light of this mass execution of exploitable human material it 

becomes even more imperative and understandable that the viceroy par­

dons Callas and facilitates his cooperation by lowering the tax. 

4.3. The Character of Angelas and his Relationship with the Ruling Class 

Tomaso Angelas' racial idealism and his belief in racial justice as 

the realization of an unbiased or objective law-enforcement are, 

because they constitute the government's solution to the problem of 

the present revolt, emphasized more strongly in the Versuche. The 

manifold additions in the text to the philosophy he propagates can 

be subsumed under three headings: opposition to the class-struggle, 

rejection of economic solutions and the yearning for a new form of 

social community based upon spiritual and other ties. It seems 

highly probable that these major textual changes derive directly 

from the V8lkischer Beobachter of October 21, 1932, held in the 

Brecht-Archiv and containing Hitler's criticisms of Franz von Papen's 

Chancellorship. In this edition of the paper may be found not only 

the often quoted "Das wirtschaftliche Denken ist der Tod jedes 

v8lkischen Idealismus" (266/69-70) and similar attacks upon economic 

policies, but also the affirmation of the National Socialist ability 
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to overcome class differences ("W§.hrend die Nationalsozialisten durch 

die Einfuh.rung einer allgemeinen Arbeitsdienstpflicht nicht nur ein 

1\rbeitslosenreservoir• entleeren, sondern zur Uberwindung unserer 

inneren Klassengegensatze die dt .. Jugendohne Ansehen ihrer Person und 

Herkunft zum Begreifen der Arbeit als sittliche Pflicht erziehen 

wollen ... " (266/70)) and, finally, the declaration that, confronted 

by spiritual adversity ("Sie mlli3ten und wlirden dann auch begreifen, 

daB die deutsche Not keine Verfassungsnot, sondern im tiefsten Sinne 

des Wortes eine seelische Not ist" (266/71)), a new, unifying philo­

sophy is necessary: 

"Es ist daher auch nicht, wie Sie glauben, Herr 
von Papen, die Zukunft der deutschen Nation 
oder der deutschen Wirtschaft abh~ngig von einer 
neuen .,Verfassung", sondern vielmehr abh~gig 
von der Wiedergewinnung einer fur das staatliche 
Leben geeigneten einheitlichen weltanschaulichen 
Auffassung." (266/82) 

Angelas is, therefore, more obviously than before modelled on Adolf 

Hitler, and now expresses an antipathy towards the ruling class as 

extreme as the latter's (" Ich setze mich daher gegen Sie und Ihre 

Politik mit meiner Bewegung so zur Wehr, als ob wir 11 das geistige, 

soziale und politische Gewissen der Nation" w~en" (266/82)). 

Scene analysis 

Scene 1 

In BBA 253 the government sununons Angelas to levy the salt-tax, not 

only because he enjoys a good reputation, but also because he opposes 

the present regime. In the Versuche he receives a mandate on the 

basis of his political philosophy: 

"ESKAHLER: ... 
Ich wuBte einen ... 

VIZEKONIG: Sagt schon: Angelas. 
ESKAHLER:Der selbst dem Mittelstand entstammt, 

so weder 
Pachtherr noch P~chter ist, nicht reich, 



doch auch 
nicht grade arm. Drum ist er gegen 
den Kanpf der reichen und der armen Klasse. 
Reichen wie Armen wirft er Habsucht vor 
niedrigen Materialismus. Er verlangt 
Gerechtigkeit und Strenge fur die Armen 
und fur die Reichen. Denn fur ihn ist 

unser 
Zusammenbruch ein seelischer." 

(Versuche ,p. 253) 

This textual addition succinctly embodies those elements probably 

extracted from the Volkischer Beobachter. Tomaso Angelas attacks 

crude, egotistical materialism and, denying that the social collapse 

has economic roots, strives to heal the spiritual wound inflicted by 

the struggle between classes. 

Furthermore, by thus explaining the material basis of its idealism, 

Brecht radically inproves his previous depiction in BBA 253 of the 
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"Mi ttelstand" 114 . The s:i.gnificance of Angelas' lower-middle class 

origins is clarified: because the artisans, petty bureaucrats and small 

businessmen are neither poor no~ rich, belong, therefore, neither to 

the exploiting, nor to the exploited class, they have comparatively 

little interest in the class conflict or economics, and so concern 

115 themselves with moral-spiritual issues which exceed class-boundaries 

Brecht graphically portrays the unique perspective of the lower-middle 

class in a passage not extant in BBA 253. In Scene Six Callas never 

gives more vehement expression to Angelas' anti-materialism than when 

the prospect of his own small business, of social advancement, there­

fore, into the lower echelons of the "Mi ttelstand", is strongest: 

"Sie wollten mir die Pferde schenken. So weit habe 
ich sie also schon. Aber ich sollte eine unehren­
hafte Handlung begehen. Das ist echt tschichisch! 
Sie glauben, daB man alles und jedes nur vom nied­
rigsten wirtschaftlichen Standpunkt aus behandelt. 
Oh, wie recht hat der Statthalter! Meine Herren! 
Die Zeit, wo ich meine Ehre verkaufen muBte, ist 
vorbei. Ich kann diese Dinge heute nicht mehr von 
einem so niedrigen Standpunkt aus behandeln." 

(Versuche ,p. 287) 
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Scene 4 

The speech in which Angelas announces his intention of presiding over 

the Calausa trial has been lengthened by a passage indicating the 

deputy's sincere faith in the objectivity of racial justice: 

"Als einfaches Beispiel tschuchischer Rechts-
pfleg soll 

dieser Fall uns dienen. Ein bestimmter Geist 
soll hier bekampft sein. So wie unsre Truppen 
den aufsassigen Pachter ztlgeln werden 
wird das Gericht den zugellosen Pachtherrn 
verweisen in die Schranken tschuchischen 

Rechts. 
Hier gelt' nicht die Person, ob arm, ob reich 
ist gleich der Ubergriff, sei auch das Urteil 

gleich." (Versuche ,p. 272) 

With the growth in importance for the play of Angelas' idealism, the 

Shakespearean motif of "measure for measure" - if two individuals 

commit the same crime, then, regardless of social standing, their 

punishment will be identical - is incorporated more fully into the 

text. In a passage newly added to the Versuche, Calausa's analysis 

of Angelas' legal theories (Scene Ten), the closely related Biblical 

116 motif of a "tooth for a tooth" appears ("Was ich genommen hab, 

muB ich bezahlen/Hie Schuld, hie silhne. Hie GenuB, hie Rechnung./ 

Das ist doch klar: das Recht ist wie ein Handel./Hier gilt es Zahn ftlr 

117 Zahn und Aug um Aug.'"' {Versuche,pp. 332-333)) . A statement of 

this nature from Calausa, the shrewd, albeit fearful cynic, effectively 

manifests the new emphasis upon, and the force of, Angelas' idealism, 

and also intimatesthe success of the deputy's plan to unite the salt­

tax payers by practising non-class (racial) justice: 

"Nur nicht die Salzsteuer! Nur die Salzsteuer nicht! 
Das kann ich nicht! Noch nicht! Als mich der Vize­
konig berief, behielt ich mir den Zeitpunkt 
ihrer Verordnung eigens vor. Nech ist 
das Volk geeint nicht. Opferfreudigkeit 
entsteht nur, we Gerechtigkei t geubt wird." 

(Versuche,p.299) 118 
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Perhaps to balance Angelas' greater influence, Brecht now introduces 

a speech in which Calausa' s lawyer immediately attempts to crush his 

client's firm belief in Angelas' objectivity and repeats, in ironic 

terms, the central theme that guilt and innocence or good and bad are 

dependent upon subjective factors like social position: 

"Und ist das Handel, wenn der Zahn des Reichen 
nicht rnehr wert sein soll als des Armen Zahn? 
D~s war: ein guter Zahn filr einen Schlechten. 
Ein Handel zwar, jedoch ein schrnutziger Handel." 

(Versuche ,p. 333) 

Scene 8 

A fanatical idealist is the individual least capable of compromise 

or of elasticity in human relationships; this is especially true of 

the zealous Angelas portrayed in the Versuche. The rift between him 

and the ruling class, above all the landlords, is much deeper than in 

BBA 253. Even at the beginning of the play the viceroy suspects that 

he may be difficult to handle ("Grad diese Kugel soll an seinem Bein 

sein/sonst rennt er uns das Firmament ein ... fl (Versuche; Scene One, 

p.255)), and the landlords, who in Scene Seven have an angry encounter 

with Angelas when they seek retribution for their injuries (" ( W!J.h:rend 

Eskahler geht, wn den A·uftrag zu erteilen, ~stehen AngeZas und die 

Pacfrth?i:>ren feind.se Ug sC!huJeigend ... ) fl (Versuche, Scene Seven ,p. 295) ) , 

doubt the w~sdom of placing their fate in his hands: 

"DIE FfiNF:Wie steht die Schlacht? 
ESKAHLER: Seit neun Uhr 

keine Nachricht. 
Bis dahin stand sie gunstig. 

DIE FOO: Der ProzeB? 
ESKAHLER:Wird auch vorbeigehn. 
DIE FUNF: Das wird lustig 

werden. 
Ob das jetzt richtig war, sich di!esern 

Menschen 
so in die Hand zu geben und alles nur 
Auf den Ausgang der Schlacht, die er uns 

schlagt, ZU setzen?" (Versuche, 
p. 303) 
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The gap dividing the idealist and the political realists now grows 

wider as the second court-case proceeds. When Eskahler pleads with 

Angelas to reassure the landlords - so that they will confidently 

advan th 1 • f th • k' • • 1 119 h d t ce e sa aries o e stri ing civi -servants - t e epu y 

issues a firm refusal from his lofty, idealistic position: 

"Wenn es so war, wie es nicht sein kann, wlird 
ich 

vor diesem Standgericht bei Tag und Nacht 
jedweden aburteilen. Soll das Recht 
von ein paar Kramern abhangen, dies bezahlen 
wenns ihnen beliebt, und nicht bezahlen, wenn 

nicht? 
Das Recht wirkt aus sich selbst und ist durch 

sich und ewig." (Versuche,p. 313) 120 

The worsening relationship between Angelas and his financial backers 

is associated with fresh affirmations of his idealist ambition, the 

spiritual oneness of the people. Asked by Eskahler whether he intends 

to preside over the appeal-trial, Angelas is concerned that he has 

failed in his mission, and declares. that the court-case must serve the 

same unifying purpose as the struggle against the "Sickle": 

"Ach, Eskahler, ich fillils, mein Urteil hat 
in diesem Fall des Pachters und des Pacht­

herrn 
den Streit nicht aus der Welt geschafft, 

den ewigen. 
Nur uberwaltigt warder Tschiche und 
nicht uberzeugt, und dieser Pl!chter hat 
begriffen nichts, als daB er stehlen darf. 
Drum will ich heut von neuem alles durch-

gehn 
denn ach! mir scheint, nicht eher kann die 

Schlacht 
die auBerliche, gltl.cken, als bis die innere 
gegluckt ist. Drum, in diesen Sttmden, wo 

ich 
in blutigem Karrpf die Sichel niederwerf 
und damit Habsucht schlag und Niedrigkeit 
und so die Einheit dieses Volkes herstell 
muB ich auch auf dem Feld des Rechts, dem 

geistigen 
die Einheit herstelln." (Versuche,p.304) 
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The "puppet" of the ruling elite anticipates a catha3::sis of the mate­

rialistic urges nestling in the breast of man: 

"Das wirtschaftliche Denk.en ist der Tod 
jedes v8lkischen Idealismus. So wie 
der innere Feind des Volks, die Tschichen­

Sichel 
in blutigem Karrpf zerbrochen werden muB 
so muB in tmsrer eigenen Brust der Ur-

feind 
des niedrigen Denk.ens ausgerottet sein. 
Nie wird zerbrochen diese Sichel werden 
wenn dieser innere Aufschwung uns miB-

gltickt. 
Niemals mit Geld und niemals mit Kanonen 
wird solcher Sieg errungen ! Niemals ! " 

(Versuche ,p. 315) 

On this background it is not surprising that the court-case no longer 

concludes to the mutual satisfaction of the deputy and the landlords. 

In BBA 253 the two parties agree, though for different reasons, that 

Calausa and his confederates must be condemned. But in the Versuche 

the battle i~ the South has already been won by the government troops, 

a state of affairs rendering Calausa's death warrant superfluous 

( "Es ist geschafft ! Du has ts geschafft, Mann! Jetzt/auf unsre Gtiter ! ·: 

Pacht eintreibenl Und/SchluB mit Prozessen, Angelasl Geh hintllier/ 

und sprich uns den Calausa schleunigst frei." (Versuche,p. 3l6)). _ 

The landlords underestimate Angelas' strength and independence of mind, 

however; he is adamant that an "inner revolution"("(oer) innere 

Aufschwung") must take place and so, despite their dictum, confirms 

the death-sentence. The breakdown of the alliance is complete. As 

in BBA 253 the landlords have achieved their purpose (t..~e defeat of 

the rebels or the re-establishment of the old order), but the second 

half of the play, concerned with the release of Calausa, is now more 

interesting because of the revolutionary potential of Angelas' deci­

sion to execute a landlord. 
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Scene 12 

There can be little doubt that the addition of this scene 121 to the 

play was occasioned primarily by Tomaso Angelas' xoore extreme idealism, 

which determines his inflexible attitude towards Calausa and the conse­

quent clash with the "Big Five". When Eskahler advises his superior to 

pardon Calausa, Angelas no longer replies, as in BBA 253, that he will 

acquiesce in the requirements of the state ( "Wenns der Staat verlangt/ 

h.!ingt der Calausa, und wenn nicht, dann nicht" (253/121)), but directly 

reaffirms his adherence to the anti-peakhead catechism: 

II Ach, Staatsrat 
glaubst du, mir l~g an dieser Tschichin (?) 

Tod? 
DaB du so in mich dringst, als war ich 

ein 
blutdtirstiger Henker? Nur dies tschich­

ische Wesen 
muB aus der Weltw Der P~chter ist am 

Boden. 
Der Pachtherr hat die Macht, er darf sie 

nicht 
miBbrauchen jetzt." (Versuche,p. 343) 122 

Berating "Isabella" for her attempt to free Calausa by sacrificing her 

virginity, Angelas now voices a strident anti-capitalism - "Recht ist 

euch Handel, Menschen sind euch Wa:re./Ertappt auf Menschenkauf, bietet 

ihr grinsend/als L8segeld euch selbst, nun selber Ware./Denn ihr seht 

nichts an andern, was nicht kauflich/und nichts an euch, was nicht 

verk:iuflich ware." (Versuche,p. 344) - destined only to cause greater 

difficulties with the landlords. Indeed, he even nurtures the plan of 

lowering the exorbitant rent they impose, and thereby aligns himself 

with the tenant-farmers, of whom he earlier constructed an idealistic 

image (Scene Four). The "tool" wielded by the powerful quinquevirate 

thus turns against it and threatens to destroy what it was commissioned 

to defend (rent-exploitation). The landlords, informed that Calausa 

will still be executed, leave the palace in a state of shock: 



"DIE FfiNF:Das sollte man nicht glauben. Kommt! 
Dem Mann 

ist nicht zu helfen. Niemals sah ich 
solche 

Wel tfremdhei t ! Kommt ! " 
# (Versuche,p.348) 
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Only the return of the viceroy can avert the disastrous consequences 

of an idealist with total power, a fact recognized at once by Eskahler, 

who ignores Angelas' orders throughout the scene, preferring to send 

messengers in search of the elusive head-of-state. 

Scene 15 

As in BBA 253, the viceroy returns to the seat of government and again 

takes control of the state, but, although Angelas must ultimately 

yield to his higher authority, he now finds him far less amenable to 

the festive mood of the occasion because the racist knows that his 

idealistic goal of spiritual unification has been destroyed: 

"Ich bin in eine Falle gelockt! Man 
hat 

mich hier verschoben! Was ich wollt, 
war anderes. 

Was geht mich eure Salzsteuer an und 
was 

ist eure Pacht fllr mich, der anderes 
wollte 

was uber Pacht und Salzsteuer steht, 
laBt sie 

doch ihre Pacht zahlen, ach, erpreBt 
die Salzsteuer! 

Dech ihr gebt preis den tschuchischen 
Gedanken!" (Versuche,p.363) 

The deputy, scorned by the landlords as a dreamer ("Weltfremdheit! 

Dilettant! Er will nicht lernen!" (Versuche,p. 363), justifiably feels 

he has been exploited to realize ambitions other than those he him­

self cherishes: 

"VIZEK5NIG: ... 
Ich find Euch trub gestimmt, Herr 

Angelas. 



ANGELAS:Erspart mir, Herr, das Reden. Trllbes 
Schicksal 

scheint mir, hat mich gelenkt, wohin 
ich nicht 

eben hinaus wollt." 
(Versuche ,p. 367) 

4.4. Race or Wealth? 

302 

Angelas opposes the economic struggle between classes, and replaces it 

with the biological race-conflict. Because the application of this 

philosophy to the political sphere will occasion the weakening of the 

class-front;-,Angelas is commissioned by the Peruvian government to assume 

the leadership of the country. This major alteration to the plot is 

reflected in numerous textual additions, which either reinforce the 

racial aspect or demonstrate the superiority of economic contingencies. 

Scene Analysis 

Scene 3 

The additions to this scene reveal most convincingly the greater sig­

nificance assigned by Brecht to the conflict of race and class. When 

Frau Callas rushes outside to gather more precise information about the 

change of government and its immediate effects, she is now confronted 

by a town-crier expounding Angelas' racial policy: 

"Tschuchisches Volk! Befallen ist seit langem 
dies Land Peru, ob arm, ob reich, von tschichischem 
niedrigem Geist, ders zu vernichten droht! 
Dem Geist der Habsucht und des Bruderzwists! 
Drum habe ich, Tomaso Angelas, mich 
entschlossen jetzt, den Geist der Niedrigkeit 
bei arm und reich ganz auszurotten, und 
was tschuchisch ist, zu sammeln gegen alles 
was tschichisch ist! Tschuchisches Volk, verein dich 
unter Tomaso Angelas weiBer Fahne jetzt!" 

(Versuche ,p. 263) 
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The key aspect of this announcement is the insistence upon the division 

of the population into roundheads and peakheads. Brecht graphically 

depicts the consequences of this shift of emphasis - the sabotage of 

traditional class loyalties - by means of what ~the Rillicke-Weiler 

terms "erziilllende Arrangements": 

"Das Arrangement soll den Sinn der Vorg~nge, mi t ihrer 
Beschaffenheit also auch ihre Widersprilchlichkeit auf­
decken ... Gruppierungen und GM.nge machen Aussagen Uber 
die Haltung des Theaters zur Welt, berichten tllier mensch­
liches Verhalten ... Ob die Interessen der handelnden 
Figuren einander widersprechen oder ob sie llbereinstim­
men, wird im Arrangement durch ihr Auseinander- oder 
Zueinandergehen._ ausgesagt." 123 

At the beginning of the scene, the stage directions explain, the two 

proletarian families are seated together, despite their racial dissimi­

larities ("(Die beiden Familien setzen sich. Spitzkopf sitzt friedlich 

neben Rundkopf.)" {Ve-rs:uc:he,p.262)). They are united by poverty and their 

joining of hands effectively eJqJresses this solidarity. But when Frau 

Callas returns to the house with confirmation of the peakheaded Calausa's 

imprisonment, she draws her children closer to her (" (Frau Callas ist 

zurilckgekehrt. Sie sieht die Perez nicht an und gruppiert ihre Kinder 

enger um sich.)"(Versuche,p.263)). Their segregation on racial grounds 

finally occurs, and the two families move to opposing corners of the 

room: 

"Die beiden Familien haben sich getrennt, in der 
einen Ecke stehen die Spitz-, in der anderen die 
Rundk~pfe." (Versuche,p. 264) 

Scene Four 

To emphasize the class-division caused by Angelas' "r.eue Einteilung" 

Brecht not only creates Scene Three, in which callas betrays Perez, 

but also adds to Scene Four a passage, extant in the Shakespearean 

original, in which Calausa appeals in vain for help from his fellow 



landlords: 

"(Calausa wird weggef!Jb:t,t. Er korrunt an einer Gruppe 
reiaher Paahtherren vorbei, die 

wegsahauen.) 
CALAUSA:Oh, Don Duarte, hilf rnir! Und ihr Herren 

ihr muBt mir beistehn heut! Erinnert euch 
wie wir an manchem Tisch gemeinsam saBen. 
Alfonso, du kannst fl.ir rnich sprechen! Du 
hast einen runden Kopf! Drauf kommts heut an! 
Sag, daB du das, was ich getan, auch tatest! 
Was schaut ihr weg? Schaut nicht weg! Oh, nicht 

gut 
ists, was ihr an mir tut! Schaut diesen Rock an! 
Wenn ihr rnich preisgebt, kommt ihr morgen dran ! 
Und euer runder Kopf hilft euch nichts mehr! 

(Die Paahtherren tun weiter, als kennten sie ihn niaht. 
Er wird abgefllhrt.)" 

(Versuche, pp.275-276) 
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To those familiar with the corresponding ep~sode in Measure for Measure, 

when Lucio happily agrees to assist his friend Claudio, the change 

effected by racial division will be most strongly obvious. 

Scene 9 

•ro the end of this scene Brecht has affixed the small segment of BBA 

253, Scene Eleven, in which a group of enraged citizens throw stones 

at Frau Cornamontis' former establishment (253/100). In BBA 253 it is 

implied that their racist behaviour is no less an escapist fantasy than 

the judge's masquerade as a voracious dog; in the Versuche the unreality 

or irrelevance cif racism is eJCposed when, immediately prior to the 

stone-throwing episode, both peakheads and roundheads prepare to enjoy 

"die Ware Liebe": 

• h k • h" 'h H"t • "(Ein-ige Besuo er ommen, s-ie angen -ire u e -im 
Vorraum an den Reahen, dabei sieht man, daB es teils 
Tsahuahen, teils Tsahiahen sind..) 

(Ein Haufen Leute kommt durah die Gasse.) 
DIE LEUTE:Da ist dieses Haus, in dem sie ein tschuch­
isches M!dchen festgehalten haben. Sie wurde an reiche 
Tschichen verkauft. 
(Sie werfen Steine auf das einstige Haus der Frau 

CoPnamontis und gehen weiter.)" 
(Versuche,pp.326-327) 
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The racists, unlike the sybarites, do not know that Frau Cornamontis 

has shifted into new premises and so their gesture of defiance remains 

inconsequential, for trading in the marketplace of sexual gratification 

continues without interruption. Money is the more powerful opponent 

and it circulates freely, heedless of biological distinction. 

Scene 10 

It is conceivable that Brecht wanted to revivify a scene which, in BBA 

259, had lost much of its former thematic consequence, for his figures 

now debate Ue merits of class and race. In the first completed draft 

Calausa had sought Isabella's help because he feared death and was con­

vinced by the shouts of the people ouside the prison that his execution 

was imminent. In the Versuche, despite reassurances from his lawyers 

that a landlord. could never be hanged because such an action would 

endanger the payment of the rent ("Die Pacht wird nicht gezahlt, wenn 

man Sie hangt./Sagt Ihnen das nicht, daB man Sie nicht hangen kann? 

(Versuche,p.331)), Calausa cannot be dissuaded from the belief that he 

will be hanged for his racial i.Irg;>urity: 

"CALAUSA:Oh, Isabella, ich bin aus. Man hlingt mich. 
Ich will nicht sterben! Du, ich kann nicht 

sterben! 
DER ANWALT:Hat er Schon Wieder Angst? 
OBERIN: Der Arrne ! 
DER ANWALT: Hallo! 

Sie brauchen als Pachtherr keine Angst zu 
__ habert! 

CALAUSA:Aber als Tschiche. 
DER ANWALT: Sie sind Pachtherr! 
CALAUSA: Tschiche! 

CALAUSA: ... Ach, - er will mich umbringen, weil ich 
ein Tschiche bin, wofilr ich doch nichts kann. 

DER OBERSTE RICHTER (mil.de): 
Sie sind ein Pachtherr. 

CALAUSA: Ich bin Tschiche. 
DER OBERSTE RICHTER Cwlltend): 

(Versuche,pp.329-330) 
Pachtherr ! " 
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It is noteworthy, though, that Calausa's total submission to elemental 

fear is now balanced by an unemotional, calculating attitude more 

appropriate to his socio-economic position: 

"Seht, sie versteht mi.ch. DaB ich hangen. sell. 
Und jetzt kommts darauf an, so schnell wie irgend 
da es ja nun feststeht, daB man uberfallen 
und ausgeraubt sein sell, zu uberl~gen 
was man ausliefe·rn soll: um was es mehr 
und um was weniger schad ist, ob man nicht 
anstatt des Kopfs was anderes bieten kann 
das einem weniger fehlte und dem andern 
mehr ntitzte ... " (Versuche,p. 332) 

Scene 11 

Frau Cornamontis' philosophical discourse on the bizarre nature of the 

world (253/100) has been replaced in the Versuche by a terse inter­

change between the brothel proprietor and several Angelas militiamen 

recently returned from the south and eager to sample the pretty girls 

on sal'e: 

"DIE ANGELASSOLDATEN:Haben Sie h-tlbsche M.M.dchen 
hier? 
FRAU CORNAMONTIS:Sehr hubsche. Aber es kostet 
eine Kleinigkei t. - '· 
DIE ANGELASSOLDATEN:Ja, sehen Sie, wir sind 
van der Angelas-Legion und habe unsere 
L8hnung noch nicht bekommen. Es konnte sich 
aber, was die Bezahlung anlangt, hochstens 
um ein paar Stunden handeln. 
FRAU CORNAMONTIS:Um diese Stunden mtiBte es 
sich allerdings dann handeln. Ich habe gestern 
abend schon einigen Herren von der Regierung 
sagen mllSsen, daB ich nicht ewig anschreiben 
kann." (Versuche,p.338) 

Implicit in this episode are the categorical imperatives according to 

which Frau Cornamontis manages her business: exchange-value and its 

immediate realization are required by the vendor except in the case 

of those belonging to the upper echelons of society - the laws of the 

·1 124 market and of the class-system prevai The Angelas soldiers 

harbour completely irrelevant suspicions of racial prejudice: 



"Das ist eine ganz verdammte Tschichin! Diesen Betrieb 
rnuB man unter die Lupe nehmen. Da kommen wohl nur 
Tschichen herein." (Versuche,p. 338) 

Scene 13 
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The primacy of economics over racism becomes manifest in this scene as 

roundheads and peakheads ignore their biological differences and help 

one another to estimate the new price of salt: 

" ... Hundert Pesos hat rnir rneine Frau rnitgegeben! Das 
ist ja jetzt gar ni.chts ! ... Wieviel ist Hundert 
durch sieben, Spitzkopf? ... Vierzehn! ... Kilo? ... 
Nein, Pfund ... Nein, das Kilo kostet jetzt sieben 
Pesos ... Nein, das Pfund, lies doch!" (Versuche, 
p. 351) 

Scene 14 

Perez, the most intelligent 100uthpiece of his class, points to the fact, 

misunderstood particularly by Callas (Scene Four), that Angelas has con­

demned Calausa because he i.s a peakhead: 

'·'VIZEKt'.>NIG(zu den P8.ahtem) : Haben Sie gehort: 
die Pacht muB nat~rlich bezahlt werden. 
DIE PiCHTER:Ja, das sagen die immer. Aber der 
Angelas selber hat gesagt: die Pacht ist neben­
sachlich. 
PEREZ (ist ans Gi·tter getreten): Glaubt ihr das? 
,oIE PllCHTER:Er hangt doch auch die Pachtherren 
wegen Pachtwucher auf. 
PEREZ:Nicht wegen Pachtwucher. 
DIE PllCHTER:Sondern? 
PEREZ: We gen der Form ihres Kopf es ! W ,e , .-n n 
sie aufhfuigt! Und darurn m!IBt ihr auch die 
bezahlen, selbst wenn er sie au:fh.angt!" 

(Versuche,p. 354) 

er 
Pacht 

Perez thereby gives expression to a central theme of the play: racial 

justice is not synonymous with class or social justice. 
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4.5. Cyclical Structure and the Motif of the Circle 

In the first completed draft of the play the dramatist's aim is 

to show that the rise to power of Tomaso Angelas does not represent a 

progressive development, but simply a method devised by the ruling 

class to stabilize its shaken economic and political position. The 

moon-image, the brothel-shifting scene and the substitutions all 

indicate the reactionary nature of the racist's interregnum. In 

the Versuche several alterations, particularly to the last scene, 

rea~firi;n the circularity of the plot. 

Scene analysis 

Scene 11 

Disguised as a nun and about to leave Frau Cornamontis' brothel for 

the palace, Judith now makes a statement to Isabella in which it is 

implied that Angelas had the effect of setting in m::>tion a social 

"wheel", so that Judith (a roundhead), previously at the bottom (a 

whore) , moved to the top; Judi th' s decision to go the palace in 

Isabella's place signals the return of the wheel to its original 

position - she becomes a prostitute again: 

"So geh ich, daB sich alles wieder dreh 
und so in Ordnung komm. Denn wenn ich 

geh 
geht nicht die Tschuch±n £Ur die Tschi­

chin nur 
Arm geht flir Reich und £Ur die Nonn die 

Hur." (Versuche,p.341) 

This employment of a wheel image to describe a social phenomenon is 

the first explicit anticipation of the later "Ballade vom Wasserrad". 

The subsequent rape of Judith (Scene Twelve) by a group of Angelas 
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militiamen is a further addition - from Measure for Measure (the "rape" 

of Mariana) - to the plot of the Versuche and its considerable irony 

emphasizes most effectively that Angelas has in no way altered the 

state of society, that nothing has changed. Angelas insists upon 

"measure for measure", that the peakhead must share the fate of the 

roundhead: 

"Und wenn nichts sonst erreicht wurd, 
haben wir diese 

hierhergebracht, daB sie am eignen 
Leib 

erfahr, was jener Tschuchin widerfuhr." 
(Versuche ,p. 345) 

But the truth of the viceroy's declaration in Scene Fifteen that the 

legal category of "measure for measure" should only be enforced at 

certain times - when economic interests are not adversely affected - is 

confirmed here. Because it is, of course, Judith, and not Isabella, 

who, for financial reasons, is in a position rendering inescapable 

her physical degradation at the hands of the brutal soldiers, just as 

once before economic constraints led to her seduction by the landlord 

Calausa - the identical situation recurs. Brecht thereby reinforces 

the structural principle of repetition inherited from the original, 

but only to demonstrate that Angelas has achieved nothing, that the 

same social injusticescontinue despite his insistence upon the ideal­

istic "measure for measure". Shakespeare, on the other hand, construes 

the reappearance of motifs to show that circumstances are never truly 

identical (conpare, for instance# the three formally similar relation­

ships between Claudio and Juliet, Angelo and Mariana, Lucio and Kate 

Keepdown), and that the abstract formula of "measure for measure" is 

therefore far from adequate as a basis of judgement. 

Scene 15 

In the final scene of BBA 253 Brecht indicates that the play has returned 



to its starting-point, that, in other words, the plot has inscribed a 

circular pattern, by placing Eskahler and Angelas in a position iden-
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tical to that of Eskahler and the viceroy in Scene One. This is confirroed 

by the literal recurrence of certain statements 125 . In the Versuche 

Brecht lays greater stress on this circular development: Angelas, for 

example, now repeats verbatim the first five lines of the viceroy's open­

. ch . 126 . . h ing spee in Scene One , and even expresses the same desire to vanis 

from the public eye ("Ich trate gem ins Dunkle " (Versuche.,p.365) 
127 

Lastly, that the brief possession of power by Angelas represents only 

one "cycle" in a cyclical process (the capitalist crisis-cycle) is 

disclosed by the viceroy ("Ach, es bedarf die Zukunft wohl noch manchen/ 

Vorschlags von solcher Kraft" (Versuche,p.370)) and gives new meaning to 

the open-endedness of his final speech. 



BBA 253 - Versuche: Summary 

Although Brecht added alm::ist one thousand lines to the fragmentary 

Vienna-version, his avowed aim was to retain the mood of the 

Shakespearean original. Not only did he attempt to preserve the struc­

ture of individual scenes and of the entire play, but he also strove 

to employ as much of the Elizabethan text as possible. Furthermore, 

most of the figures in the Vienna-version are essentially Shakespearean. 

Despite the large tracts of new material, therefore, it is justifiable 

to refer to the Vienna-version as an adaptation in the customary sense 

of the word - Brecht used the term "Erneuerung" . 

In their analysis of the material including and succeeding the first 

completed draft in the reception process, BBA 253, Brecht scholars 

have usually concerned themselves with the question of how much of 

the Shakespearean original has been kept or relinquished. Paul 

Kussmaul, for example, asks: 

"Was bleibt von der Shakespeare-Fabel i.ibrig?" 128 

As a consequence of this mode of inquiry Walter Pache is able to draw 

such conclusions as "Schon die erste vollstandig erhaltene Fassung 

129 ist relativ Shakespeare-fern" or to allude to "Brechts ... noch 

130 
halbherzige tJmdeutung der Shakespeare-yorlage" The fruitlessness 

of this approach is shown by BBA 253, Scene Fourteen, which outwardly 

resembles the final scene of Measure for Measure more closely than its 

counterpart in the Vienna-version. Brecht reintroduces the disguise 

motif, the strict "measure for measure" theme and the small passage in 

which the Duke thanks his loyal servants, but now omits the marriages 

which are so important in the original.and also take place in the Vienna­

version. On the basis of these additions and deletions, it is obvious 

that this quest:i,IJ)n of quantity is not as productive or relevant as 
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a decision regarding the adapter's attitude towards, and use of, his 

material. Not the huge decline in the number of extant Shakespearean 

1 . 131 
ines , nor the rejection of the traditional pyramid structure and 

the act-di vision, but above all the dramatist's treatment of key 

Shakespearean Motifs, scenes and figures reveals that in the second 

stage of development Brecht conceives of the literary creation as his 

own and of the original work as material to be "vandalized" - the 

plot forfeits its characteristically Shakespearean properties. 

Common to both Measure for Measure and Brecht's work in this second 

phase is the substitution motif: Ragozine/Callas replace Claudio/ 

Calaus:a, and Isabella's place is taken by Mariana/Judith 132 . But 

whereas Shakespeare's choice of substitutes, particularly for Claudio, 

is to a cons£derable extent arbitrary, it is now highly significant 

that Judith and her father act as substitutes. Brecht employs the 

motif to demonstrate a central theme of the play, and the Shakespearean 

motif thus undergoes a radical revaluation - Shakespeare's aubstitu:tions 

are mere dramatic devices ensuring that jus1tice is served, Brecht's 

prove peP se that in the class-society justice an illusion. The 

general structural principle of repetition is treated in a similar 

fashion. Brecht utilizes it literally to show that precisely the 

same event (such as Judith's physical abuse) which has occured before 

is occurring again, that, in other words, Angelas has not altered the 

infrastructure. Shakespeare, contrastingly, wanted his audience to 

detect the shades of difference between situations seemingly identical, 

the various relationships between Claudio, Angelo, Lucio and their 

loweu:>s Juliet, Mariana and Kate, for example. This total dissimilarity 

in outlook is also evident in their conception of "measure for measure": 

Brecht considers it idealistic or utopian, yet his Elizabethan pre­

decessor believes that his abstract formula is inadequate and must be 



133 superseded It would thus be less appropriate to say that at 

313 

this stage Brecht has adapted a Shakespearean motif than that the two 

dramatists, each in his unique way, have reworked a Biblical motif. 

A scene well illustrating Brecht's ruthless treatment of the original 

material is the meetingl:ietween Isabella and Angelas, which dominates 

the second act of Measure for Measu~e and contains much of the play's 

thematic substance. In BBA 253, and even more so in the Versuche, 

it shrinks to a level of minor pragmatic importance. Borchardt 

actually advised Brecht to excise it completely and made suggestions 

134 as to how its function could be executed in a different way 

but the playwright clearly felt that such an alteration was unnecessary -

the meeting is dramatically plausible, succinct, and does not disturb 

the thematic direction of the play, it possesses, in short, "Materfalwert". 

•One of the most interesting examples of Brecht's artistic control over 

the original is his adaptation of the reversal and substitution motifs. 

135 
In Shakespearers play the role-reversals of Angelo and Isabella are 

thematically and pragmatically distinguishable from the substitution. 

In the second stage of development Brecht employs the same material 

more adeptly by drawing the two motifs more intimately together -

Callas, for instance, agrees to take Calausa's place on the gallows 

and each thereby re-occupies the social position apparently forfeited 

with Angelas' rise to power: the reversals and substitutions are thus 

linked in an original and creative manner. The proposal that Brecht 

was so overwhelmed by the Shakespearean model that he was unable to 

undertake large-scale editing or radical alterations to character or 

motif cannot be justified, but Werner Mittenzwei insists that in his 

characterization of Tomaso Angelas Brecht succumbed to the all-powerful 

influence of Measure for Measure: 

"Die Grundlinie des Angelo-Charakters bei Shake-



speare lieB sich nicht einfach in den Charakter 
eines Faschistenfllhrer.s ummodeln; vielmehr wider­
sprach der eine dem anderen oft in eklatanter 
Weise. A-11 das fuhrte dazu, daB sich Brecht bei 
der Gestaltung des Angelo mehr vom literarischen 
Vorbild als von der politischen Wirklichkeit 
bestinnnen lieB." 136 
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Mittenzwei implies that Angelas closely resembles his Shakespearean 

counterpart, and it is undeniable that both protagonists insist upon 

the death-penalty for Claudio/Calausa until the end of the play. But 

their individual motivation is quite different; whereas the racist 

sincerely believes that objective justice would be realized by 

Calausa's demise, Angelo, disregarding questions of guilt or innocence, 

simply fears that Claudio might take revenge on him for his dark deed 

and hence must die: 

" ... He should have lived, 
Save that his riotous youth, with dangerous sense~ 
Might in the times to come have ta'en revenge, 
By so receiving a dishonoured life 
With ransom of such shame ... " (IV;iv,26-30) 

Angelo, whose prototype Promos is described by George Whetstone as a 

"wicked man ... worse than any Infydel" 137 , possesses morally reprehen­

sible qualities not sha~ed by Tomaso Angelas - Brecht's idealistic 

portrayal of the National Socialist leader Adolf Hitler has its roots 

• • l " • 1 1 • • M f M 138 in an inaccurate po itica eva uation, not in easure or easure . 

Brecht now reverses the Shakespearean scenario: the corrupt head-of­

state.spies on the virtuous deputy. 

To analyse such a reversal of the original situation in terms of 

parody is a misinterpretation: Brecht's attitude towards his material 

during this phase of work is not of a polemical nature, as in the 

Vienna-version, but is one of indifference - he no longer wishes to 

"attack" the idealism of Measure for Measure. In a recent study of 

139 
the play, the reference to BBA 253 as a Shakespeare parody is 

only possible because Brecht maintains his materialistic bias: a 
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prostitute does still act as a substitute for Isabella, but Brecht is 

no longer content merely to demonstrate the materialistic truth that 

money, not love, determines social existence, for it is Judith, an 

exploited tenant-farmer's daughter with a round head, not a nameless 

whore, who now takes Isabella's place, and this has important rami--
fications unconnected_ with parody. That the dramatist's orientation 

is not polemical is also indicated not only by the enlargement of the 

role of the proletariat - in the Vienna-version Meixner's brief appear-

ance served the paroaic purpose of devaluating Isabella's aspirations -

but above all by the rejection of the Vienna-version's realism in 

favour of the parable form. 

The second stage of development embraces the growth towards a purer 

parable form. An analysis of the changes which occur between BBA 253 

and the Versuche shows that Brecht, whose sovereignty over the 

literary material is proven by his unique treatment of motifs and 

th 1 t 1 t d b hi 1 • ti" f th t t ch • 140 o er po e emen s, an y s app ica on o e mon age e nique , 

improves the quality of the parable, not as he struggles to free 

h • lf f th Shak • • al 141 h • imse rorn e espearean origin , nor as e tries to 

excise p-arodic elements, but primarily as he comes to terms with 

• 1· • 1 h f • 142 the socio-po itica p enomenon o Fascism . 

In the course of the second stage of development Brecht alters his 

conception of the political function of the Fascist leader Adolf 

Hitler. In BBA 253 he is portrayed as a tool wielded by the ruling 

class to introduce monetary reforms designed to overcome the economic 

insolvency of the state; in the Versuche, aligning himself with the 

143 
consensus, of the KPD , Brecht depicts the racist as an agent of 

finance capital, ideologically suited to wage its struggle against 
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Commm1ism. As the dramatist thus succeeds in grasping the essential 

144 characteristics of German Fascism , the paraboli~ form of the play 

W1dergoes radical change in three important respects. Firstly, although 

an overproduction of a wide variety of goods actually took place as 

Brecht worked on those versions culminating in the Versuche, it did 

not have the revolutionary repercussions which generate the deputation 

of power in Peru - by excising the broad spectrum of socio-economic 

problems extant in BBA 253 and making the social upheaval dependent 

on overproduction~ by thus combining historically m1related, but 

verifiable phenomena, Brecht intensifies the alienation effect inherent 

in the parable while ensuring that his audience will still be able to 

draw a comparison between Peruvian politics and contemporary German. 

Secondly, the al terati.ons perceived in the text of the Versuche reveal 

a simplification deriving from Brecht's comprehension of the fm1ction 

of Fascism: the thematic tension between racism and the class-struggle 

is emphasized to the exclusion of all else, and as a consequence the 

"message" conveyed by the parable is more easily discernible. Thirdly, 

Brecht endows his creation with far greater structural unity by 

drawing the individual parts of the work more tightly together. The 

seemingly diverse problems which arise in the course of the plot all 

emanate from a single source, the ubiquitous spectre of overproduction. 

The stronger cohesion of the drama is achieved because.it delineates 

one stage of the capitalist crisis-cycle. The issue of the rent, like 

overproduction a problem of the utmost importance for, and immanent in, 

the fictitious society Brecht creates, also dominates the play. In 

this concentration of the plot the Versuche represents an artistic 

refinement of BBA 253. 
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Footnotes: 

Bahr, Bilhnenfassung, p.237. 

2 
See above, pp,76-79. 

3 The f • 6 75 text o this scene is published in Bahr, Bl\.hnenfassung, pp .1 5-1 . 

4 Of the 203 lines contained in the scene, the first section comprises 
133 lines. The first scene of the Vienna-version, in contrast, is 

5 

6 

7 

91 lines long, of which only 26 precede Angelas' entrance. The Vienna­
version had contained 32 lines taken almost literally from the original; 
only one of these lines recurs in BBA 253, and even it has been altered 
slightly. 12 lines, 2 of them verbatim, remain from the Vienna-version 
in BBA 253. 

This speech was originally spoken by the viceroy; but handwritten 
additions to the manuscript indicate that Brecht wanted Eskahler to be 
its author (in contrast to Walter Pache's assertion ("In der Fassung 
von 1932 nimmt der Vizek~nig schon in seiner ersten Rede Bezug auf die 
konkrete Situation ... "(Pache, op.cit., p.184))). 

Walter Pache states incorrectly that Angelas is chosen by the viceroy 
although he is an enemy of the state's present government ("Als Beauftragter 
fUr diese unpopul~re MaBnahme will man den Angelas gewinnen, obwohl er ... 
der gegenw~rtigen Regierung feindlich gesonnen ist ... "(Pache, op.cit., 
p.184)). Angelas is chosen precisely because he is t~eir enemy: 

"ESKAHLER Sie lasen die Zeitung 
von gestern abend? Seinen wilden 

Angriff? 
Auf uns und alles, was wir tun und 

nicht tun? 
VIZEK5NIG :Ich lassie. Eben drum."(253/4) 

Angelas also stresses that the success of the salt-tax depends upon the 
individual imposing it: 

ESKAHLER 

ANGELAS 

ESKAHLER 

ANGELAS 

Glaubst Du, das Volk ... 

wilrde auch seinerseits die neuen 
Lasten tragen 

die jetzt kommen? 
Jawohl, das wUrde es. 

Gereinigt wilrds -
auch eine Salzsteuer 

zahlen? 
:Es kommt darauf an, wer sie von ihm 

verlangt" ( 2 53/7) 

8 Frau Cornamontis' speech at the end of the scene recalls Ueberley's 
lament at the loss of custom in Scene Three of the Vienna-version (see 
above, p.96); however, it is no longer a subjective summing up of events 
("So bringen mi.ch denn teils der Krieg ... "), but an objective analysis 
of the situation in Lima: 

"Drei Tage befand sich die Stadt Lima in einem 
Freudentummel ... arm und reich verbrUderten 
sich, drei Tage lang, endlich geeint und durch 
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nichts geeint als durch ihre Hoffnung."(253/16) 

9 
At a later point in the play the salt-tax becomes necessary to stop the 

10 

11 

12 

strike undertaken by the civil-servants. 

Cf.: 

"Ich lese eben in der Zeitung, Tomaso Angelas, 
welcher ein grosser Freund des Volkes sei, habe 
die Macht ... ergriffen ... "(253/10) 

"In der Zeitung steht heute morgen: jetzt kommt 
eine neue Zeit."(253/15) 

Even Judith, upon whom the Callas family depends and whose fortunes seemed 
to improve when the landlord Calausa was captured by the Angelas men, is 
now forced to return to the old profession she despises. 

The civil-servants, themselves not actively involved in the class-struggle 
like Callas or Frau Tomaso and Palmosa, appear to have benefited from 
Angelas' rule; it should be noted, though, that they were prepared to 
take effective political action (by striking for their rights). 

13 The scene thus corresponds to III;i of MaB filr MaB, when the Duke of 
Vienna assumes the guidance of the plot to its denouement. The viceroy's 
employment by Frau Cornamontis enables him to monitor plot activity and 
be aware of the various substitutions which now take place. Angelas does 
not appear again until the last scene of the play. 

14 This motif is discussed at a later point (pp.205-208). 

15 Paul Kussmaul remarks: 

16 

"Reinheit und Unberilhrtheit sind ein Privileg 
der Reichen. Nur der kann sie sich leisten, 
der das ntltige Kleingeld hat."(Kussmaul, op.cit., 
p.98) 

This theme, however, though typical of the Vienna-version and its materialist 
attack on morality, does not do justice to the entire content of Scene Five 

of EBA 253~ 

Engberg, op.cit., p.177 .. 

17 Of the scene's 333 lines, not one has either a literal or almost literal 
counterpart deriving from the original or the Vienna-version. 

18 There are definite allusions in the scene to the arrest and "trial" of 
Jesus Christ as described in the Gospels. Calausa, like Jesus spat upon 
and manhandled, is also innocent of any other crime than that of being a 
"Tschich" (Jesus was crucified as the "King of the Jews"). The chief judge 
is also reminiscent of Pilate, the Roman governor who is most hesitant to 
sentence Jesus. As in the Bible, it is the insistence of the people 
which ultimately results in the death-sentence. 

19 Callas has brought charges against the landlord Calausa, but An.gelas 
sentences the "Tschiche" Calausa to death. 

20 
Cf.: 

"Mein Bruder ward verdammt, den Tod zu leiden. 
Ich fleh Euch an, laBt seine Stlnde tilgen, 
Den Bruder nicht!"(MaB filr MaB,II;ii,35-37) 
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Isabella's description of her weak brother ("Er ist nicht stattlich, und 
er ist kein Licht ... Schon als Knabe war er dick und ~ngstlich!"(253/50-51) 
recalls her counterpart's confirmation of the weakness of man and the con­
comitant necessity of mercy. 

In the second plan of BBA 253, Angler was far more direct in his intim­
ations: 

"angler schildert wie h~sslich es w~re wenn 
er wie klausner handelte und wie gerecht, 
wenn sie das los eva meixners teilen milsste, 
indem sie filr einen verwandten aufopferte. 
bevor sie (Isabella), sehr erschreckt, geht ... " 

( 266/47) 

Brecht planned that Angler should speak more strongly, or at least strongly 
enough to frighten Isabella; in BBA 253 Isabella is unaware of any threat 
to her virginity: Angelas says enough to convince Calausa and the Abbot, 
but not enough to compromise himself. 

Only Calausa's "Gibts eine Hoffnung?"(253/92), his "Bericht, was er auf 
Deine Filrbitte sagte"(253/92) and the fearful "Ja, soll ich sterben?" 
(253/94) recall similar lines in the original. 

23 The location of III;ii in MaB ftir MaB. 

24 
Throughout the scene there may be found humorous, even cynical criticism 
of the "virtuous" rich girl living off the hard labour of others: 

"Wc!!re es nicht geradezu unpassend, wenn Sie, filr 
die andere, weniger empfindsame Leute unter 
solchen Anstrengungen Geld schaffen, etwas tc!!ten, 
was Sie bei diesen Leuten ins Gerede brc!!chte!" 

(253/98) 

In reply to her mistress's question as to what reasons she would give for 
wanting to become a nun, Judith states: 

"Ich habe das Geld dazu, aber einen Mann zu 
heiraten, der mir gefiele, habe ich nicht genug 
Geld. Bei den Bedtirftigen Schwestern habe ich 
meine Bequemlichkeit, ich tue fast nichts den 
ganzen Tag, jedenfalls keine kBrperliche Arbeit, 
aber ich esse gut und wohne, ohne bel~stigt zu 
werden. So habe ich keine Sorgen wie andere!" 

(253/101-102) 

25 The passage in MaB ftir MaB is echoed when the viceroy thanks Angelas 
for his achievement: 

"dank lieber freund!"(253/132) 

26 Cf. : 

"ESKAHLER 

VIZEK~NIG 
Wir mtissens machen. 

Ich 
kanns nicht. Wer immer solches kBnnte: 

ich 
kanns nicht."(253/3) 

27 If "measure for measure" is correctly applied (as in the Duke's verdict 
in MaB filr MaB) in the class society, it is only because the circumstances 
allow it: 
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II Mass fUr Mass. Die eine 
wurde erniedrigt so, waru.m die andere nicht? 
Das ist doch die Gerechtigkeit, die wir 
bereit sind, unter Umstl:l.nden zu geben."(253/125) 
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Isabella should suffer the same humiliation as Judith, but the favourable 
position of the wealthy class at the time thwarts such objectivity. 

Cf.: 
II Was wUrden Sie sagen, wenn der Regen eines 
Tages von unten nach oben fiele? ... "(253/98) 

29 Cf.: 

30 

31 

32 

33 

34 

35 

36 

"Diese Bewegung sei bei der Schwl:l.che der Regierung 
und der Zerrtlttung der Staatsfinanzen nicht ohne 
Aussicht gewesen."(266/42) 

Siegfried Mews, "Brechts 'dialektisches Verhl:l.ltnis zur Tradition': 
Die Bearbei tung des Michael Kohlhaas," in: E .Bentley et al., ed., 
Brecht-Jahrbuch (Frankfurt/M., 1975), pp.63-78. 

Op . c i t . , p . 6 7 . 

Op . c i t . , p . 7 0 . 

Kleist refers to "die jl:l.mmerlichen Tiere, die alle Augenblicke sterben zu 
wollen schienen ... "(Heinrich von Kleist, Sl:l.mtliche Werke und Briefe, 
ed.H.Sembdner, 3rd ed. (Munich, 1968), Vol.4, p.50). 

Mews, op.cit., p. 71 . 

Mews, op.cit., p.65. 

Kleist, op.cit., p.40. 

37 This is the message of an early note by Brecht: 

"meixner kann seine ideellen rechte wohl 
erhalten, aber nicht halten solange er 
seine materiellen pflichten hat 

die rechte der unteren sind illusorisch 
bei solchen pflichten"(266/53) 

38 A further reference to clothes may be found in Eskahler's speech in Scene 
One on the reasons for the bankruptcy: 

"Die Leute tragen ihre AnzUge zu lang, bevor 
sie neue kaufen."(253/2) 

It was subsequently removed from the text of BBA 253. 

39 The tolling bells, the racial division and the salt-motif are common to 
both scenes; but in the latter the bells signal the unification of the 
people, not their segregation. 

40 See above, pp.76-79. 

41 Eskahler's predilection for affairs with minors is a relic of the Vienna­
version. 

42 A handwritten note expresses the sexual tolerance of the poor: 
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"Armengericht: Verst/:1.ndnis f. tl.bertriebenen Sexus." 
(266/19) 

43 S 
ee also Angelas' reply to Eskahler when refusing to receive the landlords: 

"Sagt ihnen, dass ich ftl.r die Sorge von ein 
paar 1:1.ngstlichen Kr/:1.mern kein Interesse hab." 

(253/53) 

44 Cf. their shared conception of the economy as a natural phenomenon. 
Eskahler describes the racist's outlook: 

"In Wirklichkeit kommt unsrer Kassen Flut 
und Ebbe nirgendsher. Das ist das Schlimme. 
So wie im Haushalt der Natur· die fruchtbaren 

Zeiten 
wechseln mit mageren, Ueberfluss mit Mangel 
so auch im Haushalt der Nationen. Woher 
kommen die rasenden Taifune? Woher steigt der 
feurige Schleim der Erde im Vulkan? 
Was ist der Mensch? An was tr/:1.gt er schon Schuld 
auf solchem winzigen Rtl.cken? Mtl.ssige Frage! Woher 

das kommt? 
Frager, woher kommst du? 
Der arme Bauer, der durch sieben Jahre 
gewohnt war, seinen ganzen Unterhalt 
dem Boden zu entnehmen, staunend steht er 
im achten Jahre vor dem leeren Boden. 
Warum ist da nichts drinnen? fragt er misstrauisch. 
Nun, sollen wir, vor leeren Kassen stehend im achten 

Jahr 
auch fragen, warum nichts drinnen ist? ... " 

(253/5) 

See pp.120-121 of this thesis. 

45 Cf. 266/42. Brecht refers to racial justice as "school-teacher justice" 
("den schulmeister interessiert nicht, was den Leuten fehlt, sondern 

46 

was ftl.r fehler sie haben."(266/59)). 

Cf.: 
"Ich selber werd gewiB nach 14 Tagen 
Wenn ich mit ausgeruhtem Kopf zurtl.ckkomm 
Dem Staate mehr helfen kBnnen als nun eben 
Da mir dem Mt.I.den Hoffnung fast gebricht." 

(262/1) 

47 This is without doubt a remnant of the Vienna-version; in a fragmentary 
section of the fourth act Frau Ueberley compares the Herzog to Ludwig II 
of Bavaria: 

"Der Mann benimmt sich immer mehr wie ein 
wirklicher Herzog. 

Vorhin war er ganz normal. 
Der leistet sich einen Privatwahnsinn. 
Da gab's einen KBnig, der lieB sich 

Felsengrotten bauen und 
Magisch beleuchten, dann setzte er sich auf 

einen elektrisch 
Getriebenen Kahn, der auf einem ktl.nstlichen 

Teich schwamm, und - dachte 
Dachte! Dachte so Uber alles nach. Ober die 

Welt, die Menschen 
Dachte, wie ein andrer Holz hackt." 

(267/147) 
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50 
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The connections between Callas and Kohlhaas are more obvious than those 
between Callas and the Frenchman Pierre Calas, whom Voltaire once defended 
in a murder trial. Walter Pache comments: 

Mews, 

Mews, 

Cf.: 

"Trotz der nahezu identischen Namengebung sind 
die Beziehungen von Brechts Sttick zum Fall 
Calas eher allgemein thematischer Natur: Brecht 
interessiert nicht so sehr der Fall selbst ... 
als die Verurteilung eines Unschuldigen, der 
(wie Kohlhaas) den fortschrittlichen btirgerlichen 
Kapitalismus verkBrpert, nach den MaBst~ben einer 
in religiBsen Vorurteilen befangenen feudalen 
Klassenjustiz."(Pache, op.cit., p.181, note 25) 

op.cit., p.67. 

op.cit., p.68. 

"!ch verstehe Herrn von Eskaler nicht. Was er 
macht, ist mir ganz unverst~ndlich."(267/174) 

52 She displays no sympathy towards the evicted Frau Tomaso, whose home 
she needs as her new premises: 

"Beeilen Sie sich, Frau Tomaso, ich muss noch 
heute abend mit allem drin sein."(253/82) 

53 See also: 

"Hier habe ich einen kleinen Vorschuss 
herausgequetscht. Aber vergiss nicht, 
dass ich daftir hart arbeiten muss." 
(253/87) 

Even "Albert" receives strict instructions about the conditions of his 
employment - total devotion to work is required at the cheapest possible 
price (253/85). 

54 Callas observes: 

"!ch habe nichts gegen Frau Cornamontis, aber 
sie sieht schon etwas auf ihren Vorteil." 

(253/85) 

55 It may be assumed that Brecht modelled his Judith on the Old Testament 
Judith. The similarities between the two are obvious: both are beautiful 
women who, as representatives of the oppressed starving and thirsty, cause 
the downfall of the oppressor (in the Bible this is Holofernes, the head 
of King Nebuchadnezzar's army of invasion). But the Biblical Judith 
differs in two important respects from her modern counterpart: she is, 
on the one hand, extremely wealthy and after the demise of her husband 
remains celibate, and on the other hand she views Holofernes' death as 
the beginning of a widely-based struggle for liberation. 

56 See pp.68-69 of this thesis. 

57 He speaks also of the "Angst des Todes"(253/129). 
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Brecht provides a rare description of outer, physical traits in the 
stage-directions for Scene Two: 

"BEI IHR STEHEN EIN P0LIZEIINSPEKT0R UND EIN 
GERICHTSSCHREIBER, BEIDE BARFUSS UND ZER­
LUMPT."(253/10) 
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59 Walter H • • • ( inck, Die Dramaturgie des sp~ten Brecht, 4th ed. GBttingen, 
1960), p.74. 

60 
See Reinhold Grimm, Strukturen. Essays zur deutschen Literatur 
(GBttingen, 1963), pp.8-43. 

61 
K~the Rillicke-Weiler, Die Dramaturgie Brechts (Berlin, 1966), p.91. 

62 
Aristotle, op.cit., pp.46-47. 

63 II 

See Andrzej Wirth, "Uber die stereometrische Struktur der Brechtschen 
Stilcke," Sinn und Form. Zweites Sonderheft Brecht (1957), pp.346-387. 

64 
Stevenson, The Achievement of Shakespeare's Measure for Measure, p.9. 

65 See pp.45-47 of this thesis. 

66 
Hinck, op.cit., p.74. 

67 See Grimm, Brecht. Die Struktur seines Werkes, pp.52-53 

68 See above, pp.197-198. 

69 

70 

71 

72 

Rtilicke-Weiler, op.cit., pp.137-146. 

"In the winter of 1932-1933, German agriculture was "<:=ursed" with a record 
harvest. There was a surplus of grain, potatoes, and even meat ... " 
(J. and S.Pool, Who Financed Hitler: The Secret Funding of Hitler's Rise 
to Power (London, 1979), p.475). See also Konrad Heiden, Der Fuehrer, 
trans. R.Manheim (London, 1944), Vol.2, p.403. 

Pache, op.cit., p.185. The tax amounted to twelve pence per kilo. 

Pool, op.cit., p.230. 

73 The Pools do refer to the "feudal atmosphere" lingering in the "mist-laden 
region east of the Elbe"(Pool, op.cit., p.479). 

74 Alfred Kurella, Mussolini ohne Maske. Der erste rote Reporter bereist 
It alien (Berlin, 1931). Cited from Bahr, "Roundheads and Peakheads ... " 
p.148, note 19. 

75 Bahr, "Roundheads and Peakheads 
pp.227-230. 

II . . . ' pp.147-149, and Bahr, Btihnenfassung, 

76 It is also conceivable that Fritz Sternberg exerted an influence here; 
he explained to the as yet politically unschooled Brecht the nature of 
the feudal society: 

"Im Altertum wie im Mittelalter wurde die Tatsache 
der Ausbeutung von beiden Seiten, von der 0ber­
wie von der Unterklasse, von den Freien wie von 
den Sklaven, von den feudalen Ftirsten wie von den 
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hBrigen Bauern, filr selbstverst1!ndlich, indiskutabel 
und niemals zu beseitigen gehalten. Gerade weil 
beide Teile davon wuBten, lagen die Klassen­
verh~ltnisse so offen zutage; gerade weil die 
Landwirtschaft der absolut dominierende Produktions­
zweig war, konnte man noch im ganzen Mittelalter 
die Ausbeutung der Unterklassen mit aller Deutlich­
keit "sehen"."(Sternberg, op.cit., p.47) 
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Feudal exploitation was transparently obvious; in the modern industrial 
state exploitation is no less brutal, simply more difficult to perceive: 

"Heute, in der modernen Industriegesellschaft kann 
man die verschiedenen sozialen Schichten nicht 
einfach mit den Augen sehen. Gehen Sie einmal in 
eine Fabrik, sehen Sie, was die Unternehmer, was 
die Direktoren, was die Angestellten, was die 
Arbeiter tun. Wenn Sie all dies gesehen haben, 
wissen Sie gar nichts."(op.cit., p.15) 

To a dramatist concerned only that his audience should "see", the viable 
portrayal of capitalism and its problems within a feudal structure must 
have seemed desirable. 

In his study of the function of history in Brecht's work, Die Funktion 
der Geschichte im Werk Bertolt Brechts: Studien zum Verh~ltnis van 
Marxismus und bsthetik (Tilbingen, 1967), Klaus-Detlef Milller includes 
an excellent analysis of the dramatist's inclination towards the parable. 
There are four factors determining this artistic choice. The parable 
is, firstly, of an analogous nature - the fictitious work of art has its 
roots in concrete reality. Secondly, it alienates reality by presenting 
it in a different, simplified light and so delineating its underlying 
laws. The parable is, thirdly, a didactic art-form, the message of 
which derives from a philosophical system. And lastly, the parable 
belongs to the epic genre. Milller concludes: 

"(Die Parabel) ist diejenige Form, die Brechts 
Intentionen am n~chsten kommt, weil sie sich 
unmittelbar aus seiner Kunstanschauung ergibt." 
(Milller, op.cit., p.213) 

7 8 Bahr, "Roundheads and Peakheads II . . . , p .149. 
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80 

81 

82 

"Realistisch heiBt: den gesellschaftlichen Kausalkomplex aufdeckend/die 
herrschenden Gesichtspunkte als die Gesichtspunkte der Herrschenden 
entlarvend/vom Standpunkt der Klasse aus schreibend, welche filr die 
dringendsten Schwierigkeiten, in denen die menschliche Gesellschaft 
steckt, die breitesten LBsungen bereit h~lt/das Moment der Entwicklung 
betonend/konkret und das Abstrahieren ermBglichend."(GW, 19, p.326). 

GW, 1 9, p. 32 7 . 

Pache, op.cit., p.185. 

See Bahr, Bilhnenfassung, pp.237-238 for a description of the manuscripts 
written between EBA 253 and the.Versuche version. 

83 Reinhold Grimm, Bertolt Brecht, 3rd ed. (Stuttgart, 1971), p.33. 

84 Klaus VBlker, Bertolt Brecht. Eine Biographie (Munich, Vienna, 1976), 
pp.173 and 332. 
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Bahr, Btlhnenfassung, p.238. 

Karl Marx, Das Kapital, in: Marx, Engels, Werke, Vol.23, p.254. 

R.Freedman, ed., Marx on Economics (London, 1970), p.170. 

Marx, Das Kapital, p.260. 

In her Btlhnenfassung, p.109, Gisela Bahr includes Eskahler's detailed 
economic analysis in her version of Scene One of the second complete 
draft (BBA 254); it should be remarked, though, that a handwritten line 
diagonally transversing this section and the preceding speech ("Nur eines 
ist nicht klar: woher das kommt."(254/5)) does suggest that it was meant 
to be excised at this stage. Furthermore, on 254/8 Brecht has included 
a brief analysis of the scene containing the statement "die grtlnde 
gestrichen". The speech on overproduction was first inserted in BBA 256, 
the third draft (256/4-5). Eskahler's speech in BBA 253, in which he 
analyses economic change in terms of natural development ("So wie im 
Haushalt der Natur die fruchtbaren Zeiten/wechseln mit mageren, 
Ueberfluss mit Mangel/so auch im Haushalt der Nationen ... "(253/5)), 
is not extant in the Versuche, but clearly forms the basis for the 
description of overproduction. 

9° Callas does not consume the abundant product of his labour, but must 
deliver it to the city: 

"Wir lebten von Holzl:l.pfeln and Wurzeln, 
da wir das Getreide in die Stadt ab­
liefern muBten ... "(Versuche, p.271) 

91 The contradictory nature of the capitalist overproduction is also 
stressed in Scene Five: 

"DER ANWALT (zu.r Ober>inl:Bedenken Sie, daB das 
Getreide dieses Jahr, da die Ernte zu reich war, 
nichts einbringt, so daB auch die Pachtherrn 
sich manchen Luxus versagen mtlssen. 
OBERIN:Wir haben auch Felder. Und leiden also 
auch."(Versuche, p.279). 

92 The influence of the Shakespearean original diminishes further as Brecht 
removes the section of BBA 253 in which Angelas is admitted to the 
viceroy's chambers. Brecht is interested in the machinations behind the 
deputation, not in the deputation itself. 

93 In the Versuche the viceroy's refusal to decree the tax is not motivated 
in any way. Cf. BBA 254: 

". . . Ich 
kanns nicht. wo doch der Angelas schon gegen mich 

trommelt, 
ich saugte das Volk aus, so die Macht misbrauchend, 

durch 
welches Getrommel er selbst zu solcher 
Macht gekommen ist. Salzsteuer! Wer immer 
solches kBnnte: ich kanns nicht. " ( 254/7) 

94 The viceroy, informed by Eskahler that he has already summoned Angelas, 
states: 

II Freilich. Ich vergaB. 

Du bist sehr ttlchtig."(Versuche, p.255) 
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95 Cf.: 

96 

97 

98 

99 

"ANGELAS 

ESKAHLER 

ANGELAS 

Ich h~tte Vollmacht? 

Ja. 
'sist nur die Salzsteuer 

die ich machen 
mtisst. 

das kBnnt man, wenn mans kBnnt, nicht 
heut und morgen 

erst mtisst das Volk ein volk sein. eine 
Einheit."(254/15-16) 

In BBA 256, the draft preceding the Versuche, the salt-tax complex has 
been excised in its entirety. 

See above, pp.270-274. 

See above, p.272. 

Compare "Die Lage im Stiden spitzt sich so zu, dass die 
Tschichenverfolgungen aufhBren mtissen."(253/52) with "Und wirklich/ 
sind die Berichte aus dem Stiden ~gstlich./Die Schwarzen Fahnen sind 
im Vormarsch. Auch/sind Ihre Truppen, Herr Angelas, ohne/gentigend 
Mittel, da die Kassen leer sind."(253/52). 

Cf.: 
II Der Calausa freilich 
der muB dran glauben, auch noch einige andre. 
Damit gerecht erscheint, was jetzt geschieht 
denn nur in einem Blutbad von AusmaB 
wird dieser Sichel Aufruhr jetzt erstickt. 
Drum jetzt: Gerechtigkeit, und drum jetzt: Geld!" 

(Versuche, p.299) 

100 The revolution is, of course, inseparable from the rent: 

1 01 

"DIE TSCHUCHEN:Nehmt doch das nicht ernst. Der Mann 
ist krank und aufgeregt. Doch er verschafft 
uns unsere Pacht zurtick, das ist die Haupt­

sach. 
Die Sichel muB weg. Dieser Calausa freilich 
ist nicht zu retten. Jetzt muB erst das 

Eigentum 
gerettet sein. Die Pacht: unsre und eure." 

(Versuche, p.300) 

Overproduction, or rather a means of surmounting it, is mentioned in this 
scene by the lawyer who, upon hearing Angelas order Callas to be diligent 
and productive ("Dein FleiB ists, nicht dein Jammer, was wir brauchen./ 
Was deinem Boden mangelt, das bist du!/Und was dein Boden nicht hergibt, 
gib du her!"(Versuche, p.319)), declares that it would be better to leave 
the field fallow for a year and so allow the price of bread to recover: 

"Und besser noch, laB deinen Boden liegen 
und ackere einmal ein Jahr gar nicht 
damit der Brotpreis sich erholen kann!" 

(Versuche, p.319) 
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102 Cf.: 

"Die Tschichen kann ich nicht leiden." 
(Versuche, pp.302-303) 

103 Cf. : 

"die bahnhBfe sind tlberftJ.11 t wegen der abreisenden 
tschichen"(1974/27) 

104 See b 66 a ove, p. 1 . 

105 

106 

107 

108 

Another instance of Brecht's removal of irrelevant comic sections from 
the text may be found in Scene Two, where the Angelas trooper no longer 
boasts that his commander awaited the decision of the government while 
ensconced in the "Palastlichtspielen"(253/11). 

The Abbot concludes that the Mother Superior will be freed since the 
"Sickle" no longer poses a threat: 

"Ich muB gestehn, ihr Hingehn schien mir erst 
ganz unvermeidlich. Aber eines leuchtet 
mir jetzt doch ein: der Sieg verfuldert alles. 
Dann kommt ihr wohl auch wieder heraus?" 

(Versuche, p.333) 

Although in BBA 254 the scene was numbered "12b" and followed the episode 
at the salt-depot ("V0R DEN SALINEN DES VIZEK0ENIGS"). 

Cf. : 

"Beinahe nebenbei gibt er die Salzsteuer heraus." 
(Versuche, p.342) 

109 This addition to the text alters the basis of Isabella's decision to for­
feit her chastity - it is now less likely to be interpreted as a philan­
thropic act than as the attempt to protect her economic status - and shows 
that Brecht is trying to change this figure according to the requirements 
of the class-struggle (in which only economic motivation is credible). It 
is noteworthy that Brecht excises the appeal made by Calausa's fellow 
prisoners (253/94). 

11 0 

111 

112 

This scene and the entire problematical area of Calausa's death sentence 
will be discussed in greater detail in the section on Angelas' character 
and his relationship with the ruling class (see pp.293-302). 

In the Versuche this interpretation is represented only by the ruling 
clique ("VIZEKbNIG (zu den P!J.ahtern):Haben Sie gehBrt: die Pacht muB 
nattlrlich bezahlt werden."(Versuche, p.354)) and their lackeys ("INSPEKTOR 
(zu einigen AngeZassoZdaten} : Wieder einer, der glaubt, daB er die Pacht 
nicht bezahlen muB. (Zu CaZZas) Lieber Freund, machen Sie hier keinen L~rm. 
Selbstverst~ndlich mtlssen Sie die Pacht zahlen, das w~re ja noch schBner." 
(Versuche, p.354)). See also Perez' attitude to Angelas' condemnation of 
the landlord in the section on race and wealth (p.307). 

In the corresponding speech in the Versuche, in which he replies to 
Angelas' assertion that he has failed his mission, Eskahler attaches as 
much value to the suppression of the "Sickle" as to the salt-tax, and even 
mentions the overproduction: 



" GewiB ein wtlster Haufen, doch 
wenigstens nicht banlcrott. VergeBt die 

Salzsteuer nicht! 
Und daB die Sichel aus ist und die PMchter 
jetzt zahlen mtlssen! Nein, wir sind jetzt, 

denk ich 

doch tlberm Berg. So werden wir sogar 
m~t dieser Sintflut von Getreide fertig 
die uns den Staat beinah verschlungen hMtt. 
Das war nicht leicht. Und das ist Euer 

Verdienst."(Versuche, p.362) 

The landlords now omit all mention of the salt-tax when trying to 
persuade Angelas to free Calausa. 
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11 3 It 

of 
should be noted that the viceroy's sardonic references to the quality 
justice in the class-society -

"Nun ist die Frtlhe da. An solchem Morgen, wo 
geh~gt wird, krMht kein Hahn. Nun wMr ich 
jetzt ohne Schuld, sttlnd keiner mir wohl bei. 
Und diese Menschheit wtlrf mir, der sie brauchte 
nur dies es Seil zu ! " ( 253/122) 

"Ich habe gehtlrt, hier soll gerichtet werden. 
Als ich bedacht, in welcher Art man wohl 
am besten geht, wenn wo gerichtet wird 
fand ich: als TMter. Diese Rolle schien mir 
noch die gerechteste."(253/124) 

- have been excised. 

114 See above, pp.245-247. 

115 Cf. also: 

116 

117 

11 8 

II 

Jedoch 
der kleine Kaufmann, Handwerker, Beamte 
mit einem Wort: der Durchschnitt sieht das anders. 
Er sieht nur Not und sieht den Aufruhr nicht. 
Er ist ftlr den Besitz, doch ztlgert er 
dem blassen Hunger ins Gesicht zu treten." 

(Versuche, p.252) 

Matthew, 5, 38. 

The description of the law as "Handel" conforms stylistically to extant 
material ("Und was die Sache Calausa anlangt:/FMll ich morgen den Spruch 
so wie ein rechtlicher/Kaufmann den Tausch vollzieht ... "(253/53)). 

This addition in the Versuche seems to be a further result of Borchardt's 
collaboration. The greater importance now assigned to the idea of 
sacrifice ("Opfer";"Opferfreudigkeit";"Opferkraft") suggests the conscious 
employment of National Socialist ja'rgon (Cf. Rainer Pohl, Struktur­
elemente und Entwicklung von Pathosformen in der Dramensprache Bertold 
sic! Brechts (Bonn, 1969), pp.45-46, and Richard Koenigsberg, Hitler's 

Ideology New York, 1975), pp.43-46). 

119 Brecht retains the strike motif despite Borchardt's advice to excise it 
on the grounds that it hinders the movement of the plot and is "gegen die 
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Idee, auch gegen die Angelas-figur" (see p.72). The problem hinted at by 
Borchardt is probably the fact that Angelas clearly has not succeeded in 
creating a new form of community spirit purged of economic interests if 
the civil-servants strike because they have not been paid. To a certain 
extent Brecht solves this dilemma, for Angelas is now deeply disappointed 
by the strike: 

"ANGELAS (ersahilttert) :So. Gingen sie? 
(Er geht gebroahen zum Fenster.)" 

(Versuche, p.314) 

120 See also: 

121 

122 

123 

"SCHUNIRELLO (ist zlJgernd auf AngeZa.s zugetreten): 
Niedrig, die Welt. 

ANGELAS (ohne umzusahauen):Oh ja ... 
SCHUNIRELLO: Kennt nur den 

Vorteil. 
ANGELAS:O Kri=!.merseelen! 
SCHUNIRELLO (iYl111 die Hand zart auf die SahuZter 

Zegend): 
Nehmt es nicht so schwer! 

(AngeZas sieht pZIJtzZiah auf und erbZiakt den 
spitzen Kopf des Tsahiahen.) 

SCHUNIRELLO:Ja, er ist spitz. 
ANGELAS ( sttfhnt und wend.et siah sahaudernd ab.) 

(Versuche, p.314) 

A conceivable model for the scene can be found in a newspaper clipping 
contained in the Brecht archives: a photo removed from the V~lkischer 
Beobachter entitled "Alles blickt auf Adolf Hitler!"(266/84), shows 
Hitler seated writing letters, a huge pile of which lies before him 
(Angelas is reading through a washing-basket full of letters sent to him 
by tenant-farmers). In the background government representatives are shaking 
hands with an army officer - the parallel to the plot of the Versuche is 
obvious. Identical circumstances occur in BBA 253, Scene Fourteen - is it 
possible that Brecht completed the draft as late as October-November 1932? 
- although both Eskahler and Angelas are occupied with the task. The 
version contained in the Versuche conforms more closely to the "model", 
and would have been more swiftly recognized by audiences of the time. 

In the first court-case Angelas' penultimate speech is lengthened by a 
passage in which, significantly, Calausa's crime is explicitly condemned: 

"Seht ihn jetzt stehn mit seinem spitzen Kopf! 
Ertappt auf niederm MiBbrauch seiner Macht. 
Denn nicht die Macht ist schlecht: der MiBbrauch 

ists."(Versuche, p.274) 

Rtilicke-Weiler, op.cit., pp.199-209 and Abbildungen 18-25. 

124 Frau Cornamontis complies with these rules of business in her dealings 
with Isabella. 

125 See p.202 of this thesis. 

126 
Compare the following: 

"VIZEK5NIG:Genug, Eskahler. 
Der Morgen kommt und unser ganzes Forschen 
Mit Hin und Her und noch einmal von vorn 



das Ganze durch, ergab zu jeglicher Minute 
doch immer nur, was wir nicht wissen 

wollten ... "(Versuche, p.250) 

"ANGELAS:Genug, Eskahler. 
Der Morgen kommt und unser ganzes Forschen 
mit Hin und Her und noch einmal von vorn 
das Ganze durch, ergab zu jeglicher Minute 
doch immer nur, was wir nicht wissen 

wollten ... "(Versuche, p.361) 
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127 Cf. also: 

"Von den gleichen Sttlhlen ert6nen die gleichen 
Reden ... (Der Vizek6nig) steht, wie einst Angelas 
selber, schon im Hof."(Versuche, p.361) 

128 K l . _ ussmau , op. c1 t. , p. 100. 

129 
Pache, op.cit., p.177. 

1 30 
Op.cit. , p. 182. 

131 Whereas the first scene of the Vienna-version contains thirty-two lines 
removed literally from the model, only one line of BBA 253, Scene One 
can be deemed Shakespearean. In Scene Five, similarly, the sixty-nine 
lines of the Vienna-version which recall the original have all been 
deleted in BBA 253. 

132 
Kussmaul's statement concerning the substitutions - "Das 
Stellvertretermotiv wird bei Brecht verdoppelt." (op.cit., p.100) -
is incorrect. 

133 Mittenzwei comments: 

"Shakespeare lieB sein Sttick mit e'inem 
KompromiB enden. Auch sein Herzog miBt am 
Ende nicht mit gleichem MaB, gibt nicht 
,,gleiches Recht ftir alle.". So verdeckte 
Shakespeare mit dem SchluB von Liebe und 
Gnade jene Probleme, die er in seinem 
Sttlck selbst mit aller Sch8rfe gestellt 
hatte."(op.cit., p.150). 

But the Duke does indeed enforce "measure for measure" - because Claudio 
is in reality alive, Angelo too must live. Not "death for death", there­
fore, but "life for life". This does not mean, though, that Shakespeare 
advocates strict, objective categories of judgement; it implies rather that 
mercy should be compatible with the law, be in harmony with it. The ending 
represents an ideal fusion of law and mercy, not a compromise. 

134 See b 272 a ove, p. . 

135 See pp.45-46 of this thesis. 

136 Mittenzwei, op.cit., p.162. Bahr also concludes that "the model of Lord 
Angelo was still there, and the real-life model never quite asserted 
itself ... "("Roundheads and Peakheads ... ", p.146). 



1 37 

1 38 

1 39 

140 

141 

Quoted from the introduction to the Cambridge University edition of 
Measure for Measure (op.cit., p.ix). 

It should not be forgotten in this context that Angelas inherits more 
character traits from the Brechtian figure of von Schwind than from 
his Shakespearean namesake (see above, p.224). 

Pache, op.cit., p.183. 
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See Gerhard Seidel, 
Edition. Untersucht 
p.52. 

Die Funktions- und Ge enstandsbedin theit der 
an poetischen Werken Bertolt Brechts Berlin, 1970), 

Rodney Symington places too much emphasis on the literary aspect of the 
reception process when he characterizes it as the endeavour by the play­
wright to cast off the shackles imposed by Measure for Measure ("Anhand der 
verschiedenen Manuskriptfassungen im Bertolt Brecht-Archiv kann man 
leicht feststellen, wie sich Brecht allm!!hlich von seinem Modell zu 
emanzipieren versuchte ... "(Symington, op.cit., pp.126-127)). That during 
the second stage of development Brecht added to his work material from 
the original (Claudio/Calausa's appeal for help, for instance) alone 
suffices to refute Symington's theory. 

142 G1· sela Bahr h d th 1 • t t th f as ma e eon y previous attempt o cap ure e essence o 
the second stage of development. Although she declares that her 1979 
essay will "focus on the stages of the play preceding and including the 
Peakheads version, i.e., it will primarily deal with the hitherto 
unpublished materials written in 1932 ... "(Bahr, "Roundheads and Peak­
heads ... ", p.143), this promise of concentrated, detailed analysis is 
not fulfilled. This becomes particularly evident in her description of 
the material comprising the second stage of development. Noting Brecht's 
politicization of Scene One, she states: 

"With these additions the basic function of the 
scene was established; in this form it was 
included in the first completed text, entitled 
Measure for Measure or The Salt Tax (BEA, 253). 
The further changes this scene underwent in the 
next two versions were primarily designed to 
clarify certain points. The economic crisis and 
the impending revolt of the tenant-farmers became 
more prominent issues, and the hostility of the 
Fascists against the rebellious farmers was 
emphasized more strongly ... Bree-ht -added to the 
Fascist rhetoric by borrowing phrases from 
Hitler's open letter to Chancellor Papen •.. " 
(Bahr, op.cit., p.145) 

Disregarding the most obvious error (the misquotation of the title 
of BBA 253), her comments contain a number of inadequacies. She discusses, 
firstly, only the development of the first scene, not of the entire play. 
Secondly, the changes she records were not "primarily designed to clarify 
certain points"(?!), but, to employ an observation by Werner MitteAzwei 
(made when defining the overriding preoccupation of Communist writers like 
Brecht), they were the product of the playwright's desire to expose "das 
wahre Gesicht des Faschismus" (Mittenzwei, op.cit., p.144). Gisela Bahr 
mentions, thirdly, an "economic crisis", when the critical socio-economic 
problem ultimately underlying the plot is in fact overproduction; that 
almost all scholars have ignored this aspect has led to a lack of under-
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standing of Brecht's creative activity during this stage of development 
(only Weisstein (op.cit., p.32) and Goldhahn (op.cit., P.46) acknowledge 
the factor of overproduction). Associated with this, lastly, is the 
inability to view the various changes as interrelated facets of a 
single process, to show the intimate connection between the material 
drawn from the VBlkischer Beobachter and Brecht's altered perception of 
Fascism, for example. 

See W.Abendroth, ed., Faschismus und Kapitalismus (Frankfurt, 1972), p.10. 

Franz Norbert Mennemeier provides a most concise analysis of Brecht's 
theory of Fascism and its dramatic application (Franz Norbert Mennemeier, 
Modernes Deutsches Drama (Munich, 1975), Vol.2, pp.44-54). 



PART III: The Third Stage of the Reception 
Process: BBA 257 - Endfassung 
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5. The Third Stage of the Reception Process: BBA 257 - Endfassung 

5.1. BBA 257 

On the day after the fire in the Reichstag Brecht left Germany with his 

family and travelled e~"tensively throughout Europe before finally set­

tling in late 1933 in Skovsbostrand, near Svendborg at the southernmost 

tip of the Danish island of Funen. Although very little definitive 

information is available - apart from the fact that in June 1933, 

Brecht had talked with Ernst Josef Aufricht about a production of 

Die Spitzkopfe und die Rundk8pfe in Paris 1 - it seems most likely 

that the bulk of work on a version superseding the Versuche was 

carried out.after Hanns Eisler's arrival in Skovsbostrand in March 

1934, and completed in June of the same year (on June 10, 1934, the 

newspaper Berlingske Tidende refers to a version of the play in the 

production of which Hanns Eisler collaborated 2 ). 

Klaus Volker declares in the Brecht-Chronik that besides Eisler only 

3 Margarete Steffin assumed a collaboratory role , but reference 

particularly to the handwritten sections of the manuscript of BBA 257 

(which bears the title Die Rundk8pfe und die Spi tzk8pfe. Mi t einer 

Musik von Hanns Eisler) reveals that Brecht's wife, the actress Helene 

Weigel, also made a considerable contribution. 

A noteworthy alteration to the introductory part of the new version, to 

which an appendix containing variants of Scenes Six and Eight has been 

affixed 4 , is the inclusion of descriptions not only of the country in 

which the play is set - "Das Land Jahoo (Sprich: Jahuh) ist eine 

transatlantische Insel von sudlichem Typus. Die Hauptstadt Luma zeigt 

deutliche Spuren raschen Verfalls. Die Hauser sind baufallig, aber 

von zarten Farben, sodass der Eindruck einer bezaubernden Landschaft 



entsteht." (257/3) - but also of the individual scene-locations: 

"Das P a 1 a i s d e s V i z e k 8 n i g s ( 1, 4, 7, 11) 
ist ein leichter, dreiteiliger Bau. Zimmer des Vizek8nigs, 
Vorzimmer und Hof sind gleichzeitig zu sehen. Beispiels­
weise sieht man in 7, wahrend das Gericht im Hof tagt, 
Eskahler im Zimmer des Vizek8nigs arbeiten und im Vor­
zimmer die Wache Karten spielen. Hinter der Hofmauer ragt 
ein ZeitungsgebHude auf, an dessen Front mitunter eine 
Leuchtschrift sichtbar wird. 

Die Gasse der Altstadt (2,8,11) erweitert sich zu einem 
kleinen Platz, an dem das Kaffeehaus der Frau Cornamontis 
seine Ruckfront hat. Einander gegenllber liegen zwei Vik­
tualienladen, dazwischen ein Tabakgeschaft. Die HHuser 
Sina: hodl und Schmal. Ober der Gasse hlingt Wasche an 
Stricken. 

Die HU t t e 
winzig und arm. 

des Pachter s Callas (3,11) ist 
Das Dach ist halb zusammengebrochen. 

Das Zimmer des Klosters Sankt Barbara (5) ist ein kleiner, 
weiss getUnchter Raum mi t ein par Holzstllillen und einem 
Kreuz an der Wa'ld. 

Das Kaffeehaus der Frau Corna.rrontis (6,9) ist zweiteilig. 
Man sieht den Barraum und das Nebenzimmer. Im Nebenzimmer 
hangt in einem goldenen Rahmen Tizians "Irdische und 
himmlische Schonheit". 

Das Gefangnis (10) besteht aus eisernen Kafigen, welche so 
aufgestellt sind, dass sie nach hinten einen Gang bilden. 
Ander Hintermauer klafft eine vergitterte Bffnung." 

(257/3) 
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The actress Helene Weigel's collaboration and these scene-descriptions 

are the most obvious indications of the theatrical orientation of the 

third reception period. Throughout this phase Brecht is concerned to 

prepare his work for the stage. 

5.2. Scene Analysis 

For purposes of methodological continuity and because the changes 

evident in EBA 257 are best understood on a scene-to-scene basis, the 

analysis of the manuscript will proceed as, firstly, those scenes 

which derive originally from Measure for Measure (Scenes 1,2,4,5,9 and 



11) and, secondly, Brecht's own creations (Scenes 3,6,7,8 and 10) 

are discussed. 

5.2.1.Shakespearean Scenes 

Scene 1 

Brecht endeavours to clarify the political message already extant in 
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the Versuche and adequately conveyed by the triad "landlords - tenant­

farmers/revolution - Iberin (formerly Angelas)/Fascism". The most 

obvious sign of his intention is the distillation of the germane 

problem of the class-struggle from the economic issues which tend to 

obscure it. In the Versuche Eskahler acknowledges the occurence of 

overproduction and its disastrous effects, notably the formation of the 

"Si.ckle"; but he continues to say that the country - now called 

5 "Jahoo", a conpletely imaginary or unreal land, therefore - has 

fallen into a state of serious decline because the taxes essential for 

the smooth functioning of the government and its representative bodies 

have not been paid: 

" ... Und der Staat zerfM.llt. 
Denn Steuern zahlt nicht Pachtherr und nicht Pachter. 
Am letzten dieses Monats 
Gehalter nicht bezahlen. 

k8nnen wir die 
Das ist das Chaos." 

(Versuche ,p. 251) 

In BBA 257, however, attention is focused directly upon the group of 

rebellious tenant-farmers - their activity above all threatens the 

stability of Jahoo: 

II ••• Und im Suden des Lands 
sammeln die Pachter sich um eine Fahne 
auf der gross eine Sichel steht: das Zeichen 
des Bauernaufstands. Und der Staat zerfallt." 6 

(257/6) 

Correspondingly, the salt-tax suggested as a means of boosting the 

state's weak economy has been excised and the landlords, the social 

class which previously played a negligible role until the sixth scene 



of the play, Il'OVe into the foreground as the true controllers of 

Jahoo's fate; the landlords alone are able to render the financial 

aid necessary to save the country and they, not Eskahler, demand the 

destruction of the "Sickle" -

"VIZEK5NIG 
ESKAHLER 

ti 

VIZEKONIG 
ESKAHLER 

:Wenn wir die Bahnen noch verpfandeten? 
:Sie sinds. Und zweimal. 

Und die Z8lle? 
Sinds auch. 

VIZEK5NIG :Die Grossen Fmf? Vielleicht gewliliren die 
uns eine Anleih, die uns weiter hilft? 

ESKAHLER 

Ueber ein Drittel allen guten Lands 
besi tzen s.ie allein. Die k8nntens. 

Ja. 
Nur, sie verlangen, dass man erst den Aufruhr 
der Sichel bricht, der alle Pacht geflihrdet." 

(257/6) 

336 

- and, although they apparently leave the solution of this problem to 

the viceroy and Eskahler, the latter, in reply to a question from his 

superior - "Halt! Die grossen Fuenf!/Sind sie fur ihn? Senst ist es 

Essig mit ihm!" (257/8) - which is additional evidence of Brecht's 

desire to highlight the class-front, reveals that Angelo Iberin has 

been financially supported and promoted in secret by one of the "Big 

Five" landowners ("Er wird von einem hergebrach t, der ihn/auch 

heimlich finanziert." ( 25 7 /8) ) . 

The Fascist task assigned to Iberin by the wealthy ruling clique 7 is 

more emphatically stated than in the Versuche; instead of citing the 

future dictator's description of his impoverished petit-bourgeois 

followers as "das Herz und Mark und RB.ckgrat der Nation" (Versuche, 

p.254), Eskahler now refers to their all-important military strength: 

" ... Kurz: der verarmte Mi ttelstand. 
Das sammelt er in seinem Iberin-Bund 
der ubrigens ganz gut bewaffnet sein sell." 

(257 /10-11) 
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Finally, Brecht attempts to reveal more effectively the distinction 

between the truth and the perception of the small business man and his 

social equals; the existential and the political (hitherto contra­

posed in the terse formula "Er sieht nur Not und sieht den Aufruhr 

nicht" (Versuche,p.252)), are now contrasted in a simpler, less 

abstract fashion: 

" ... Nun ist zwar die Sichel 
der reine Abschaum, der nichts zahlen will 

... der Durchschnitt meint jedoch 
dass uns der PM.chter nicht mehr zahlen k a n n." 

(257/7) 

Scene 2 

Brecht's treatment of this scene consists mainly in presenting its 

inherent contradictions as vividly as possible, with the theatre­

spectator in mind. The central aspect of the scene, the conflict 

between the people's united belief in Iberin and social reality, which 

concrete economic laws and especially the moral dictum of "dog-eat­

dog" determine, now becomes manifest as the citizens converse with 

one another in the street. When the landlord Callamassi advocates 
# 

that the civil-service be drastically pruned in numbers and its wages 

lowered, his friend Mungosi points out that this would have disastrous 

consequences for his tenant: 

"Das mlli;sen Sie Ihrem Mieter sagen, dass Sie 
seine letzten Kunden abbauen wollen!" (257/14) 

The fat proprietess of a delicatessen defends the prices she asks for 

her goods by reminding an enraged customer that she has to pay rent 

to the owner of the premises: 

II (Aus dem Viktualienladen rechts sturzt 
eine Frau mit einer Markttasche) 



FRAU :Sie sind viel zu teuer! In einer solchen 
Zeit flir ein Ei einen Peso zu verlangen! 
Meinen Sie, ich kann das Geld scheissen 
als einfache M8belladen-Besitzerin? 

EINE 
DICKE 
FRAU : (ist unter 

ihr nach) 
schenken! 
auch keine 

die Ladentur getreten und ruft 
Ich sell Ihnen wohl meine Eier 
Dann durfte der Hausbesitzer 
Miete verlangen ... " (257 /14) 
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The funct:i--on of exposing the fallacy that Iberin will abolish social 

ills and introduce a "new era", that he can in fact fulfil the expec­

tations of all sectors of society, a fallacy previously indicated by 

Frau Cornarnontis (" ... Niernals noch war die Arrnut so gefeiert warden, 

arm und reich verbruderten sich, drei Tage lang, endlich geeint und 

durch nichts geeint als durch ihre Hoffnungen." (Versuche ,p. 261)), has 

also been executed by a brief exchange between the fat lady, the 

tobacconist Palmosa and Callarnassi -

''DIE DICKE 
FRAU :Jetzt geht es den Reichen an den Kragen! 
CALLAMASSI:Meinen Sie? 
PALMOSA :Die Pachtherren werden nichts zu lachen 

haben! 
CALLAMASSI:Aber gegen die PKchter, die die Pacht nicht 

zahlen wollen, geht es auch! 
PALMOSA :In der Zeitung steht heute morgen: jetzt 

beginnt eine neue Zeit! 

(Man sieht: man sollte nicht alles glauben, 
was in der Zeitung steht.)" (257/23) 

- but above all by the "Hyrnne des Erwachenden Jahoo". This song, which 

is dramatically motivated (" ... wir wollen den Ausmarsch der Truppen 

ansehen und uns an dem Gesang der Bev81kerung beteiligen." (257/18)), 

but nonetheless, because of its poetico-philosophical nature 8 , 

retards, and stimulates the audience's critical attitude towards, the 

action of the play, increases the satirical implications of the drama 

(the "awakening Jahoo" is a barely veiled allusion to the Nazi theme­

song II Deutschland erwache ! 11 9 ) and expresses in a more pregnant, pi thy 

form the contradictions evident on the dramatic level: 

11 Bittet den Iberin, dass er die Mieten uns senke! 



Und sie zugleich 
Auch noch erh8h in sein'm Reich 
So auch des Hauswirts gedenke ! " (257/19) 

In the Versuche it is strongly suggested that the fat lady's reason 

for exposing her peakheaded neighbour is materialistic, but the 

section in which the betrayal takes place is brief and, Brecht 

clearly felt, not explicit enough. In BBA 257 the woman's motive is 

unambivalent - "Da gehen Sie doch zum Tschichen! Da! Dort kriegen 

Sie die Eier fur einen halben Peso! Dort ist es aber auch Gottsei-

dank geschlossen seit heute morgen!" (257/14) - and her subsequent 

act of betrayal, the basis for the rise to power of Iberin/Hitler, 

enacted at length and provided with a musical accompaniment for 

emphasis ("EINE MUSIK SETZT EIN, WELCHE DIE GRAUSAMKEITEN UND WIDER-

10 SINNIGKEITEN EINER VERWIRRTEN ZEIT ANDEUTET." (257/15)) 

To demonstrate one of the main truths of the play, that a betrayal of 

one's class-allies and subscription to socially neutral, racial­

biological theories is a betrayal of one's own economic interests, 

Brecht includes a small episode in which the fat delicatessen owner 

is blackmailed into buying a sign confirming her racial purity, but 

does not receive the change owed from the transaction: 

"3.HUA : ... Das Plakat kostet dreissig Pesos. 
Aber das Geld verzinst sich mi t drei­
hundert Prozent, das kann ich Ihnen 
versichern! 

DICKE FRAU:Geht es nicht fur zehn! Ich verkaufe 
doch nichts. 

IBERIN-
SOLDAT :(drohend) Es gibt auch Leute, die den 

Spitzkopf im Herzen haben! 
DICKE FRAU:Geben Sie her! (Sie zahlt aufgeregt) 

Konnen Sie auf fl.infzig herausgeben? 

3,HUA 

(sie hlmgt das Plakat "Tschuchisches 
Gesch!lft" auf) 

:Jawohl. Zwanzig Pesos zuruck. Treu im 
Kleinen 

(Aber er geht weg, ohne zuruckzugeben) II 

(257/16) 
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This episode, indeed the entire scene, shows the far greater power 

wielded by Iberin's henchman, the prison commandant Zazarante, and 
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his followers, the "Hutabschlligerstaffel" or "Huas", obvious ciphers 

for the SS and SA 11. Brecht portrays the latter, not as racial idea­

lists, but as racketeering gangsters intent only on reaping financial 

gain. When, therefore, they condemn the greed and materialism of 

the peakhead (" ... Der Tschiche ist von niedrigem Materialismus 

beherrscht .... " (257/18)), the audience becomes aware of considerable 

hypocrisy and is obliged to doubt the validity of their subsequent 

assertions: 

"Nur nach seinem Vorteil strebend, verleugnet 
er sein Vaterland, in das er Uberhaupt nicht 
hingehOrt. Der Tschiche kennt keinen Vater 
und keine Mutter ... " (257/18) 

In this way Brecht provokes criticism of the key aspects of Nazi race­

ideology. 

Scene 4 

In the Versuche, Scene Six, Brecht inserts projected material which 

reports on the conflict in the South between the government troops and 

the farmers. The in;,ortance of this struggle becomes obvious in the 

course of the scene as Callas and the landlords take cognizance of it 

and adapt their thinking and strategy accordingly. In BBA 257 these 

signs appear in the course of Scene Four, a thematically more logical 

placement, for it stresses the political function of racism. The first 

sign informing the people gathered in the courtyard about events on 

the national level has been placed at the beginning of the scene and 

it states that Iberin, the landlords' willing puppet, is avidly 

interested in the tide of battle ("DER STATTHALTER NIMMT STUENDLICH 

DIE BERICHTE UEBER DEN STAND DER GROSSEN SCHLACHT ENTGEGEN II 



341 

(257/34)), and that the strength of the "Sickle" is being sapped by 

the desertion - instigated by the arrest of de Guzman (formerly 

Calausa) - of many tenant-farmers to the government side (" ... DAS 

UEBERLAUFEN VON PAECHTERN ZU DEN REGIERUNGSTRUPPEN DAUERT FORT." 

(257/34)). Iberin finally assumes control of the de Guzman case just 

as it is announced that the tenant-farmers have broadened their 

attack: 

"LEUCHTSCHRIFT-

IBERIN 

:AUCH AUS DEN NOERDLICHEN BEZIRKEN WERDEN 
JETZT KLEINERE AKTIONEN AUFSTAENDISCHER 
PAECHTER GEMELDET. 

:Da das Gericht den Kern der Sache nicht 
herausfinden konnte, 

Ubernehrne ich den Fall. .. " (257/43) 

That the trial is not essentially the product of racial fanaticism, 

but rather a clever manoeuvre in the class-struggle thus becomes 

glaringly apparent to the spectator.: 

Brecht also attempts to delineate m::>re effectively the viewpoints held 

by the parties involved in the court-case. The common people want to 

see de Guzman hanged, of course; they succumb to the illusion, which 

has caused many of the tenant-farmers, typified by Callas, to 

relinquish their arms, that Iberin, the prophet of the "new era", is 

a practitioner of (lower) class-justice: 

"EIN ANDERER MANN:Auch das Gericht sell wissen., 
dass ftir das Land Jahoo eine 
neue Zeit und eine neue Gerech­
tigkeit angebro·chen ist! 

LEUCHTSCHRIFT 

DIE MENGE 

:DER STATTHALTER BEZEICHNET IN 
EINER REDE VOR DEN SCHULLE:HFERN 
DEN KAMPF IM SUEDEN ALS EINEN 
KAMPF DES RECHTS GEGEN DAS UN­
RECHT. 

:Setzt Euch alle nieder und geht 
nicht weg, bevor hier ein gerech­
tes Urteil gefallt und der Pacht­
herr gehangt ist!" (257/36-37) 

The news-flash, which, it should be noted, has been positioned by 
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Brecht to interrupt, and show the false basis for, the hopeful cries 

of the poor, reinforces the truth that Iberin's "neue Gerechtigkeit" 

stands beyond class differences~ he does attack a landlord, but also 

the tenant-farmers, and insists that both campaigns, the legal and the 

armed, are being waged under the aegis of justice. 

Perhaps to counter the impression which might arise in the mind of the 

spectator that Iberin does represent impartial justice, Brecht has 

transferred to Scene Four material from the second court-case (Versuche, 

Scene Eight) in which the lawyers take the position that the relationship 

between Judith and Calausa involves love. In the monologue in Scene 

Two Judith mentions calausa as her first lover and there can be no doubt 

in the audience's mind that theyi,do ,in reality feel affection for one 

another. This becomes evident in de Guzman's reply to the accusation 

that he took advantage of his economic superiority when seducing Judith -

"Ich hatte den Eindruck, dass es ihr nicht un­
angenehm war, als ich mich ihr nlilierte." (257/46) 

- and in Judith's reaction to Iberin's subsequent inquiries: 

"IBERIN: (zu Judith) Was sagen Sie dazu? 

JUDITH SCHWEIGT 

IBERIN:(zum Inspektor) FUhren Sie den Ange­
klagten hinaus ! 

(de Guzman wird hinausgefuhrt) 

IBERIN:(zu Judith) Wollen Sie sich jetzt dar­
uber aussern, ob Ihnen die Annaherung 
des de Guzman angenehm war oder nicht? 

JUDITH: (unwillig) Ich kann mich nicht erinnern." 
(257/46) 

Because there is the strong possibility that love has played an important 

part in their affair and that the case against de Guzman will therefore 

have to be dismissed, Iberin resorts, significantly, to mockery of the 

peakheaded de Guzman's physical appearance and readily accepts as binding 

evidence the testimony of the roundheaded Frau Cornamontis ("Ich muss 
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sagen, dass Judith Callas, so t~chtig sie sonst ist, eines meiner 

temperamentlosesten M~dchen ist." (257/47)), although he despises her. 

The expression of his racial bias culminates in his triumphant "Sie 

sind Tschiche! Und das ist der Kern des Falles ! ... " (257/48)). 

To contrast both the people's hatred of the wealthy and Iberin's racism, 

Brecht accentuates the Chief Judge's political allegiance. When the 

clerk of the court explains that the mob has dragged de Guzman from 

his cell and intends to have him tried again, the Chief Judge no longer 

merely answers that de Guzman was released because he, and not Judith, 

was the injured party, but refers primarily to the defendant's social 

standing -

"Herr de Guzman ist einer der gr8ssten Pacht­
herren des Landes. Er ist bereits vor drei 
Tagen aus seiner ungesetzlichen Haft ent-
lassen warden. Er war es, der belastigt wurde." 

(257/35) 

- and so betrays his class-bias. He is, furthermore, content that the 

rich landlords testi.fy as witnesses in the case, and the angry crowd's 

objection to this decision ("Feine.Herren gegen arrne Leute als 

Zeugen!" (257/38)) provokes nothing more than a warning against perjury. 

De Guzman himself expects sympathy and help from the judge; when asked .. 
what happened when he and Judith met in the street, de Guzman relates 

his version of the incident, then surreptitiously begs for asylum: 

" ... (Leise) Ich bitte, rnich in Haft zu nehmen." 
(257/38) 

In BBA 257 Frau Cornamontis' button-throwing expe.riment, which remained 
' 

unchanged throughout the second stage of development, undergoes a con­

siderable transformation, although its basic function does not alter. 

Now in song-form, as the "Ballade vom Knopfwurf", it interrupts dram­

atic continuity more definitely and delivers a broader commentary than 
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before. In BBA 253 and the Versuche Frau Cornamontis, referring in 

particular to the trial, demonstrates to Callas that the poor man 

will ever be downtrodden in the capitalist system; now she explains 

that rooney is the decisive factor in all human affairs, whether it 

concern love ("Dir wird Liebe nicht geschenkt hienieden/Wenn du Liebe 

brauchst, musst du bezahlen." (25 7 /51) ) , the family ( "Wenn du Ruhe 

willst und halbwegs Frieden/Musst du deinem Bruder das bezahlen." 

(257/52)), or, as in Callas' case, the law ("Was du imrner anfangst, 

Freund, hienieden/Unrecht oder Recht: du wirst bezahlenl" (257/53)). 

Like the "Hymne des Erwachenden Jahoo" the ballad is well integrated 

into the scene ("Ich werde Euch eine kleine Geschichte erzahlen, damit 

Ihr meine Meinung Uber solche Fl:l.lle kennen lernt." (257/51) 12 ) and 

is still intended as a warning to Callas, who ignores it: 

"Sie haben wohl Dreck in den Ohren, liebe Frau! 
Der Statthalter hat ausdrlicklich betont, die 
Pacht ist nebensachlich! Ich bin gerettet!" 

(257/53) 

Brecht requires of the actor playing Callas that, having made this 

statement, he behave like a man suddenly inflicted with blindness, so 

implying that Frau Cornam.ontis is correct in her analysis of the 

situation and ensuring that the audience does not fall prey to Callas' 

illusion: 

"(Frau Cornamontis bricht in ein schallendes Gelachter 
aus und zeigt mit dem Finger auf den Pachter Callas, 
der sich genau so benimrnt, wie man es von einem mit 
Blindheit geschlagenen Mann erwarten kann.)" (257/53) 

Scene 5 

The most notable modification to this scene is that the parties con­

cerned are already aware that de Guzman has been condemned and awaits 

execution; when the family lawyer objects to the Mother Superior's 



demands, declaring that de Guzman depends for his livelihood entirely 

upon the income from the rent, she retorts: 

"So viel ich weiss, ist Herr de Guzman im Augenblick leider 
nicht mehr in der Lage, viel repri:l.sentieren zu mussen." 

(257/57) 
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In these circlJI!\Stances Isabella does not wish to enter the convent for 

religious reasons, as before; the plan is rather that the convent should 

protect her in times of racial persecution -

II ••• Vielleicht denken Sie aber daran, dass das Fraulein nicht 
ohne Grund hier eintritt ... Wir sprachen bereits von der 
Abstammung." (257/59) 

- and, as a racially pure establishment, assume responsibility for the 

property belonging to the de Guzman family: 

"ANWALT:Gut, da hatte ich nur noch einige Fragen. (er liest 
von einem Zettel ab) Ob die Gueter dann in die Ob­
hut des K.losters uebergehen? Ob die Beduerftigen 
Schwestern unter Umstaenden 1.llll sie auch Prozesse 
fuehren wuerden? Ob sie diesbezuglich sofort eine 
Ve:cpflichtung eingingen?" (257/58) 

Because he underlines the importance both of racism and private property, 

but above all because he enlarges the role of the Church and gives new 

depth to the titular theme of "Reich und reich gesellt sich gem", 

Brecht blends the scene more thoroughly into the play, from the thematic 

and the pragmatic points of view. Furthermore, although he has 

already made it clear that Isabella's motives for desiring the unworldy 

life of a nun are not as pure as in previous versions, Brecht intro-

duces a device meant to cast more shadows upon her character - both 

Isabella and the lawyer read from a sheet of paper the respective 

reasons for their visit, and the playwright's intention is, without 

doubt, not to contrast the two events, but to infer their similarity 

and so to suggest that Isabella's outlook, like the lawyer's, is coolly 

rational, that her religiosity does not spring from deep emotional 

wells. One of the truly Shakespearean remnants, Isabella's saintliness, 

13 
is thereby suppressed 
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The scene's structure has also been adjusted and it now resembles 

Scene Three with an Aristotelean peripety caused by the arrival of a· 

messenger. At the beginning of Scene Five, the Mother Supe:dor asserts 

that racial differences are unimportant in comparison to financial 

agreements: 

"ANWALT: ... Wir kommen jetzt zu dem Wichtigsten, Frau 
Oberin. 

OBERIN:Ja, allerdings. 
ANWALT:Aha, Sie sehen das auch als eine Schwierigkeit 

an! 
OBERIN:Leider. 
ANWALT:Ja, die Abstammung des Fr~uleins k8nnen wir 

nicht in Abrede stellen. 
OBERIN:(erleichtei±)Ach so, das meinen Sie? Ich meinte 

etwas anderes ! 

(Sie steht auf, geht auf Isabella zu und fiihrt 
ihr mi t der Hand unter die Haube. Sie lacht laut.) 

OBERIN:Spitz, das ist nicht zu leugnen. Ntm, das hat hier 
nichts auf sich. Das sind Aeusserlichkeiten. Wenn 
sonst alles in Ordnung ist, hat das nichts zu 
sagen. (Sie setzt sich wieder) Also jetzt das 
Wichtigste: der monatliche Zuschuss ... " (257/56-57) 

But when the nun she has summoned informs her of occurrences in the 

courtyard, and the lawyer requests that Isabella receive immediate 

protection - "Frau Oberin, unter diesen Umstzl.nden m8chte ich Sie 

bitten, das Fr~ulein unter Ihre Obhut zu nehmen. Die Strasse scheint 

mir gewisse Gefahren zu bergen." (257/60) - the Mother Superior, like 

Callas when confronted by Lopez' appeal for shelter in Scene Three, 

adopts a completely new attitude towards the problem of race and it 

again creates a schism between economic allies: 

"ANWALT:Soll das heissen, dass Sie dem Fri3.ulein ein 
Asyl verweigern? 

OBERIN:Ich bin filr diese stillen Mauern verantwort­
lich, mein Herr. Ich hoffe, Sie verstehen die 
Situation, ohne dass ich aussprechen musste, 
was ich ungern ausspreche." (257/60) 

The motif of betrayal, the key to the success of Iberin/Hitler and his 

retinue, occurs herewith for the fourth time in the play and cannot 

escape the scrutiny of the audience, particularly since each act of 

class-disloyalty receives a musical accompaniment. Economic interests 
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are not forgotten, however, for although the Church refuses to inter­

vene on Isahella's behalf, it will attempt to protect de Guzman's 

property: 

"ANWALT:Und was wird aus den Abmachungen, die de 
Guzmanschen Gueter betreffend? 

OBERIN:Wir stehen zu unserm Wort, wo wir irgend 
koennen." (257/60) 14 

Scene 9 

The thematic intention of this scene, in which Judith grooms herself 

until she is an exact "replica" of Isabella, is to demonstrate that 

racial differences are only skin-deep, that the factor separating 

human-beings from one another is wealth. Brecht now reinforces this 

message - "Arm geht fur Reich und filr die Nonn die Hur." (257/125) -

when Isahella expounds. the three main virtues of chastity, obedience 

and poverty: 

" ... Ach, ich wilnschte mir stets, meine 
Kindheit m8ge nie enden 

Wilnschte mir froh meine Tage und still meine 
Nlichte. 

Ach, gesichert zu leben in reinlicher Ka:mmer 
vor Mannes-

gier und Roheit fu.r i:rmner, ist, was ich mochte. 

Aller Tugenden schonste ist der Gehorsam. 
Wie soll ich wissen, was fur mich gut ist? Das 

Eine 
Weiss ich: der Herr meint es gut mit mir, und 

drum sag ich: 
Nicht mein Wille geschehe, sondern der seine. 

Aber vor allem, was sein muss, ist Armsein das 
Erste 

Und es soll mir nicht Last, nicht Opfer, noch 
Harm sein. 

Ach, verlange von mir, Deiner Dienerin, immer 
das Schwerste! 

Um das, was Du willst, zu tun, oh Herr, muss 
ich arm sein." (257 /122-123) 

Isabella, because she is rich, can embrace these virtues voluntarily. 
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Judith, because she is poor, has no choice but to espouse the "virtue" 

of poverty; consequently she cannot afford, in the most literal sense 

of the word, to be chaste and must tolerate the advances of every 

solvent suitor - Frau Co.rnamontis, not God, is her "lord and master". 

The goal of this new episode is not primarily to re-emphasize that 

the noral stance is a luxury, but to manifest in the most effective way 

what really differentiates the two figures: they are, respectively, 

the subject and embittered object of political economics. In this new 

section which fuses the episode in which Frau Cornamontis refuses the 

Angelas soldiers because they have no money and the repetition of 

Isabella's speech from Scene Five when she expresses her desire to 

enter the nunnery, Brecht achieves his purpose more economically and 

more emphatically because he concentrates on the scene's central 

figures, Isabella and Judith. 

Scene 11 

This scene contains textual material already extant in the last scene of 

the Versuche, excerpts from Scenes Seven and Twelve of the previous 

version, and an abundance of new material. The greater part of the new 

scene to emerge from Brecht's rewriting is connected with the figures 

15 of Iberin and Zazarante, and will be analysed in a separate chapter . 

It should be noted at this point, though, that the shift in emphasis 

particularly obvious in BBA 257, Scene Ten from the confined theme of 

class-justice (the "P~chtergericht") to a general affirmation of history 

as a continuum of class-struggle 16 is also reflected in this final 

scene. As in Scene Ten, material specifically concerned with the 

17 problem of jus.tice has been expurgated, and the attention of the 

audience drawn towards the substitutions - which confirm the 
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circularity of the play's action and the universal prevalence of class 

18 distinctions over any other - by means of a musical II commentary" 

("DIE MUSIK SETZT EIN, WELCHE DIE GRAUSAMKEITEN UNO WIDERSINNIGKEITEN 

EINER VERWIRRTEN ZEIT ANDEUTET." (257/144)) and because the viceroy 

now describes their respective backgrounds, thus clearly indicating their 

thematic significance: 

"Ich h8r, Du hast da einen reichen Mann 
zum Tod verurteilt, weil er einem armen 
die Tochter nahm. Er soll zum Galgen gehn. 
Er ist ein Tschich und durft nicht Unrecht tun. 
Da steht ein Mann. 's ist wohl der reiche Tschiche? 

Herr Iberin, die Tochter dieses Manns 
ging f~r den Vater einst zum tschichischen Pachtherrn. 
Hohe Gerechtigkeit, von Dir geubt 
schickte den Pachtherrn in den Tod. Und nun 
ging, wie ich weiss ... 

des Pachtherrn Schwester, eine Tschichin, wie 
die Tschuchin einst, fUr ihren Anve:rwandten 
zu helfen ihm, au£ Frauenweis, durch Hingab. 
Ein Tschuche fand sich, der das Opfer annahm. 
So fingst Du einen zweiten Fisch: die Tschichin 
und Pachtherrnschwester ... " (257/143-145) 

Brecht further ensures that the audience reflects on the meaning of the 

substitution by having the viceroy declare cynically that de Guzman 

should be released because his vassals love him so dearly!: 

"Warum, de Guzman, geb ich Dich wohl frei? 
Weil, nun, weil dieser da, Dein Pachter, es 
so wenig wtmscht, dass Du gehfuigt wirst, dass 
er liebBr selber geht, gehangt zu werden. 
Des wei tern geb ich Dich auch frei, weil diese 
des Pachters Tochter, lieber auf den Strich geht 
als dass sie Dich geh~ngt sehn musst, das heisst, weil 
Du so beliebt bist, drum geb ich Dich frei. 11 

(257/146) 

5.2.2.Brechtian Scenes 

Scenes 3, 6 

Scene 3 

In this scene the emphasis shifts from the issues of the rent and the 
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salt-tax to the themes of revolutionary struggle and the private owner­

ship of the means of production. The "Si:chellied", already in the 

form it assmnes in the final version, is perhaps the best indication 

of these changes, but there are numerous others. The tenant-farmers 

no longer agree to forgo payment of the rent on the first of the month, 

for example, but are "entschlossen, zu den Waffen zu greifen" (257/26). 

In a passage newly included in the scene Lopez (formerly Perez) 

proclaims their revolutionary goal, not simply an economic measure but 

the overthrow of the entire class-system: 

" ... Es ist heute der 11.September, ein Tag, den Ihr 
Euch merken mUsst, denn an ihm greifen die PHchter 
zu den Waffen, um fUr alle zeiten die Unterdrilckung 
der Pachtherren ab'zuschutteln oder zu sterben~" 

(257/27) 

Furthermore, Callas is now interested, not in acquiring two bags of 

salt, but in expropriating his landlord's horses ("Ich komme nicht 

ohne Gaul zuruck!" (257/32)), for without them he must act as his own 

horse: 

"So, Kinder, sieht euer Vater aus,wenn er vom 
Pfluegen zurueckkommt, weil er sein eigner Gaul 
ist. II (257/26) 

The most noteworthy aspect of the scene, however, is that it is now one 

and a half times larger than in the Versuche, the additional material 

elaborating upon the contradiction inherent in the scene between Callas' 

perception of Iberin's justice as social justice and its true, racially­

based nature. The audience is made to realize more clearly the falseness 

of his conception as Lopez, Callas and the other farmers discuss Iberins' 

"seizure" of power and first official act. One - peakhead - landlord may 

be in prison awaiting sentence, but the other - roU11l!dhead - landlords 

retain their economic control: 



"CALLAS 

ERSTER 

:Ich gehe jetzt in die Stadt Luma und melde 
mich bei dem Iberin. Wenn er mir die Acker­
gaule verschafft und die Pacht erlasst, 
brauche ich nicht mehr zu karnpfen. Der de 
Guzman ist ein Tschuche und muss das Maul 
halten. 

PAECHTER :Ja, Euer Pachtherr ist ein Tschiche, aber 
unserer ist ein Rundkopf. 

DRITTER 
PAECHTER :Also sollen die Pachter jetzt nicht mehr 

gegen die Pachtherren vorgehen? 
PARR :Dech: die tschuchischen Pachter gegen die 

tschichischen Pachtherren! 
LOPEZ :Und die tschichischen Pachter, sollen die 

auch gegen die tschuchischen Pachtherren 
vorgehen? 

PARR :Tschichische Pachter gibt es wenige. Der 
Tschich arbeitet ungern. 

FUENFTER 
PAECHTER :Aber tschuchische Pachtherren gibt es viele. 
PARR :Das ist diese Zweitracht: Tschuchen gegen 

LOPEZ 

PARR 
VIERl'ER 

Tschuchen, die aufh8ren muss. 
:Dass der Regen da durch das Dach lauft, muss 
auch aufhoren. 

:Der Tschich ist auch schon verhaftet. 

PAECHTER :Aber durch rnein Dach regnet es auch, und 
mein Pachtherr ist ein Tschuch." 

(257/30-31) 

The racial division does not coincide with the class-front. 
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Finally, whereas in the Versuche Callas decides to support Angelas before 

the messenger arrives to announce his racial policies, in BBA 257 he 

only reaches his decision after this occurs. He is thus confronted 

both with his landlord's arrest and its racial motivation - prior to 

his resolve to desert the "Sickle". In this way his tragic political 

shortsightedness is presented with greater clarity; for in the Versuche 

it may have seemed to the spectator that Callas was justified in his 

action, based as it was only on a consideration of the fact that 

calausa had been imprisoned. 



Scene 6 

This scene falls clearly into two parts. The first part, consisting 

to a great extent of material from Scene Six of the Versuche and new 

text, is set, as before, in the coffeehouse and has approximately the 

same length as Scene Six in the previous version. The second part 
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takes place in the backroom of the same coffeehouse; textually it 

incorporates a large proportion of new matter, as well as those sections 

of the Versuche, Scene Seven, in which the injured landlords, Eskahler 

and especially Angelas determine the trial's terms of reference. By 

means of the spatial division of the scene, Brecht re-employs his 

technique of using different localities to highlight differences of 

19 outlook . Callas, the naive political thinker, individualist and racist, 

is contraste_d more directly than in the second stage of development 

with the landlords and their associates, who shrewdly weigh up the 

political situation, ever mindful of their collective or class interests. 

In the first half of the scene, Brecht's intention is to delineate 

Callas' position more sharply. The third song included in the play 

indicates this. In contrast to its predecessors in the text, the "Was­

:man-hat-hat·.-man-Lied" is totally unmotivated dramatically and provides 

an example of what Reinhold Grimm terms "die offene Verwandlung des 

20 
Schauspielers in den slmger" Like the "Hymne des Erwachenden Jahoo", 

it does not deliver a direct authorial commentary, but rather reflects 

in poetic form tendencies or attitudes on the dramatic plane. As 

previous versions of the scene demonstrate, Callas' interests are 

purely venal, but unlike Lopez he lacks a supra-personal, class con­

sciousness and so can subscribe happily to the racism of the acting 

head-of-state. The song, particularly its refrain, tersely expresses 



this fusion of idealism and self-centred materialism: 

"Heil Iberin! Aber 
Nur 
Was man hat, hat man!" (257/63) 
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Cal1as' theft of the horses is, per se1 a revolutionary act - Saz' 

reaction to Callas' joyful rendition is one of firm condemnation ( "Das 

ist der nackte Aufruhr." (257/64)). Quasi-tragic undertones therefore 

become perceptible as Callas' daughter Judith, when asked for her 

opinion regarding the lawyer's offer, reminds him of the (wrong) path 

he has chosen to follow: 

"Ich meine, dass wir die G~ule nehmen sollen. Es sind 
zu wenige bei der Sichel. Zu viele sind wie Du weg­
gelaufen." (257/66) 

The song and Judith"s remark assume the function previously executed 

by the episode in which callas' selfishness is manifested by his refusal 

to help his friend Perez. 

Callas' faith in Iberin must eventually be disappointed, not only 

because it is based on a false understanding of his philosophy, but 

also because the racist represents the landlords. Dramatic irony and 

the spectator's awareness of a contradiction are thus heightened as 

21 Callas asserts, in a speech with strong satirical overtones , that 

Iberin will rubberstamp his ownership of the horses: 

" ... Dass wir bekommen, was wir brauchen, das hat uns der 
Iberin versprochen! Wenn man einem Tschichen etwas 
nimmt, das kann nie eine Missetat sein. Gemeinnutz 
geht vor Eigennutz, das ist versprochen. Ich kann 
einem Tschichen alles wegnehmen, wenn es das Gemein­
wohl verlangt. Ich nehme da nur, was mir geh8rt und 
zwar recht:massig. Dass das eine Missetat sein sell, 
das ist ganz falsch. Ausserdern ist es versprochen." 

(257 /67) 

An element fo,md thr-oughout this new draft of the play - the problem 

of private property (embodied above all in the stolen horses) - occurs 

here also. In the opening section of Scene Six of the Versuche Callas 
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and Judith are supplied with free drinks after the waiter has announced 

that Callas is the first man in Peru to be accorded true justice. In 

BBA 257 this issue of justice for the poor man has been forgotten; the 

scene commences as the Huas greet Callas in the coffeehouse and inquire 

instantly about the horses he has acquired: 

"Herein, Callas, alte P1:l.chterhaut! Sind das Deine 
neuen G~ule? (257/62) 

Shortly afte:rwards, the Huas propose a toast, not to Callas and Judi th, 

but to Callas and his two horses: 

"Jedenfalls bitte ich alle Anwesenden, auf die 
Gesundheit des Herrn Callas und seiner beiden 
Gaule zu trinken!" (257/63) 

In the second part of the scene, Brecht introduces a change which par­

allels the emphasis on the horses. Not the rent, but the land being 

seized by the tenant-farmers - the matter of private ownership, there­

fore - becomes the focal point of the landlords' interest. Their 

scheming is not instigated by the injuries they receive at the hands 

of the Iberin soldiers, but by the information that their land is being 

taken from them, that the means of production are passing into the 

hands of the producers. Just as Peruiner announces that his wounds 

are a matter of indifference to him as long as his property is secure, 

Frau Cornamontis brings the bad news: 

"HERR PERUINER:Solang man mir die G{ker schutzt, kann 
man 

HERR SAZ 

FRAU CORNA­
MONTIS 

mir auch mal auf den Kopf haun. Kein 
Gejamrner! 

Das sind doch Kleinigkeiten! 
Sch8ner 

Trost! 

(Eintritt, von der Strasse kommend, Frau 
Cornamontis. Sie zeigt eine Zeitung) 

:In Luma laufen schreckliche Geruchte um, 
meine Herren, und hier ist ein Extrablatt! 
Eine Meierei des Klosters Sankt Barbara 
ist gepllliidert, alle LandgUter sind ge­
fahrdet. 

(Die Herren reissen ihr die Zeitung aus 



HERR SAZ 

der Hand und machen sich daruber) 

: Das ist entsetzlich ... " (257/69) 
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Because the scene in its entirety now immediately precedes the main 

trial, Callas' plan to gain official approval of his act of expropri­

ation, previously mentioned only in Scene Six of the Versuche and 

playing but a slight ro1e in Scene Seven, is more prominent. This is 

reflected in the landlords' demand that Iberin confiscate Callas' 

booty by legal means. 

Particularly conspicuous in the second half of the scene, as in Scene 

One, is the revolutionary "Sickle". Saz, for example, declares that 

only when the "Sickle" has been crushed will they execute the Huas 

who attacked them. And even before Eskahler informs the landlords 

that the battle in the South has been virtually lost, they have con­

cluded that before they concern themselves about Callas or de Guzman, 

they must help Iberin to crush the "Sickle": 

"Was sell das Jammern? Vor die Sichel nicht 
zerbrochen ist, kann der sich G~ule nehmen 
und jeder, was ihm fehlt. Helft Iberin 
die Sichel erst zerbrechen und es kehrt 
zuruck de Guzmans Macht und auch de Guzmans 

Pferd." (257/70) 

The landlords, of course, are depicted as much stronger and abler than 

before. In conversation with Eskahler and Frau Cornamontis, whose 

coffeehouse, it should be noted, the landlords have been able to save 

from the closure ordered by Iberin 22 , they decide what the trial must 

achieve. It is no longer something they try to influeRce, but is 

organized and set in motion by them. Their rise in status is accom­

panied by a decrease in the real power wielded by Iberin. He is now 

absent when the nature of the trial is determined. 



Excursus:Iberin and Zazarante 

In BBA 257 the audience seemingly learns more of Angelo Iberin's 

personal habits and origins when the tenant-fanners appraise their 

new leader in Scene Three: 

" ••• Ich habe gehort, er lebt ganz einfach, trinkt 
nicht, raucht nicht und ist selber der Sohn 
eines Plichters ... " (257/30) 

As much credibility may be assigned to this rumour, however, as to 
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the Iberin soldier's version of the "seizure" of power (Scene Two), 

particularly since Eskahler has informed the viceroy in Scene One that 

Iberin is not of tenant-farmer or landlord stock ( "Der . . . dem Mi ttel­

stand entstammt, so weder/Pachtherr noch Plichter ist ... " (257/9)). 

This addition to the text clearly has the satirical intention of 

prompting doubts about the character of Adolf Hitler and his supposedly 

ascetic existence. But Iberin's altered relationship with the ruling 

class means that only a pack of lies construed in his favour could 

engender popular support. In Scene One Shakespeare's bipartite scene 

structure recurs as Iberin is introduced and appears on stage well 

before the end of the scene. In contrast to either his Shakespearean 

predecessor or the defiant Angelas of BBA 253, Iberin acquiesces silently 

in the scheme to exploit his racial philosophy. He has accepted the 

financial backing proffered by the landlords, and displays a weak, 

almost servile exterior to their political representative, the 

viceroy (" (Der vi'zekoenig ist beruhigt und Eskahle-r oeffnet die Tuer ins 

Vorzirnmer. Er winkt dem wartenden Mann dort. Dieser erhebt sich 

unsicher und tri tt ins Zimmer des vizekoeriigs_., wo er sich tief 

verneigt und an der Tuere stehen bleibt.)" (257/8)) 23 The speech by 

the Iberin soldier extolling his leader (Scene Two) has been changed 

to accommodate these alterations in Scene One. Whereas before the 



357 

contradiction of myth and reality became most apparent when the soldier 

stated that Angelas made no compromises (the salt-tax was a considerable 

compromise}, now the propaganda nature of the speech is indicated when 

the soldier stre-sses Iberin's strength and violence (in harsh contrast 

to the docility and nervousness of the hireling portrayed in Scene One): 

".·.Mitten in der Nacht, als im Regierungsgebaude alles 
schlaft, dringt er mit einer Handvoll todesmutiger 
Manner dart ein und verlangt mit vorgehaltener 
Pistole den Vizekonig zu sprechen ... " (257/11) 

Brecht's conception of Iberin/Hitler has clearly altered since his 

departure from Ge:rmany. The fonnerly strong-minded, independent 

idealist is now a conscious and willing puppet of the ruling class. His 

absence in Scene Six, when the landlords discuss the course the trial 

must take, testifies to his new role - he no longer disputes the 

superiority of the "Big Five", nor does he insist,.in the final, 

definitive speech of the scene, upon objective jiu.s-t-.ice 24 Indeed, he 

implies during the second trial that his relations with the ruling clique 

in Jahoo are most cordial: 

"Ich h8r, es lauf in Luma ein Gerucht 
dass ich, weil ich den tschichischen 

Pachtherrn strafte 
ein Fe ind der Pachtherrn sei. Nun, 

nichts ist falscher! 
Nicht gegen Eigentum erging ·rnein Ur­

teil 
nur gegen seinen Missbrauch. Holt die 

Herren! (257/91) 

This speech also reveals a stronger emphasis upon his attitude towards 

private property, a phenomenon which has become predominant in BBA 257 

and which Iberin has been chosen to protect. Its sacrosanct quality 

25 
is affirmed at key points in the text , and when, for instance, 

Eskahler mentions to Iberin that de Guzman is in danger of losing his 

possessions, the latter is adamant that he retain them: 

" Jetzt 
um seine 

kampft er noch 
Habe. Nun, die 

(257/82) 

sell er haben ! " 
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Whereas in the Versuche Angelas' reactionary activity could be deduced 

from his idealism, Iberin' s idealistic outbursts always succeed the 

deeds he commits on behalf of his masters - the idealistic philosophy 

has been debased to the level of ideoilogy or political whitewash. In 

Scene Eight of the Versuche, Callas approaches Angelas to inquire about 

the horses, and receives in reply a stern rebuke for his lacking 

idealism. The negative answer is implicit in the philosophy. In 

BBA 257, Scene Seven, Iberin orders that Callas be deprived of the 

horses ("Die Pferde sind ihm abzusprechen." (257/98)), and only then 

does he employ idealistic phrases - which no longer comprise the motiva­

ting force, but have become mere accessories to the fact. In the 

Versuche, Scene Seven, Angelas announces his avid desire to destroy 

the "Si;ckle" because it is infested with the peakheaded spirit ("Dech 

der am fremden Gut sich frech vergreift/tmd seis an einem Hut und 

einer Brotkrust/den sell man Rechtens in der Luft zerreiBen!/Eh wird 

nicht Ruh, eh dem sein Blut nicht floB!/Dies gierige Aug, es sei 

herausgerissen ! / ... Und dies es Maul, das fremdes Gut begehrt/ drein 

sell man Rechtens Staub und Moder stopfen!/ ... Eher ist nichts getan/ 

eh nicht im Staub zerbrach die letzte Sichelfahnl" (Versuche, p. __ 

291). Herein lies the ultima Patio for his subsequent actions. In 

BBA 257, Iberin repeats this diatribe, but only at the end of the 

second trial, after the "Sickle" has been crushed. In BBA 257, Scene 

Eleven, finally, when the viceroy has freed Callas, but condemned 

Lopez and his companions, Iberin provides his superior with an ideolog­

ical justification for his verdicts: 

" (auf Callas deutend) 
In meinen Augen hat der Mann sich schwer 
vergangen wohl. Jedoch wir k8nnen ihn nicht 
(er deutet auf einen der Sichelleute) 
mit dem vergleichen! Er mag aufgehetzt sein 
doch dieser ist der Hetzer selbst. Der Urfeind ! " 

(257/148) 



Again, in the Versuche this speech was the earnest expression of an 

idealist belief and served no immediate political purpose. 
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Brecht portrays Iberin as a foolish figure, an insubstantial dreamer 

who is over-eager to please. In the final scene of BBA 257, however, 

Iberin casts off this image of the weakly, .compliant puppet to reveal 

the darker, more cynical side of his character - he revels in his 

reactionary role. A first indication of this change may be found in 

his comments at the beginning of the scene. In the Versuche he laments 

at this point that a spiritual renewal has not taken place; in BBA 257 

he notes drily that he and those he represents have gained power 

(" ... In unsern Handen liegt/die Macht .... " (257/138)). Idealism 

has been superseded by political realism. It is therefore surprising, 

even to Eskahler, that Iberin announces a four-point programme which 

appears to favour the poor and downtrodden: 

"IBERIN: Ich hab vier Punkte ... 

(Er zieht einen Zettel aus der Westen­
tasche) 

Luma ist sehr verfallen: neuer Aufbau. 

Zweitens: das Volk ist sehr verhungert. 
Ich denke an grosse Sammlungen . 

... Drittens: der Unterschied 
der Lebenshaltung zwischen Arm und :Reich 
ist noch zu gross. Wir machen einen Tag 
woes verboten ist, mehr zu essen, als 
in einen Topf geht. 

Viertens: ich hor, dass P&chter sich beschweren 
Sie wurden verjagt von ihren Hafen, wenn 
sie nichts herauswirtschaften. 's wird verboten 
sie zu verjagen!" (257/138-139) 

Each aspect of this programme, which promises a new era and persuades 

even the poorest and most destitute to view Iberin as a saviour 26 
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is realized before the end of the play, but in such a manner as to 

expose the programme as a fabrication - more criticism of National 

Socialist policy - and Iberin as a cruel and callous manipulator. The 

rich and the poor do indeed eat from a single pot, but the former make 

their selection from a huge container overflowing with a variety of 

delicacies: 

II 

IBERIN: 

(Drei Iberinsoldaten schleppen keuchend 
einen Riesentopf herein. Sie stellen ihn 
auf den Tisch) 

An diesem Tag der Gleichheit sieht Jahoo 
auf jedem Tisch in Hlltte und Palast 
nur ein Gericht. Und Arm und Reich isst nur 
aus einem Topf. Und dies sell sein, damit 
nicht, deres besser hat, sich besser dunkt. 
Und auch der Pachter sieht: heut isst mein 

Pachtherr 
freudig aus einem Topf ! Genau wie ich ! 

(Sie fischen aus dem Topf grosse Hummern, 
Kapaunen, Aale und Ferkel) (257/149-150) 

Iberin's seemingly pro-tenant-farmer edict is in reality the condemna­

tion to a life of utter wretchedness, for Callas receives perpetual 

rights to the lands whose infertility he bitterly complained of in 

27 
Scene Four : 

"IBERIN: So sprech ich, Pachter, Dir nun einen 
Sumpf zu 

ftir alle Ewigkeit! Als Deinen Erbsumpf! 
Hier ist die Urkund, sorglich aufgemalt 
dass keiner Dich daraus vertreiben darf! 
Bei Straf des Todesl Nur der alteste Sohn 
sell ihn bewirten dllrfen. Euer Geschlecht 
allein sei nun fur alle Zeit teilhaftig 
seines Ertrags ! ... " (257/151) 

The stage-directions pre~eding Iberin's decree advise that Callas' farm-

• ' th f' ' 1 28 ' ' cottage, mentioned by him during e irst tria , is now in worse 

condition than ever - poignant proof that Ibertn's dictatorship has not 

brought the promised changes, that he has in effect officially endorsed 

the original system of exploitation 29 . Brecht underlines Iberin's 

malevolence when he depicts his plan to help the impoverished - Hitler's 

Winter Help campaign ("Winterhilfe") is strongly implied - as contradictory 
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in nature; Iberin seeks to eliminate privation by collecting the chattels 

of the deprived: 

"IBERIN·. U d • ch n ni ts sei zu gering erachtet; keine Hand 
auch nicht die schwieligste, die abgezehrte 
sei hier zurlick gestossen. Jeder Peso 
sei freudig angenommen und seis der letzte. 
Auch Gegenstande alltaglichster Art 
Schuh, Hut und Leinenzeug, auch das armlichste 
es sei gesa.mmelt ... " (257/152) 

Brecht's negative evaluation of Iberin concludes with the "Lied von der 

Tllilche". Iberin introduces this song with his announcement that the 

"inner catharsis" which has been achieved will now be followed by an 

outer: 

"Und dass der innern Reinigung die aussre 
nun folge, sollen Hutte und Palast 
in neuem Glanz erstehn: sie sein neu angesti'ichenl 
Risse und Sprllilge sein durch reine Tllilche 
sorgsam verdeckt ... " (257/152) 

The petit-bourgeois and their overseers, the Iberin soldiers then sing 

the "Lied von der Tllilche as they paint - it heralds the "new age" •in: 

the glory of which both poor and rich ( "Hlitte und Palast") can share. 

But that this new age is nothing more than an empty propag~nda claim 

intended, like the other aspects of Iberin's programme, to consolidate 

the wealth of the ruling class, is indicated not only by the white­

washing motif, a favourite of Brecht's, but also by the dramatic 

context. The outer cleansing covers up an inner development which has 

not taken place, for the peakheaded delicatessen owner scorned and 

betrayed b.y the fat lady in Scene Two has reopened his business and 

enjoys a jovial relationship with his formeroppressors; the fat lady 

and the tobacconist Palmosa, on the other hand, have been forced to 

close down: 

"(An dem Viktualienladen rechts h.lingt innner noch 
das Schild "Tschuchisches Geschaft zu vennieten". 
Auch vor dem Zigarrenladen steht ein Schild "Aus­
verkauf". Der Viktualienladen zur linken Sei te ist 
wieder geoffnet. Unter der Tur steht der Tschiche. 
Er klopft einern Iberinsoldaten freundschaftlich 
auf die Schulter ... " (257/153) 



Helene Weigei•s handwritten addition to this stage-direction shows 

that behind the whitewashed facade of the "new era" the laws of the 

market-place prevail: 

" ••• Zwei Iberinsoldaten kornmen von hinten mi t Sammel­
buchsen. Die Kleinblirger stecken mit der linken 
Hand Geldstucke in die Buchsen, mit der rechten 
Hand streichen sie weiter ... der Tschiche gibt 
besonders reichlich ... " (257/153) 
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Iberin is therefore a contradictory figure. His behaviour is predom­

inantly docile and weakly, but at the end of the play he is cruelly 

efficient and self-assertive; he still harbours idealistic aspirations, 

yet can act exclusively in the interests of political expediency. To 

understand Iberin fully, however, it is necessary to analyze the 

figure of Zazarante. 

Zazarante is the governor of Holy Cross prison, but nothing concrete 

can be learned of his social origins, although Iberin stresses that 

30 Zazarante understands the people's needs . Like Iberin, Zazarante 

is neither firmly idealistic, nor totally political in his thinking~ 

He angrily criticizes the landlords as they give their testimony in 

the second trial. 

"'s ist lacherlichl Schon wiader sind sie dran 
sich weiss zu waschen, jedermann beweisend 
dass sie unschuldig sind! Wahnwitzige Waschweiber! 
Unschuldig sein und zugleich Pachteintreiber! 
Geldgierig und unschuldsvoll ! Das kann man ja 
nicht anhoren!" (257/91) 

- yet his strong desire to exe-c:ute de Guzman, apparently rooted in 

racial beliefs ("Lass Dich nur nicht mi t diesen Tschichen ein !/Diesen 

de Guzman musst Du hruigen!" (257/81)), is also manifestly a political 

manoevre: 

"Richt aus: der Tschiche muss verurteilt bleiben, 
da sonst die Kampfstaffeln protestieren." (257 /87) 

Furthermore, although Iberin affirms his lieutenant's devotion to 

ideals ("Selbstlos, nur der Idee/ergeben, kampft er gegen tschichischen 



Geist•· •" (257/140)), Zazarante' s rationale for denying Callas the 

horses is not based on any adherence to th • f t e sanctity a proper y: 

"IBERIN 

ZAZARANTE 

Der Pl:ichter 
verlangt die Pferde. 

Was verlangt der Hund?! 
Gib sie il'un ja nicht! Luma ist schon unruhig 
Ich kanns nicht halten, wenn Du sowas machst. 
Und auch ein Urteil gegen diesen Callas 
kann ich nicht brauchen, var der Sieg da ist 
sonst machen wieder meine Leute Stunk." 

(257/81) 

But the most important aspect about the new figure of Zazarante is 
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that he controls not only considerable military power (as the head of 

the Huas and of the Iberin militia 31) but also Iberin himself. 

Zazarante is the aggressive, driving force behind the victory of 

Fascism in Jahoo. Whereas Iberin is strikingly insipid in character 

and must rely on propaganda to achieve notoriety 32 , Zazarante 's repu­

tation for fearful brutality is obviously established on fact 33 . 

Zazarante not only insists that the first trial against de Guzman 

should take place, as the Chief Judge learns from the police-inspec-

tor (" ... Sie mussen der Menge nachgeben und die Verhandlung flliiren, auf 

der ... Herr Zazarante besteht .... " (257/37)) , but also determines 

the entire course of the second court-case. Iberin relies upon his 

judgement to hear Isabella's submission, a matter of relatively minor 

importance, until Zazarante tells him how he must answer her plea. 

Critics discussing the figure of Zazarante have usually assumed that 

he was introduced by Brecht to make the immoral proposition to 

Isabella and so remove the contradiction of an idealist willing to 

34 
renounce his ideals Ulrich Weisstein insists, for example, that 

"by thus splitting up the figure of the deputy in Measure for Measure, 

1 II 35 
Brecht sought to save Iberin 's image in our sou s • • • • The above 

· however, that in BBA 257, the pp_int at which analysis proves, 



Zazarante was first included in the drama, this hypothesis has no 

textual foundation. Not only because Zazarante's considerable role 

should not be reduced to one of mere dramatic convenience, but also 

because it may not be said with any justification that Iberin remains 

as idealistic as his prototype Angelas. Indeed, in moral terms 

Iberin is no better than his lieutenant·- he is simply less vigorous 

and less able to execute the function assigned to him. Zazarante does 

make what de Guzman and his friends treat as a proposition -

"2.ANWALT :Ich stand daneben und ich sprach ihn an. 
Mir,schien, es war in seinem Aug ein 

Blinken 
als er das Fr~ulein ansah. Auf die Frage 
obs nicht doch M8glichkeiten glw, liess 

er 
durchblicken: wenn das Fr&ulein zu ilun 

k&me 
well t er die Sache mi t ihr durclispre cl'i.en , . 

aber 
's musst morgen frllh sein, zwischen vier 

und fun£. 
DE GUZMAN :Das ist die Rettung!" (257/106) 
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- but only because it would not be credible from a psychological point 

of view were the vacillating Iberin to undertake such a bold move. 

The addition of the strong figure of Zazarante to BBA 257 and the con­

comitant weakening of Iberin indicate that Brecht's conception of the 

political arena in Nazi Germany has altered since his departure; he 

clearly considers Hitler little more than a figurehead or strawman 

behind whom the true Fascists - the S.A. ("Huas") and the S.S. 

(Hutabschl&gerstaffel") - plot their machinations and manoeuvres. 

Whether Zazarante represents any particular real personage, such as 

36 
Heinrich Himmler, is a matter of conjecture 
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Scenes 7, 8, 10 

Scene 7 

This scene now contains the second trial, formerly found in Scene Eight 

of the Versuche, and is composed of textual excerpts from Scenes Seven, 

Eight and Ten of the previous version. However, considerably more than 

two-thirds of the scene cOlllprises completely new material, because the 

nature of the trial itself has been radically altered. A comparison of 

the two scenes preceding the trial in both the Versuche and BBA 257 

reveals this. In the former the landlords decide to give their finan­

cial backing to Angelas in his struaqle against the tenant-farmers. In 

return for the loan, Eskahler ··asks· Angelas to place his signature under 

the salt-tax edict, which will ensure that the landlords do not forfeit 

their investment. But Angelas insists that he cannot do this until 

37 
justice has been done in the court-case against Calausa , for the 

people of Peru will only be willing to pay the tax to a government it 

knows to be fair and unbiased. In these circumstances the landlords 

accept that Calausa will have to remain condemned. The is.sue of the 

horses expropriated by CalJ.as,:they .. mention_onlyc.a.s ao:_aftert.hought. In. 

BBA 257 the trial is no longer a display by Angelas of impartial justice, 

with the proviso that it will alleviate the collection of the salt-tax, 

but simply an example of class-justice instigated by the landlords. In 

return for their loan to Iberin, they insist that the stolen horses be 

taken legally from Callas: 

"ESKAHLER 
HERR SAZ 

:Was wollt Ihr? 

Prozess macht! 
ihm die 

Dass man diesem Callas den 
Oeffentlich und gleich! Und 

zwei Giu1e abspricht! 
(257/71) 

Oeffentlich und gleich!" 

The primary concern of the court is not the relationship between de 

Guzman and Judith, the discussion of which matter lasted for nearly 
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half of the Vers:uche-trial, but has been excised completely in BBA 

25 7 • Rather, the judiciary, lawyers and Iber:in have been given the 

task of upholding the right to private property, in the context of the 

play an eminent factor in the class-struggle 38 . Because Iberin is 

nothing more than a·.puppet in the hands of the landlords, there is no 

force able to counteract their aims, and the case unfo.lds s100othly 

in their favour as the convent brings its claim against Callas ("Das 

Stiftskloster der Bedur£tigen Schwestern von Sankt Barbara beantragt 

ein Verfahren gegen den Pachter Callas wegen ungerechtfertigter An­

eignung zweier Pferde." (257/83)), and the lawyers introduce various 

witnesses, not only the landlords, but even the tenant-farmer Parr, 

who testify that it is not customary for a landlord to present his 

vassals with horses in return for the favours of their daughters. As 

Parr declares: 

"Da musste ja der de Guzman viele GM.ule haben, wenn er 
fur jedes Weib zwei hergeben sollte!" (257/90) 

Callas, like Parr, can only put forward the defence that he, as a 

producer, needs the horses, the means of production. The rights of 

respective classes clash, and although objectively Callas has indeed 

committed a crime, he declaims the verdict as "landlord-justice'I": • 

"DER RICHTER 

CALLAS 

:Das Gericht erkennt flir Recht, dass Du 
die Gaule ablieferst. 

: Dann will ich Euch etwas sagen: ich __ 
scheisse au£ Euer Recht, wenn ich die 
Gaule nicht bekomme, die ich zum Ackern brauche! 
Das ist kein Recht! Das ist kein Recht fur mich, 
wenn ich die Gaule nicht kriege, die ich brauche! 
Das ist ein Pachtherrenrecht! ... " (257/99) 39 

The proceedings parallel those of the race-trial in Scene Four: in the 

latter the right man, de Guzman, is condemned, despite the facts, in 

the former the wrong man, Callas, is condemned, but in accordance with 

the facts (of the case). In BBA 257, Scene Seven, de Guzman is no 

death for a second time, nor are his closest assoc­longer sentenced to 

iates imprisoned. 
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Just as the motif of the salt-tax as the underlying justification for the 

trial is now redundant, so too the strike by the civil-servants has been 

removed from the plot. The reason for its occurence, the landlords' lack 

of faith in Angelas and their fear of what he might acconplish by means 

of the judicial process, no longer holds true, and in its place, affirm­

ing the power of the landlords, there appears at the beginning of the 

scene the "Lied von der belebenden Wirkung des Geldes". The main message 

of this lyrical interlude, sung by the civil-servants after they have 

received their salaries, indirectly, from the landlords, is that goodness 

and justice are dependent on money: 

"Aber wenn der Gute etwas Geld hat 
Hat er, was er doch zum Gutsein braucht. 

Man erkennt, was Pferd ist und was Reiter. 
Und so wird das Recht erst wieder Recht." 

(257/77) 

The song thereby affirms in a different form Eskahler's laconic statement 

at the opening of the Versuche trial: 

"Ja, ohne Schmierung fehlt dem Recht der Witz: 
Die leere Kasse ist kein Richtersitz." 

(Versuche,p. 303) 

When money becomes scarce, either because salaries have not been paid, or 

because ove:cproduction has taken place, social strife is the consequence -

"Aus der Fruchtbarkeit wird DUrre 
Wenn der gute Strom versiegt. 
Jeder schreit nach was und nimmt es·, wo ers 

kriegt. 
Eben war noch alles nicht so schwer 
Wer nicht grade Hunger hat, der vertrKgt sich 
Jetzt ist alles herz- und liebe1eer. 
Vater, Mutter, Brllder: alles schl&gt sich!" 

(257/77) 

- and the system of "horse-and-rider", the class-system, collapses: 

"Keiner wil 1 mehr Pferd sein, jeder Reiter. 
Und die Welt ist eine kal te Welt." 

(257/77) 

The "Lied von der belebenden Wi·rkung des Geldes" inplies above all that 

from the standpoint of the civil-service the division into rich and 
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poor is just, proper and good. The proceedings of the ensuing trial 

are thus placed in a critical perspective, and Callas' bitter denuncia­

tion justified. 

In the Versuche trial the battle in the South is constantly mentioned 

both by Angelas and the landlords. It does not have any direct influ­

ence on the course of the trial, however. Rather, the condemnation of 

the landlord has had the effect of causing tenant-farmers to lay down 

their arms, believing, like Callas, that Angelas represents true, social 

justice. In BBA 257, Scene Seven, as in Scene Four, the state of the 

struggle againstthe "Sickle" revolutionaries - transmitted by projected 

material - has a significant bearing on the trial. Shortly before the 

commencement of the trial, the landlords discuss tactics with their 

lawyers; they are astounded to learn that because fresh government 

troops are advancing on the "Sickle" it will be possible to admit that 

a landlord may commit a crime without fear of retribution: 

" 2 • 'ANWALT 

Ich bin daf{ir, dass man das Unrecht zugibt 
und nur sich auf den Standpunkt stellt, es 

sei 
nicht landesublich, dass der Pachtherr 

solch ein 
Unrecht vergutert mi t zwei Pferden. Punk tum. 

HERR DE HOZ:Meint Ihr, man kann das zugeben, dass ein 
Pachtherr 

ein Unrecht tut und es nicht gut machen muss? 
2.ANWALT :So wie die Schlacht steht, kann mans zugeben, 

scheint mir." 
(257/80) 

This is one example of several, the most important of which is perhaps 

Iberin's request of the landlords that they give Callas two horses as a 

gift, a manoeuvre rendered necessary when it appears as though the counter­

revolution has failed. The landlords react accordingly: 

"HERR DE HOZ :Das deutet nicht auf Sieg! 
HERR DUARTE Das sieht 

HERR SAZ 
bc:is aus. 

:Sie haben schlechte Nachricht ••• " 
(257/95) 



This change in the status of the tenant-farmer uprising accentuates 

not only Iberin's weakness, but also the class basis of Fascism. 

Scene 8 
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This scene incorporates most of the contents of Scene Nine of the 

Versuche, although the important motif of the brothel-shift, inherited 

from the original and substantially developed by Brecht, has been 

removed in its entirety. The function of this motif, to demonstrate 

(by symbolic and, perhaps, too oblique means) that Iberin, the vice­

roy's replacement, has not altered the infrastructural division of rich 

and poor, that the socio-economic conditions of the beginning of the 

play again hold, is now executed in a more direct, dramatic manner by 

the return of the peakheaded delicatessen owner to his business -

"DIE DICKE FRAU 

DIE DICKE FRAU 

:Das Einzige, was er erreicht 
hat, ist, dass wenigstens der 
Tschiche von druben abgeholt 
wurde! 

(Ein Mann von sehL scheuem 
-wesen mit einem grossen Hut 
ist die Strasse heruntergekommen. 
Er schliesst die Ladent~r des 
Viktualienladens iinks auf. Es 
ist der tschichische HHndler) 

: (mi t ihren Koffern abgehend) Ich 
verstehe die Welt nicht mehr!" 

( 25 7 /103-104) 

- and by the landlord Peruiner's appearance without a hat to cover his 

pointed skull: 

"DER TSCHICHISCHE 
ItltNDLER 

PERUINER 

: ... Sie haben vergessen, den Kopf 
zu bedecken, Herr Peruiner! 

:Keineswegs! Sagen Sie eher, dass 
ich einige Tage vergessen habe, 
meinen Kopf zu entbl8ssen! Ich gehe 
eben zu einer Konferenz mit der 
Regierung, auf der diese gefragt 
wird, wie sie sich die Zuruck­
zahlung der Anleihe denkt, mit 
deren Hilfe sie den Sieg erfochten 
hat ... " (257/104) 
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However , it 1.· s th 11 1 e Ba lade vom Wasserrad 11 , sung by Judith as she 

attempts to gain re-employment in Cornarnontis' brothel, which most 

fittingly concludes Iberin's interregnum by thernaticising its circular, 

. 40 
non-progressive nature . Before she sings her ballad, Judith indicates 

to her father that it is a matter of indifference whether the Mother 

Superior collects the rent, or de Guzman, for rent will still be coll­

ected, the system of exploitation will persist: 

11 
••• Heute ist es die Oberin von Sankt Barbara, die die 
Pacht eintreibt, und warurn sell es nicht morgen wieder 
Herr de Guzman sein? 11 (257/109) 

Analogously, a change in state leadership, from the viceroy to the 

landlords' strawman Iberin, does not affect the class-structure of 

society; the outer appearance of the ruler may alter, but not his 

function: 

11Ach, wir hatten viele Herren 
Hatten Tiger und Hy~en 
Hatten Adler, hatten Schweine 
Dech wir nahrten den und jenen. 
Ob sie besser waren oder schlimmer: 
Ach, der Stiefel glich dem Stiefel immer 
Und uns trat er ... " (257/110) 

Judith's "Ballade vom Wasserrad 11 expresses poetically the essence of 

the dramatic action involving the racist deputy - his "seizure" of 

power is no different from the convent's law-suit on behalf of de Guz­

man ("Reich und reich gesellt sich gern." (257/109)) - and in addition, 

by means of the image of the water-wheel set in motion by the poor and 

41 • • di t t th f • 1 l'd'ty oppressed , it in ca es a ru o universa va 1. 1. : 

"Das Wasserrad wird zum marxistischen Emblem, das auf den 
Klassenantagonismus zwischen Herren und Knechten und auf 
die fortwahrende Exploitation der Unterdrilckten durch die 
M~chtigen verweist. Geblieben ist das Rad des historischen 
Wechsels, auf dem sich die GroBen dieser Erde in Aufstieg 
und Niedergang abl8sen, aber die Rolle der Glilcksg8ttin 
Fortuna haben die Versklavten und Ausgebeuteten Ubernommen.­
Wie die Energie des Wassers das Muhlrad, so treibt der 
Frondienst der Knechte das Radder Herrschaft unaufh8rlich 
und liefert die Voraussetzung fur das bewegte Leben der 
GroBen. Die Dauer der Knechtschaft garantiert die Fortdauer 
der Herrschaft, so daB sich der Klassenwiderstreit als 

h • h • t" 42 eigentliche Triebkraft der Gesc 1.c te erweis • 



The central Shakespearean encounter, the meeting between Isabella and 

her brother, which still retained some of its original importance in 
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the second stage of development, where it encompassed an entire scene 

(Scene Ten), has been drastically reduced to approximately one half of 

its Versuche size and integrated into BBA 257, Scene Eight. A signif­

icant change in the scene, now set in the street, not in prison, is the 

absence of Shakespeare's "abbot", who no longer consoles and encourages 

Isabella. Furthermore, the discussion of their plight held by the 

incarcerated lawyers, the Mother Superior and the Chief Judge at the 

beginning of the scene, as well as the insults hurled at the captured 

"Sickle" members, the abbot's atheism and the comments on justice by 

t.11.e lawyer and Calausa at the end of the scene, have all been expunged. 

Indeed, the meeting has been considerably simplified and functionalized 

- it is only of importance inasmuch as it motivates the ensuing 

substitutions. 

Scene 10 

Because the relationship between Iberin and the landlords is harmonious, 

and the salt-tax motif has been omitted, Scene Twelve and Thirteen of 

the Versuche, in which, respectively, Angelas pours forth his hatred of 

the rich landowners and Callas assaults the official at the depot, have 

become superflous, and are deleted by Brecht. As a consequence, BBA 

257, Scene Ten corresponds to, and draws much of its material from, 

scene Fourteen of the Versuche version. At the end of this scene, 

calausa's lawyer reacts to the news brought by the Chief Judge and 

Mother superior that Isabella has not yet managed to avert possible 

disaster by persuading Callas, as the audience learns in the final 



372 

scene, to take his master's place on the gallows. In BBA 257, however, 

it is no longer arranged off-stage, but, with the addition of new 

material, dominates the penultimate scene. It thereby parallels the 

immediately preceding scene in which Judith is groomed by Frau 

Cornamontis to replace Isabella; indeed, Callas now concludes Scene 

Ten with a couplet vividly reminiscent in structure and rhyme of that 

spoken by his daughter at the end of Scene Nine: 

"Tschuch geht fur Tschich. Und Unrecht geht fur Recht. 
Arm stirbt fur Reich und fur den Herrn der Knecht." 

(257/135) 43 

The "poor-court", which lay at the heart of Scene Fourteen in the 

Versuche and revealed the essence of class-justice from the standpoint 

of the poor, has been superseded by the more apposite "Lied eines 

Grossen", sung by a trio comprising de Guzman and his lawyers. This 

song reminds the audience that the substitution is not an isolated 

occurrence, but a further manifestation of the privilege of class. 

Callas will stand on the gallows for his landlord, just as previously 

he had ploughed his soil -

"ANWAELTE :Ja, wer pflll.gte denn da Ihren Acker? 
Warn das etwa Sie, der ihn versah? 

DE GUZMAN :Nein, dafur warn doch die Knechte da. 
Irgendwelche Leute, wissen Sie, von unten 
haben meinen Acker umgegraben." 

(257/129) 

- and a poor woman (Callas' wife?) had nursed him in early childhood: 

"ANWAELTE :Ja, wer hat Sie denn da gross gezogen? 
War das Ihre zarte Frau Mama? 

DE GUZMAN :Nein, daffu: war eine Amme da 
Irgendeine gute Frau von unten 
Der sie dafll.r ein paar Groschen gaben." 

(257/129) 

As ever, callas is keeping the water-wheel, upon which the wealthy 

perch, in motion. The productive individual must sacrifice himself 

. 44 h for the weakly parasite - sue is the nature of the historical 

process. 
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The Final Version 

The subsequent analysis of the 11 Endfassung 11 of the play, the last 

element in the reception process, will concentrate on the version con­

tained in the 1967 Suhrkamp edition of the Gesammelte Werke, according 

to the editor Elisabeth Hauptmann a reproduction of the play as pub­

lished by the Malik-Verlag in 1938 in volume two of the collected works, 

for which, as noted above 45 , there is no archive model 46 

As the handwritten material included on the first pages of BBA 431 

47 II , II f indicate·:a , Brecht considered work on the Rundkopfe und Spitzkop e 

complete in late September 1934. The chronological period separating 

BBA 257, the first stage of the third phase of development, and BBA 

431, the archive text approximating most closely to the final version to 

appear in the Malik edition, embraces there fore almost four months. 

6.1. Scene Analysis 

Methodologically, the analysis will proceed as for the Versuche version; 

the new material added to the text at this point can be adequately 

accornnodated under several general headings, namely: 

a)The Prologue and Songs 

b)The Marxist Parable: the War-complex 

c)Character Variations 

d)Dramatic-dramaturgical Additions and Alterations 

6.2. The Prologue and Songs 
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6.2.1.The Prologue 

Throughout the critical literature on Brecht, the function of the pro­

logue in tenns of epic theatre theory and practice has never been 

considered problematical 48 . In his recent article on Die Rundk8pfe 

und die Spitzkopfe, however, Walter Pache notes that the prologue, 

"like the songs", was written for the last version and " signalisiert 

49 vielleicht Brechts Zweifel an der Durchschlagskraft der Parabel" 

Pache thereby implies that the prologue represents a last-minute effort 

on Brecht's part to ensure that his audience would understand the 

thematic direction of the play. This is a problematical. conclusion, 

for it begs the question of whether the songs must not be viewed 

equally as the emergency measures of a playwright who felt he would be 

misunderstood or not understood at all. Such questions cast doubt on 

the entire theory of epic theatre, presupposing, as they do, that the 

epic techniques of prologue or song are not integral parts of that 

theory, but merely random accessories. The available archive material 

reveals, though, that neither the songs nor the prologue were _produced 

only for the last version of the play. Apart from the "Lied von der 

Tunche", which was already present in the Vienna-version, the majority 

of the songs appeared in BBA 257, at the beginning of the last period 

of work, therefore. The evidence suggests that Brecht had begun work 

on the prologue also at this early time. In one of the archive fragments 

of the prologue, Brecht identifies himself to the audience by recalling 

that his photo had recently appeared in the newspaper: 

"unser sti.ickschreiber (sein bild stand neulich 
in der zeitung)" (432/87) 

Harald Engberg, the most reliable source regarding Brecht's sojourn in 

Denmark, states that the playwright, who was most reluctant to be photo-
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graphed, did give permission for a snap to b e published in the 

"Ekstrabladet" of 20 March, 1934 50 
This must be the photo to which he 

refers in the prologue fragment. Although the word "neulich" is not 

an exact indicator of time elapsed, it is reasonable to assume that 

Brecht was occupied with the prologue, if not in the period immediate'ly 

after the 20 March, then at least not too much later than that. There 

is, therefore, no justification for discussing the prologue as anything 

other than a normal part of Brecht's preparations for a theatrical real­

ization of his work. It differs in no way from similar preparations 

evident in BBA 257. 

As the Bestandsverzeichnis compiled by Herta Ramthun of the Brecht archives 

records, there are thirteen entries related to the prologue. Of these, 

• it should be noted, eleven are virtual copies of the entire final ver­

sion of the prologue, or of sections thereof, and only two (432/86-87 

and 268/93) contain enough variant material to merit individual attention. 

The most interesting prologue ft,agment (432/86-87) indicates that Brecht 

at first intended to emphasize his own precarious position as an exile 

"und keiner halte sich fur sicher noch/und keiner fur gerettet und 

geborgen/die glucklichste berechnung hat ein loch/und auf ein seliges heute 

51 folgt ein morgen. 11 - and· to delineate the consequent necessity for 

the exile, and indeed for every individual, to concern himself with world 

events, rather than with personal matters: 

"der ist nicht aus ihr, der die welt vergisst! 
tiefsinnig starrend auf den eigenen nabel! 
besser ihr seht die welt wie sie wirklich • ist 
und sei es auch nur hier: in der parabel." (432/86) 

In the second part of this fragment Brecht the exile is also predominant: 

II 

11 geehrtes publikum, das stuck fangt an. 
deres verfasste, ist ein weitgereister mann. 
der darsteller des statthalters: ... 
er reiste ubrigens nicht imrner ganz fre1.w1.ll1.g ••• 
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blick zum schweigen) 

unser stuckschreiber (sein bild stand neulich in 
der zeitung) 11 (432/87) 
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In the second significant prologue fragment, though, this aspect does 

not merit mention at all. It thus approximates more closely to the 

final version of the prologue, but it in turn does not contain certain 

parts of the other fragment which do play an important role in the pub­

lished text. In 432/86-87, as the above quotation shows, the intro­

duction is given by two actors in conversational form, and they 

discuss the various struggles the playwright has witnessed on his 

travels. In 268/93 one actor alone is responsible for the opening of 

the prologue, and there is no mention of the altercations between white 

man and black, between Finn and Swede. It thus seems most likely that 

Brecht fused these two fragments to construct the first half of the 

final version of the prologue. It begins with the theatre-director's 

reference to the general theme of the play and ends with his introduction 

o.f the actor who, destined to play the part of Iberin, begins the task 

of handing out costumes and requisites to the other players. The general 

commentary is succeeded by the practical preparations for the performance. 

The prologue itself commences as seven actors - the theatre-director 

(the viceroy), Iberin, Callas, Nanna (formerly Judith), de Guzman, 

Isabella and Lopez - appear before the curtain; Lopez and Iberin each 

bear weighing-machines, the forrner's containing on one side noble clothes, 

on the other rags, the latter's pointed and round skulls. It is the 

theatre-director, however, who addresses the audience ( 11Geehrtes 

Publikum"). He immediately cites the author of the play (later referred 

to expressly ( 11 Auf Wunsch Herrn Bertolt Brechts ••• 11 (GW,p.912)). noting 

that he is awell-travelled man, who did not always travel of his own free 
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"Der 
(Er 

es verfasste, ist ein weitgereister Mann. 
reiste ubrigens nicht immer ganz freiwillig.)" 

(GW,p.909) 
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This is an obvious allusion to Brecht's departure from Nazi Germany, but 

the theatre-director does not dwell on this aspect, using it only to 

introduce the "fu.rchtbare Streitigkeiten" ostensibly, but improbably, 

witnessed by the traveller: 

"Er sah den weiBen Mann mit dem schwarzen ringen. 
Einen kleinen Gelben sah er einen groBen Gelben 

niederzwingen. 
Ein Finne schmiB nach einem Schweden einen Stein 
Und ein Mann mit einer Stupsnase schlug auf einen 

Mann mit einer Hakennase ein." 
(GW,p.909) 

The playwright/traveller then inquired as to the nature of the various 

quarrels, and learns of the skull-distributor": 

"Unser Stuckeschreiber erkundigte sich, worin ihr 
Streit besteht. 

Da erfuhr er: du.rch die Lander geht 
Jetzt der groBe Schadelverteiler 
Das ist der Allerweltsheiler 
Der hat allerhand Nasen in seiner Tasche und 

verschiedenfarbige Haut 
Dami t trennt er den Freund vom Freund und den 

Brautigam von der Braut. II 

(GW,pp.909-910) 

Questioned about what he has seen, the itinerant playwright concedes that 

there are physical differences between human-beings, but that these 

differences are not ultimately decisive: 

"Und uberall wurde unser Stllckeschrei.ber verh8rt 
Ob ihn der Unterschied der Schadel nicht auch st8rt 
Oder ob er unter den Menschen gar keinen Unterschied 

sieht. 
Da sagte er: ich seh einen Unterschied. 
Aber der Unterschied, den i ch seh 
Der ist gr8Ber als der zwischen den Schgdeln nur 
Und der hinterl.liBt eine viel tiefere Spur 
Und der entscheidet lllier Wohl tmd Weh. 
Und ich will ihn euch nennen gleich: 
Es ist der Unterschied zwischen arm und reich." 

(GW,p.910) 

"Gle;chnis" the audience is subsequently to view will, The parabel or .... 
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therefore, not merely prove that racial differences are less important 

than economic inequality, but rather that the division into rich and 

poor is roore consequential than any other king of human segregation, be 

it nationalistically ("Ein Finne schmiB nach einem Schweden einen Stein") 

or biologically ("Er sah den weiBen Mann mit dem schwarzen ringen. ") 

orientated. The parable will not comment in a narrow sense exclusively 

upon events in Germany (although there are satirical elements), but is 

intended to make a general statement about the world. The "skull­

distributor" may be interpreted as Hitler 52 , but also stands for all 

who disregard, or even deliberately divert attention from, the problem 

of rich and poor. The universal perspective of Brecht's Die Rundk8pfe 

und die Spitzk8pfe is assured not only by the deletion from the final 

version of the prologue of roost references to the dramatist's particular 

situation in exile, but above all by its similarity to the "Vorspiel auf 

dem Theater" at the beginning of Goethe's Faust. Goethe's theatre­

director's concern that the performance be "fresh and new" ("Wie machen 

wir' s, daB alles frisch und neu/Und mi t Bedeutung auch gefallig sei?" 5 3") , 

and his desire to encompass the entire world on a narrow stage ("So 

schreitet in dem engen Bretterhaus/Den ganzen Kreis der Sch8pfung aus/ 

Und wandelt mit bedacht'ger Schnelle/Vern Himmel durch die Welt zur 

Holle 1" 54 ) are closely echoed in the Brechtian director's final state-

ment: 

"Rundkopf und Spitzkopf , erstens: ist vorhanden. 
Der Unterschied von arm und reich: ist da. 
Und jetzt Kulisse her und Praktikabel 
Und frisch die Welt gezeigt in der Parabel ! " 

(GW,p.913) 

In the second half of the prologue Lopez and Iberin hold up their sets 

of scales and proceed to demonstrate, by forcing down one side or the 

other, what they consider important. Iberin depresses the roundhead 



pan -

"Wer mi t meiner Waage wiegt 
Der wird sehen, wo das Rech;t und das Unrecht liegt." 
Mit dem Finger drllckt er die Schate nieder, auf der 
die Rundk8pfe tiegen. (GW,p.911) 

- and Lopez the one containing noble garments: 

"Wer mit meiner Waage wiegt 
Der kann sehen, wer auf der Welt den Kuchen kriegt." 
Mit dem Finger drllckt er die Schate nieder, auf der 
die nobten Kleid.er tiegen. (GW,p.911) 
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The gathered actors then choose their costumes for the play - the land­

lord takes the pointed head, and his tenant the rounded. The second 

half of the prologue is thus noteworthy for several reasons. Firstly, 

it paves the way for the recognition of a society based on class-dis­

tinction as beyond the judicial pale - in the context of the parable 

only Iberin's scale can decide the issue of justice. Secondly, Brecht 

uses the actors themselves as participants in the prologue - the theatre­

director is also the viceroy, for example. The artificiality of the 

events to occur on stage, the fact that this is not reality itself, 

but only a theatrical reflection of it, is therewith firmly impressed 

upon the spectator an~ the possibility of Aristotelean identification 

lessened. The actors remain actors. The prologue represents, thirdly, 

a development of the framework structure of Measure for Measure. In the 

first scene of the m::,del the Duke of Vienna arranges an experiment which 

he will supervise. The figure of Angelo is the subject of the test. In 

Die Rundkopfe und die Spitzk8pfe similar experimental conditions are 

created - "Ihr, die ihr Spieler der Parabel seid/Wlililt vor dem 

Publikum jetzt Kopf und Kleid/Wie es euch vorgeschrieben ist im Stlick ./ 

und hat der Stlickeschreiber, wie wir glauben, recht/Dann w.!:l.hlt ihr rnit 

dem Kleide das Geschick/Nicht mit der Schadlelforrn. Auf zum Gefechtl" 

(GW,p.912) 55 - but the director of the experiment is, in effect, the 

playwright, no longer one of the figures. The viceroy, unlike his 



380 

Shakespearean predecessor, does not control events, but remains an 

almost powerless onlooker 56 . The plot unfolds according to the laws 

of the class-struggle, not under the watchful eye of a demi-god. In 

contrast to the original, again, the outcome of the test is known here 

in advance. The spectator's attention is focused, as Goldhahn recog­

nizes, on the mechanics of the plot, not on the final result: 

"An die Stelle der Spannung auf den Ausgang tritt 
die Aufmerksamk.eit auf den Gang der Handlung ... 
In der Parabel wollen wir den :u3sungsweg genau 
betrachten." 57 

.The Songs 

a)"Nannas Lied" 

Each stanza of this song, which has been incorporated into Nanna's open­

ing speech (Scene Two, pp.931-932), gives expression to the girl's 

awareness of her self-alienation, the gulf separating her basic humanity 

from her social function: 

"Meine Herren, m:i.t siebzehn Jahren 
Kam ich auf den Liebesmarkt 
Und ich habe viel erfahren. 
B&ses gab es viel 
Dach das war das Spiel. 
Aber manches hab ich doch verargt. 
(SchlieBlich bin ich ja auch ein Mensch.)" 

(GW ,p. 931) 

In the refrain she comes to terms with her awful reality by affirming 

its transience: 

"Gott sei Dank geht alles schnell voruber 
Auch die Liebe und der Kummer sogar. 
Wo sind die Tr~nen von gestern abend? 
Wo ist der Schnee vom vergangenen Jahr? 

(GW,p.931) 

This is, however, a self-deception, for just as the snow will inevitably 

return, so too will another suitor enter the "love-market" and tears 

be shed anew. The song thus gives the spectator a deeper understanding 



of Nanna I s. motivation for approaching q.e Guzman ("DaB ich ihn ihn jet;~l 

wieder um etwas bitten soll, ist mir nicht angenehm. Aber so etwas geht ja 

schnell vor\ilier •" (~, P. 9 31) ) , and simultaneously, particularly through its 

use of the snow image, distances him from her limited view of the world. 

b) "Lied von der Tunche" 

W;th the exc;s;o f th f • t b b • 58 th • •.no e our-poin programme proposed y I erin , e 

"Lied von der Tunche" forfeited its function in the final scene and has now 

been inserted as a "ZWischenspiel" between Scenes Two and Three. In this position 

the son9, which compares the new epoch of Iberin to the mere whitewashing of 

decrepit buildings, a sup.erficial and fruitless endeavour, encourages the 

audience to adopt a more critical stance towards the events of the preceding 

scene, and towards the forthcoming encounter between Callas and Lopez. The 

spectator must understand that Callas has been deceived. 

c)"Das neue Iberinlied" 

The song has been included in Scene Six, and is sung by· the Huas in reply to 

Saz's question regarding Callas' "Was-man-hat-hat-man-Lied": 

"Meinen Sie wirklich, daB das 1-m Sinne des Herrn 
Iberin ist?" (§!_,p. 970) 

Introduced as part of Brecht's re-evaluation of the Iberin soldiers 59 , it 

·1 

comprises two stanzas separated by a pros:e commentary from one of the Huas. 

In the first stanza the relationship between landlord and tenant in pre­

Iberin times is described: 

"Der Pachtherr grubelt Tag und Nacht 
Was er alles noch kriegen kann 
Und wenn er sich etwas ausgedacht 
Das Pachtervolk schafft es ihrn ran. II 

(GW,p.971) 

Iberin's advent (referred to in the prose section:"In dieser Lage, ... ging 

das P&chtervolk zu seinem lieben Herrn Iberin ••• " (GW ,p. 971)) reverses 

the circumstances of the first stanza - the tenant-farmer becomes master: 



"D P 11 ch as a tervolk sinnt Tag und Nacht 
Was es alles noch kriegen kann 
Und wenn es sich etwas ausgedacht 
Sein Pachtherr, er schafft es ihm ran." 

(~,p.972) 
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The song, accompanied by a visual demonstration of the changes wrought by 

60 
the new leader , reveals that the Huas support Iberin because they 

believe he can create, if not a wholly egalitarian society, then at least 

one in which the majority (the tenant-fanner masses) exploits the minor­

ity (the "Big Five" and their confederates). As Goldhahn correctly 

observes, though, their motivation is more opportunistic and materialistic 

than socialist: 

" 11 Das neue Iberin-Lied" ... vereint in sich alle 
die vulg~r-materialistischen Sehnsnchte der Unter­
druckten, die dem Iberin zugelaufen sind: der 
,Flliirer' werde den Reichen ,zeigen, was eine Harke 
ist' und den Armen zu einem Schlemmerleben ver­
helfen, wie es bislang die Reichen ftilirten." 61 

d) "Kuppellied" 

Frau Co:rrnamontis sings her "Kuppellied" in response to Isabella's doubts 

that Nanna will agree to be her substitute. in return for money ("Aber 

wird sie auch gehen gegen Entgelt?" (2!,p.1013)). In both stanzas of the 

song the br0thel-madam mocks any idealization, as implied by Isabella, of 

the relationship between man and woman: 

"Ach, man sagt, des roten Mondes Anblick 
Auf dem Wasser macht die M!ldchen schwach 
Und man spricht von eines Mannes Sch8nheit 
Der ein Weib verfiel. DaB ich nicht lachl 

Wie soll er und wie sell sie 
Sehnsuchtsvoll und unbeschwert 
Auf den leeren Magen lieben? 
Nein, mein Freund, das ist verkehrt," 

(GW ,p .1013-1014) 

Frau Cornamontis thereby reasserts the Marxist truth that economics, 

not higher ideals (such as Iberin's racial theories), determine social 

behaviour. 
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6.3. The Marxist Parable: the War~complex 

The entire war-complex which appears in the final version should not be 

seen as an attempt on Brecht's part to predict what might happen in 

Germany; but rather as his endeavour to strengthen the play's parabolic 

or universal relevance by aligning it with Marxist theories of monopoly 

capitalism, specifically, it would seem, with Lenin's analysis of 

62 imperialism as nothing more than a capitalist manoeuvre 

Scene 1 

Whereas in BBA 257 the loan from the "Big Five" is considered by Eskahler 

and his master to be the solution to the problem of ,ove:r;production in'· 

the final version Missena, as Eskahler is now called, proposes that a 

war could ease their predicament: 

"MISSENA 
Es gab wohl eine L&sung, aber die 
Ist blutig und geflilirlich auch ... 

VIZEKONIG 
Nicht das ! 

Sprich das nicht aus! 
MISSENA 

Hier h8rt uns niemand. Krieg 
Konnt neue M~rkte schaffen fur dies schreckliche 
Zuviel an Korn und manche Fundgrube bringen 
Fur das, was wir entbehren." (GW ,p. 916) 

The "Sickle" is not to be destroyed as a means of assuaging the landlords' 

fears for their rent, but because Missena wants to create the right 

atmosphere or mood for war, an aspiration thwarted by the "Sickle": 

"Der innre Feind ist's, der uns daran hindert 
Den auBern uns zu langen. Welch ein Zustand! 
Was einen Stahlhelm tragt, muB sich verkriechen 
Als war's GeschmeiB! Ein General kann schon 
Bei Tage nicht mehr auf die StraBe! So als 
War er ein Marder, wird er angesehn. 
Gab Is diese Sichel nicht, war alles anders. II 

(~,p.916) 63 
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Brecht thereby satirizes the myth of Germany and the "inner enemy", 

the Jew, exposing its true, economic basis. "Germany" is in fact the 

ruling class, and the Communists constitute its (inner) enemy. 

Scene 11 

The viceroy now makes a tritllllphal entrance in the last scene at the 

head of the army, clad not only in a smoking-jacket but also steel­

helmet and army greatcoat - a mixture of clothing which further 

de~idealizesthe war myth. The viceroy proceeds to dress Callas in a 

soldier's garb, and declares that he will be needed for the "lofty" 

purpose of conquering the neighbouring land of "squareheads": 

"Ich ruf dich, wenn ich dich zu Hoh'rem brauche 
Und dies kann bald sein.-Einen ersten Schritt, Herr 

Iberin 
Hast du gemacht, doch nun wird GroBeres n8tig. 
Das Reich, das ihr in diesen Wochen bautet 
Wird es nicht ausgeweitet, schrtllllpft es ein. 
Denn, wie ihr wiBt, im Silden iiberm Meer • 
Wohnt dieses Volk, das unser Erbfeind ist 
Des Untertanen eckige Kopfe haben 
Was leider hier zu wenig noch bekannt ist . 

... auf uns zu zieht jetzt ein Krieg von solcher 
Niemals gesehener Blutigkeit, daB jeder 
Gesunde Mann aufs dringendste gebraucht wird." 

(GW ,p.1036) 

An audience as yet without insight into the falseness of such war 

propaganda and of its creators cannot but become aware of a contra­

diction as, while Missena proclaims the eternal peace ( "Denn nun ist 

Friede unser einziger Wahlspruch/Friede und noch einmal Friede ... " 

(GW ,p .1039)) , a large cannon is lowered over the banquet table 64 • 

Of the fact that the viceroy announces the forthcoming war, Paul 

Kussmaul says: 

"Wenn Iberim (sic!) gleich Hitler ist, dann mussten 
di Andeutungen uber die Kriegsplane auch aus seinem 

e d v· k" • " 65 Mund kommen und nicht aus dem Munde es ize onigs. 
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By 1938, the publication date of the final version, Brecht would 

certainly have become aware that Iber~n/Hitler also had war-plans, and 

had Brecht wanted to change the text accordingly, there is no doubt 

that he could have done so. That he did not do this can only be explained 

by his desire to create above all a Marxist parable. Hence, al though 

there is obvious textual evidence of satire, there are also indications 

that Brecht did not want to over-emphasize this aspect of the play, 

Thus, for this final version he excised Iberin's four-point programme 

for the reconstruction of Jahoo, a blatant allusion to Hitler and his 

policies. In the notes to the Copenhagen performance he states: 

"Angelo Iberin wurde mit keiner l!uBeren Hitler­
lihnlichkeit ausgestattet. Schon die Tatsache, 
daB er in gewisser Weise ein sehr idealisiertes 
Abbild eines Rassep:ropheten ist (was fur die 
Parabel ausreicht), verbot dies auch dort, wo 
es die Polizei nicht verboten ha tte." (GW, 17 ,pp .1085-1086) 

Brecht was concerned with the requirements of the parable, not about a 

superficial copy of reality. 

6.4. Character Variations 

a)Angelo Iberin 

Iberin appears on stage less than ever in the final version of the play. 

In the first scene, for example, he no longer takes part in the machina­

tions of the viceroy and his councillor. His presence in BBA 257, Scene 

One, had indicated his corruptness as an acquiescent tool of the ruling 

class~ his absence in the final version (he stands outside in the ante­

room) as the viceroy and Missena concoct their emergency measures 

emphasizes more effectively his complete servility - they do not even 

invite him to take part in their conversation - and keeps the attention 

of the spectator focused upon the central issue (Iberin's function in 
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the class-struggle). 

The Iberin of the final version differs considerably from his counter­

part in BBA 257, losing, as Mittenzwei has noted 66 , the idealistic 

traits he formerly possessed. This is first obvious in Scene One when 

Missena remarks that Iberin is unselfish or, "at least", known to be 

so, a stark contrast to Eskahler' s "uneigennutzig und als so bekannt. II 

(25 7 /8) . Both in Scene Four and Scene Seven Iberin insists, not on the 

realization of racist ideals, but that all decisions be based on the 

state of affairs in the South 67 When he orders the closure of 

Cornam:>ntis' brothel, he now stipulates merely that the madam should 

not admit peakheads : 

"IBERIN Ich urteile so: Das MM.dchen wird freigesprochen. 
Das Kaffeehaus der Frau Cornamontis wird, da in ihm 
ein tschuchisches Madchen mit Tschichen verkuppelt 
wurde, geschlossen ... 

FRAU CORNAMONTIS halblaut: Das kommt gar nicht in Frage. 
IBERIN ... fur Tschichen,,," (GW,p.957) 

In the concluding scene, furthermore, Iberin is even prepared to renounce 

his racial beliefs: 

"IBERIN naah sahzJerem innerem Kampf: 

bereit war 
Den Tschichen freizugeben? 

,,;MISSENA 
Ihr? 

IBERIN 
Ich bin's! 

MISSENA verlegen: 
Nun, das kommt unerwartet. 
Von Tschuch und Tschich? 

Und wenn ich selbst 

Und die Lehre 

IBERIN fest: 
Das braucht Euch nicht zu kummern. 

• s ist meine Sach." (GW ,p .1031) 

Iberin has become the perfect representative of the wealthy, and the 

decisive changes in his character have made the figure of Zazarante, 

in BBA 257 the true Fascist leader, superfluous, although he still 

performs the pragmatic function of "propositioning" Isabella. 
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Iberil.n's readiness to lend assistance to the state is, then, not to be 

understood in terms of his idealism, nor as the act of a fervent patriot; 

he desires, rather, to enjoy the feel o.f political power: 

"Angelo Iberin wurde nun zum politischen Hasardeur, 
der vor nichts zur\Jckschreckt." 68 

Hence the viceroy's fear of him ("Den will ich nicht./Dies ein filr 

allemal, den will ich nicht." (GW,p.917)), and Iberin's disappointment 

in Scene Eleven that he has not been consulted about the army's tri­

umphant return to the capital: 

" ... Doch was den Einzug in die 
Hauptstadt angeht, und wer da an der Spitz ist 
Da werd ich noch ein Wort mi tsprechen, mein ich 1" 

(GW ,p .1031) 

b)Missena 

Scholars have usually assumed that the figure of Missena (formerly 

Eskahler) stands for Franz von Papen, the former cavalry officer who 

became a favourite of President Hindenburg and was invited by him to 

69 take the office of the Chancellor, an offer he accepted In the 

light of the close relationship between von Papen and the old President 

this interpretation is quite plausible, but Brecht's new name for 

Eskahler, Missena, gives rise to another possibility,namely that 

Eskahler/Missena is Otto Meissner, the Secretary of State. Beyond the 

obvious similarity, further evidence of a connection is the fact that 

Missena is the Lati~ equivalent for the German city of MeiBen, an 

inhabitant of which is referred to as a MeiBner, or Meissner! 

c)Nanna callas 

" i-. ts that the name change from Judi th to Nanna was K.-o. Muller sug~es 



probably intended to endow the figure with the greater significance 

deriving from her namesake, the prostitute Nanna in Pietro Aretino's 
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70 Ragionamen ti Muller's conclusion cannot be refuted and is, indeed, 

a productive contribution to the research on the play, but it is note­

worthy that in his work material Brecht only envisaged the names 

"Celia" and "Therese Anna", apparently wishing to give the play more 

Peruvian colour 71 

In addition, Brecht has deepened Nanna's political awareness, so that 

she now acts as a foil to her father, constantly correcting his view­

point and eJ!Posing his shortsightedness. This is particularly apparent 

in Scenes Six and Seven. When, in the coffeehouse, Callas declares 

that the lawyers have made the offer of the two horses because Iberin 

is on his side, Nanna contradicts him, confirming that everything is 

dependent on the state of the- revolution: 

"DER PACHTER CALLAS Der Iberin ist f{h- uns, darum sind sie 
so nachgiebig. Wir brauchen unsern guten Namen nicht 
fur ein Butterbrot wegzuschenken. Was meinst du? 

NANNA Ich meine, daB wir die G~ule nehrnen sollen. Es kommt 
nicht darauf an, wofur der Iberin ist. Es kommt alles 
darauf an, wie die Schlacht steht." (GW,p.975) 

Dismissing 100st of what she reads in the newspaper as "lies", Nanna still 

realizes that the "Sickle" is advancing, but because the revolution has 

been weakened by the desertion of those like Callas, it could collapse 

at any time - in these circtnnStances, Nanna concludes, they should accept 

the horses and leave the city. This is undoubtedly the wisest solution, 

but Callas decides to stay. In the following scene Nanna reiterates her 

fears ("Es scheint schlecht zu stehen mit der Sichel. .. Das ist nicht gut 

fur uns. 11 (GW,p.985)), well-grounded, as the audience is aware, but her 

father ignores them. 

Nanna offers alternative, more intelligent modes of action to those of 

her father, but her outlook, as Brecht stresses in the notes to the 
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Copenhagen production 72 , is only apparently more realistic. The 

"Ballade vom Wasserrad", above all, reveals her essential lack of insight, 

for by the end of the second court-scene Callas acknowledges that he 

should have fought with the "Sickle", that the vicious circle of the 

class-struggle can be broken, and only by armed revolt 73 

d)The "Huas" 

Perhaps to avoid the impression that Iberin's soldiers are professional 

fascists, Brecht now characterizes them as poor individuals with the 

same desires as Callas - to amass as much material wealth as possible 

during Iberin's reign. Hence, as de Guzman is delivered to the court in 

Scene Four, they are occupied with a dice-game to determine who is to 

receive his trinkets ("Die Huas beginnen, um die Ringe des Pachtherrn 

zu wurfeln" 74 
(§!_,p. 945) They applaud Callas' "Was-man-hat-hat-man-

Lied" (Scene Six), and sing their own version of his song ("Das neue 

Iberinlied"). Like Callas, too, they are deceived by Iberin, and when 

95 the boots they had received wear out and are not replaced , they also 

turn to the "Sickle" (one of the Huas paints the sign of the "Sickle" 

on the wall behind the gallows 76 ). 

6.5. Dramatic-dramaturgical Addit~ons and Alterations 

In this section the remaining means Brecht introduces to achieve the 

desired theatrical effectiveness of his work are analysed; this is best 

executed on a scene-to-scene basis, although not all scenes require 

attention. 
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Scerte·Artalysis 

Scene 2 

To demonstrate the conflict between the shared aspirations of the lower 

middle-class as regards Iberin and their social inequality, Brecht has 

enlarged the role of the Iberin soldier, who previously had simply 

read the passage in the newspaper concerning his superior. Each time 

a statement is made about the rent, the soldier gives it his approval, 

irrespective of whether the speaker seeks an increase in, or the 

abolition of, the rent: 

"DER TABAKHXNDLER PALMOSA ruft in den e!'sten Stoak 
hinauf zu dem Mann, d.e!' siah im Fenste!' Pasie!'t, 
dem Hauswi!'t Ca1,1,amassi-: Mit dem Materialismus 
ist es jetzt aus! Herr Callamassi, Sie sind sich 
wohl daruber k1ar, daB es mi t dem Zahlen von 
Ladenmieten jetzt vorbei sein muB? 

DER IBERINSOLDAT Sehr richtig ! 
DER HAUSBESITZER CALLAMASSI Im Gegenteil, mein Lieber! 

Die Ladenmieten werden in Zukunft pflmdbar sein. 
Horen Sie den Marschtritt der Bataillone? Das sind 
die Kampfstaffeln des Iberinbundes. Sie marschieren, 
um die aufstfuidischen Pachter, die die Pachten nicht 
zahlen wollen, niederzuwerfen! Uberlegen Sie sich 
das, Herr Palmosa, der Sie Ihre Ladenmiete nicht 
bezahlen wollen! 77 

DER IBERINSOLDAT So ist es." (GW,p.928) 

This simple device, which despite, or precisely because of, its terse­

ness, has considerable stage-potential, enabled Brecht to remove from 

the scene superfloous material, namely the episode in. which the fat 

lady and the furniture-shop proprietress, though united in their 

esteem for Iberin, argue over the price of an egg. An equally slight, 

but nonetheless effective, alterati.on is the stage direction requiring 

the Iberin·men to look to the gathered citizens for approbation, which 

they render by nodding their heads in sheep-like unison: 

"DER IBERINSOLDAT e!'staunt: Tatsachlich, er flaggt nicht. 
Er sieht alle de!' Reihe naah an. Alle sahiltteln den 
Kopf. 



ZWEITER HUA Die Iberinflagge in den schmierigen Pfoten 
eines Vollbluttschichen! 

Scene 3 

Der Hua sieht aiie d.er Reihe naah an. Sie sahllttein 
d.en Kopf." (~,p.926) 

In this scene Brecht for the first time indicates that a speech is to 

be directed at the audience, not at the other figures on stage. The 

third tenant-farmer, resolved to join the "Sickle", explains to the 

spectators in the theatre why he has decided this: 

"DRITTER PACHTER ... Zum Publikum: 
Pachtherr und Pachter sollen einig sein 
Weil ihre Kopfe rund sind und nich t spi tz ! 
Ich zahl die Pacht und jener steckt sie einl 
Und beide sind wir einig! 's ist ein Witz! 
Was soll das, daB wir beide tschuchisch sind? 
Dann soll er mich nur von der Pacht befrein ! 
Sonst trennt uns eben Hunger, Frost und Wind. 
Das teilt uns m&chtig in zwei Teile einl" 

(~,p. 942-943) 

This speech, not in BBA 257, Scene Three, is replete with thematic 

significance and, particularly with its poetic form (in contrast to 
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the prose of the rest of the scene), but also through its language, it 

vividly recalls the prologue. Iberin's public declaration, which 

serves to split the farmers, now contains, on the one hand, more 

78 satirical elements , but also, on the other hand, refe·rences to the 

"new division into roundhead and peakhead" which align it with the 

thematic red thread commencing in the prologue: 

"Wie aber kennst du ihn heraus? Am Kopf! 
Am spi tzen Kopf erkennst du ihn ! Der Spi tzkopf 
Ist's, der dich aussaugt! Und drum habe ich 
Angelo Iberin, mich jetzt entschlossen, das Volk 
Neu einzuteilen in Rund- und Spitzkopf 

Eint unter Iberins weiBer Fahne euch 
Jetzt gegen euren Feind, den tschichischen Spitzkopf!" 

(GW,p.939) 
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The technique of drawing attention to significant thematic statements 

or occurrences by inducing the actor to address the audience is further 

found in Scenes Nine and Ten, when Nanna and Callas refer to the sub­

stitutions they must perform 79 

Scene 6 

The second half of this scene, in whl:¢11 the landlords take refuge in the 

backroom of the coffeehouse, has been reduced in s:ize. All mention of 

Zazarante, the scheme for de Guzman to contribute part of the lo.an to 

Iberin, and the proposals that the convent file suit on de Guzman's 

behalf and that the landlords appear as witnesses have been removed from 

the text. There are two possible reasons for these excisions. On the 

one hand, even without this material the audience becomes aware bf the 

context in which the forthcoming trial will take place ( 11Sch8n, wenn 

ihr zahl t - wir machen den P rozeB. 11 (Q!, p. 9 80) ) . The reduction in size 

thus makes this aspect clearer, for the audience is no longer caught 

up in - excessive - details. ThatFrau. Cornamontis now does not read 

from the newspaper about the expropriation of land in the South, which 

occasions the landlords' • feverish acti-v:Lty, but that the lights are 

simply extinguished (a sign that the farmers have overr1m the power­

station) is part of this attempt to sha:rpen the impact of the scene. 

On the other hand, the removal of the landlords' machinations may also 

be one of the means of weakening their seemingly ovexwhelrning super­

iority, which their multiple preparations certainly consolidate. There 

is no doubt that Brecht wanted to alter the play at this stage so that 

the wealthy would appear less omnipotent and the poor more so. In the 

notes to the Copenhagen premiere Brecht states explicitly that he wants 

11 • h' 80 the viceroy to forfeit the "volle Uberlegenheit des deus ex mac ina" 
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In the last scene, therefore, he was to be portrayed as an alcoholic 81 . 

In addition, unlike Shakespeare's Duke of Vienna he no longer takes an 

active part in the unfolding of the plot, but remains throughout the 

performance in the audience 82 . For this reason, it can also be 

assumed, the landlords are shown at the beginning of Scene Six waiting 

for a train to take them to safety ("Ein guter Einfall, uns hier 

aufzuhalten/Bis unser Zug geht." (§!,p.967)). They have, at least 

momentarily, lost control of events. The Sickle undergoes the opposite 

transformation, begun in Scene Three where they are presented as weapon­

bearing revolutionaries, whose conviction that they will ultimately 

be victorious is stated at the beginning of Scene Ten -

"DER HUA zu dem Pl:l.ahtei:o, den ei:o saherot: War es so 
wichtig, uberall dieses Sichelzeichen hinzuschmieren? 

DER Pi\CHTER Ja. 
DER HUA Wer. wird denn jetzt euren Frauen durch den Winter 

helfen? 
DER PACHTER Das wissen wir nicht. 
DER HUA Und wer wird die Acker pfl~gen im F~jahr, wenn 

ihr nicht da seid? 
DER PACHTER Das wissen wir auch nicht. 

II 11 fl DER HUA Werden uberhaupt noch Acker da sein im Friihjahr? 
DER PACHTER Auch das wissen wir nicht. 
DER HUA Aber daB die Sichel einma1 siegen wird, das wiBt 

ihr? 
DER p}kHTER Ja, das wiseen wir." (§'.!_,p.1019) 

- and at the end of the last scene, as the captured farmers twice sing 

the "Sichellied" and shout "Es lebe die Sichel!" (GW ,p.1038). Loud 

drumming accompanies their chorus and forces Callas to throw down soup­

bowl and soldier's garb. Furthermore, not only the fact that the 

"Sichellied" now concludes the play, and not the landlords' table-song, 

but also the reappearance of the sign of the Sickle - which Iberin 

83 declares he has destroyed forever - strongly indicate that what is 

will not always be: 

"Wenn der Gesang zu Ende ist, nimmt im Hof der Hua 
die Stellage von der Mauer: er braucht sie *um 
Hangen. Da kommt hinter ihr auf der neugetunchten 
Wand ein groBes rotes Sichelzeichen zum Vorschein. 84 
Alle sehen es und betrachten es erstarrt .•• " (GW,p.1040) 



394 

Scene 7 

The tendency evident in BBA 257 to contrast the first trial and the 

second, race and class justice, is more pronounced in the final version. 

The altercation between Callas, Judith and de Guzman's party no longer 

immediately follows the "Lied von der belebenden Wirkung des Geldes", 

which still prefaces the second trial, but is preceded by Iberin:' s 

entrance. He confides to Missena that, as the trial is completely 

dependent upon the struggle against the revolutionaries, he will only 

make his decision when his troops have been victorious. Until then he 

leaves the trial in Missena' s hands, :who swiftly takes the judge aside 

to advise him, it must be assumed, of what he must do. From the begin­

ning, then, the class basis of the trial is made overt: not the racist, 

but the political representative of the wealthy and his lackey 85 will 

preside over the hearing, whose outcome will be decided by the success 

of the counter-revolution. 

With Iberin's withdrawal from.the proceedings the considerable amount 

of textual material connected with his presence, particularly his 

relationship with Zazarante, but also the Shakespearean encounter with 

86 a suppliant Isabella, has been deleted . Furthermore, after the 

opening section of the scene has unambivalently established its class 

prejudice, there is no further need for the appearance by the landlords 

and de Guzman, which, while impressing the true nature of the trial 

upon the spectator, tended to draw the scene out to excess. In its 

shorter form the scene is dramatically more interesting and less inclined 

to dull the specator's awareness; with its concentration upon the court­

room debate between Callas and his wealthy opposition it also resembles 

more closely the trial in Scene Four. A further parallel between the 

two scenes is strengthened when Callas employs a racial argument in his 



case for the horses, and the Mother Superior counterattacks with 

"crude" materialism: 

"DER P.llCHTER CALLAS ... Ich beantrage, daB der Statthalter 
selber das Urteil spricht, da es sich nicht um ge­
w8hnliche, sonde:rn um tschichische Pferde handelt. Ja, 
das ist es, es handelt sich um tschichische Pferde. 

OBERIN Ich m8chte darauf aufmerksam machen, daB sie jetzt 
in tschuchischen (Handen) sind. 
Es handelt sich um unsere Pferde, Herr. 
Und wir sind Tschuchen. Waren's Tschichenpferde 
So war doch Eigentum noch Eigentuml 
Wer darf das stehlen? Herr, da stehn zwei Pferde. 
Man geht drum rum. Man pruft. Man schitzt. Sieht man 
Ihnen ins Maul schauend, eine Tschichenhand? 
Mitnichten, Herr. Denn, Herr, was ist ein Pferd? 
Ist es ein tschichisch, ist's ein tschuchisch Ding? 
~s ist keins von beiden! 's ist etwas, was hundert 
Und soundsoviel Pesos wert ist, 's k8nnte 
Auch Kase oder Stiefel sein f{i,r hundert 
Und soundsoviel Pesos! Kurz, was dort 
Mi t seinen Huf en scharrt, sind hundert Pesos!" 

(GW ,pp. 990-991) 
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This is a reversal of the circumstances in Scene Four, in which Callas 

and Iberin confront one another, the materialist and the idealist. 

Scene 8 

In BBA 257 the delicatessen owner returns, to the fat lady's amazement, 

to his shop. This demonstrated that the status quo existing before 

Iberin's rule had re-established itself, but it also signified, Brecht 

realized, that at least some, even the poor, could profit from his 

seizure of power. To avoid this impression, the delicatessen-owner 

now opens.his shop again, but only to collect his suitcase and leave 

again: 

"Gloaken-Ul.uten. Aus dem ViktuaZienZad.en links tritt 
wieder dex- tsahuahisahe H!lndler. Er hat nur seine 
KoffeP aeholt und geht jetzt ebenfaZZs ab: auah er 
rrruB sei~en Laden sahZieBen .. . " (GW ,P. 997) 

The subsequent episode, in which Peruiner removes the hat concealing his 
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peakhead to symbolize the victory of the rich , was rendered unnecessary 

by this poignant alteration to the scene. The fact that the poor man, 

whether peak.head or roundhead, has suffered, means that the old system 

of rich and poor again holds sway. 

The remainder of the scene has also undergone a transformation: Nanna 

and her father now appear in the street before de Guzman and his entour­

age. But Nanna's "Ballade vom Wasserrad" is not sung when she and her 

father make their entrance, but at the end of the scene, in response to 

Palmosa's assurance that de Guzman will be hanged: 

"Fraulein Callas, Sie haben etwas Wichtiges versaumt. 
Eben kamen sie mi t dem de Guzman vorbei. Er wird 
nach Heilig Kreuz iilierfllhrt. Sie haben also wenigstens 
die Genugtuung, daB dieser Mensch aufgeha.ngt wird." 

(,§!,p.1007) 

In this end position it is more striking as a comment on the development 

of the play in the first seven scenes ( "Gestern verurteil te uns der 

Vizekonig, heute tut es Herr Iberin" (GW,p.1007)) and on the nature of 

the class-society itself. Such a commentary is also perfectly positioned 

to lessen, if not completely quell the tension created by the fact that 

de Guzman still faces execution. In this connection it is noteworthy 

that Brecht better motivates callas' desire to remain in the city. In 

conversation with Palrnosa, he is made aware that the question of the 

rent has not yet been resolved: 

"DER TABAI<mlliDLER PALMOSA Haben Sie wenigstens Erfolg 
gehabt mit Ihrer Anregung in dem ProzeB gegen den 
de Guzman, daB die Pacht gestrichen werden sell? 

DER picHTER CALLAS ePsahroaken: Die Pacht? Richtigl 
Davon ist ja in dem Trube! uberhaupt nicht mehr 
die Rede gewesen. Das muB ich sofort in Erfahrung 
bringen! Mensch!" (GW ,p. 1000) 

Palrnosa does not understand what Callas has in mind as he runs off -

"DER TABAI<WlliDLER PALMOSA Am besten ist es, Sie gehen 
sofort zurn Herrn Iberin. 

DER PACHTER CALLAS Zurn Iberin? Zu dern gehe ich nicht 
mehr, mein Lieber. Aber herausbringen muB ich es. 
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Er> geht weg, irroner> mehr> ins Laufen korronend. 
DER TAB~DLER PALMOSA Wohin laufen Sie denn? 

Er> geht kopfsah~ttelnd in seinen Lad.en zurll.ak. 
(§'.!_,p .1001) 

- but the audience knows he can only be on his way to de Guzman, the 

controller of the rent, and may even suspect, particularly after Nanna' s 

ballad, that this is the first in a chain of events leading to de 

Guzman's release. The remaining alterations to the scene are connected 

with the other substitution (Isabella-Nanna): the seriousness of de 

Guzman's position, specifically his own mortal fear, is given greater 

visual immediacy. De Guzman appears with a sign around his neck, 

which states that he has defiled a roundhead maiden and will be 

executed. Pale-faced, he refuses to take another step after the inspec­

tor concedes that the Holy Cross prison is a place of certain death: 

"HERR DE GUZMAN 
Ich bin verloren, Schwester! 

Ich komm nach Heilig Kreuzl 
ISABELLA 

Nein! 
DER TSCHUCHISCHE ANWALT zum Inspektor: 

Ist das wahr? 
DER INSPEKTOR Herr, es ist wirklich kein gutes Zeichen. 

Aus dem Gefangnis Heilig Kreuz ist noch keiner lebend 
wieder herausgekommen. 

HERR DE GUZMAN 
o Gott, ich geh nicht weiter, keinen Schritt! 
Er setzt siah auf d.en Boden." (GW ,p .1002) 

This new material makes it more understandable that Isabella, despite 

her moral revulsion, is prepared to sacrifice her virginity on her 

brother's behalf. 
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BBA 257 - Endfassung: SUiilillary 

According to Werner Mittenzwei the period of exile work is noteworthy 

for Brecht's further transformation of the figure of Angelas, and for 

the greater emphasis placed upon both the racist's landlord backers and 

87 the revolutionary movement . The present analysis supports Mittenzwei 's 

general comments. Iberin does indeed differ from his counterpart in the 

Versuche. He has forfeited the idealism which had made him such an 

uncomfortable tool in the hands of the ruling class. In BBA 257, however, 

he remains an ambivalent figure, for there is evidence that, although 

he willingly employs idealistic phrases to justify the inhumane acts 

of the wealthy and cruelly and self-assertively condemns Callas to 

pe:r;petual wretchedness, he is an ineffectual individual who still 

believes sincerely in his racial philosophy. The figure of Zazarante 

is not introduced in BBA 257 to vouchsafe Iberins' idealism, as Weisstein 

and Kussmaul assert. For, on the one hand, Angelo Iberin himself is 

no longer simply the disappointed idealist of the Versuche version. 

And on the other hand, Zazarante's role is too large to be reduced to· 

one of dramatic convenience (the Isabella "proposition"). On the con­

trary, Zazarante's inclusion in the plot can only derive from Brecht's 

analysis of the German political scene. The addition of this strong 

figure, who controls the Fascist forces with an iron grip, would seem 

to have occurred because Brecht conceived of Hitler as nothing more than 

a figurehead behind whom the true Fascists (SA, SS) were operating. In 

the final version this state of affairs altered radically: Brecht 

devalued Zazarante's role in favour of Iberin, portraying him as a 

cynical power-seeker prepared to make any sacrifice for political 

advancement. Again, this revision could have been a consequence of the 

changed political climate in Germany, for in late June 1934, Ernst 
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and hundreds of his followers were murdered at Hitler's command. 

Even such powerful men as General von Schleicher and General Bredow 

lost their lives in the June 30 massacres. Others, such as BrUning 

and von Papen, narrowly escaped death. After such bloodshed there could 

be no question of presenting Adolf Hitler as an irresolute strawman. 

Further, the landlords and the revolutionary farmers are more promi­

nent in this third stage of development, but Mittenzwei does not refer 

to the variation in their status evident between BBA 257 and the final 

version: the landlords active in the first text had obviously appeared 

too strong, too invincible, for in the latter they are portrayed as 

considerably less able, whereas the revolutionaries are endowed with 

weapons and an unswerving determination to gain the ultimate victory. 

Mittenzwei's analysis of the developments evident in the third stage 

of reception is adequate on a general level then, but does not take 

sufficient account of Brecht's predilection for fluctuation and change. 

More importantly, though, Mittenzwei has not grasped the outstanding 

feature of the £our month period separating BBA 257 and the Malik­

Suhrkamp edition, namely· the desire to prepare the work for the 

stage, for theatrical reception by an audience. This tendency dis­

tinguishes the final stage of work from the preceding, which is 

significant above all for its political orientation, for the attempt 

to embrace in literary form the essence of Fascism. This does not mean 

that in the last period, for instance, the political aspect does not 

play a part at all. Brecht's work on the figure of Iberin, for example, 

is undoubtedly politically inspired. But the basic contours of Fascism 

in its racist form have been established. Subsequently, Brecht's main 

endeavour is to rearrange, add to, or delete from, the plot so that an 
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audience will more easily be able to discern this truth or understand 

the elements which contribute to it. One of the more interesting 

examples of this is Brecht's experimentation with Scene Two, to which, 

in BBA 257, he adds material, such as Mungosi's "Das mussen Sie Ihrem 

Mieter sagen, dass Sie seine letzten Kunden abbauen wollenl" (257/14) or 

the egg-buying episode, intended to make the scene's basic dontradiction 

most apparent. Obviously dissatisfied with the effectiveness of the 

latter addition, Brecht removes it from the last version of the play 

and replaces it with the Iberin soldier's blanket affirmation of the 

lower middle-class'sconflicting hopes. A further example is Brecht's 

transplantation of the lawyer's correct assertion that Judith/Nanna and 

de Guzman were lovers from Scene Seven to Scene Four. In this new 

position it indicates most unambiguously Iberin's racial bias. Another 

of the manifold instances revealing the playwright's efforts at accen­

tuating extant material for the benefit of a theatre-audience may be 

found in Scene Nine. Isabellas' exposition of the three virtues of 

chastity, obedience and poverty pregnantlye:iq>ressesthe decisive differ­

ence between the prospective nun and the prostitute - money. Even the 

changes noted above to the status of the landlords and tenant-farmers 

are connected with Brecht's wish to distil in the most effective form 

the essential pointe of the plot and its constituent parts. Brecht 

recognized that an important aspect of late-capitalism inherent in the 

play, the necessity or inevitability of social changes, had been under­

stated, and so proceeded to energize the revolutionaries and debilitate 

the ruling class. 

Brecht thus achieved his goal by a variety of means. The most important 

method he employs, however, is the introduction, or reinforcement, of 

alienation devices: the action proper is now prefaced by a prologue, 

h Ve been spread throughout the text. But the main and eleYen songs a 
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alienation technique strengthened during this phase is the parable 

form. The plot now unfolds on the completely fictitious island of 

Jahoo, and overt references to Nazi Germany found in BBA 257, such as 

Iberin's four-point progrannne for the rebuilding of Jahoo, or the 

di.ctum "Gemeinnutz geht vor Eigennutz", have been excised, and only 

a small corpus of veiled satirical indicators ("Hutabschlagerstaffel"; 

"Heil Iberin";"Sch.utzkamp";"Sautschich") remains. In accordance with 

this, the prologue stresses that the play is a Marxist parable, a work 

primarily meant to det00nstrate the supremacy of economic differences, 

therefore, not sinply the nature of Nazi anti-Semitism. For this 

reason, too, Brecht incorporates the issue of private property and 

the war-conplex in Die Rundkopfe und die Spitzkopfe. His concern is 

to convey the truth about the (capitalist) world, of which Germany is 

only a part. The land of Jahoo, this "enchanting landscape" with its 

preddminantly feudal system, represents outwardly neither Germany nor 

a society in the advanced stages of capitalism. It is thus well-suited 

to encourage an audience's rational or critical understanding of the 

laws governing both, laws inherent in the socio-economic and political 

structure of Jahoo. 

Structurally the play has been reduced in the final phase to eleven 

scenes: the first five scenes of BBA 257 are basically identical to 

the first five of the Versuche, and Scenes Eleven, Fourteen and Fif-

teen of the latter version correspond to Scenes Nine, Ten and Eleven, 

respectively, of the former. Scenes Twelve and Thirteen of the Versuche, 

which contained the altercation between Iberin and the landlords, and 

callas' visit to the salt-depot, have been deleted almost entirely, 

although fragments of Scene Twelve may be found in BBA 257, Scene 

Eleven. BBA 257, Scene Eight now embodies Scenes Nine and Ten of the 
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previous version and Seen s h · , e even as become the second trial scene. 

Scenes Six and Seven of the Versuche have been absorbed into BBA 257, 

Scene Six, although, again, some fragments of Scene Seven are to be 

found in the course of the second trial. 

The Shakespear~an content diminishes during the last period, for the 

encounter between Isabella and Iberin, still present in BBA 257, Scene 

Seven, has been dropped from the final version. Brecht's brainchild, 

the brothel-shifting motif deriving from Shakespeare, has also been 

excised, together with the "poor-court" (Versuche, Scene Fourteen). 

The elimination of the "poor-court" means that the penultimate scene 

only contains the substitution of de Guzman by Callas. It thereby 

closely parallels the previous scene, in which Nanna prepares to take 

Isabella's place. The play in its final form has undoubtedly developed 

further the structural principle of repetition and variation inherited 

from the original. Scenes Four and Seven (race and class) and Nine and 

Ten (the substitution motif) consolidate the pattern already formed by 

recurring scene structures (Scenes Three and Five both have an 

Aristotelean peripety caused by the arrival of a messenger), the fourfold 

appearance of the betrayal motif and the similarity of Scenes One and 

Eleven (although the return to the beginning of the play signalled by 

the recurrence of the "Sickle" sign points ironically to the destruction 

of the status quo just re-established). The stereometric structure 

already evident in BBA 253 is also now a ubiquitous feature of the text. 

Apart from Scenes One to Three, which take place on the same day 

(September 11), the five chronological scene groupings perceived in the 

first completed manuscript have been dissolved. Scenes Four and Five are 

close-knit, both occurring within hours or even minutes of one another, 
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three days after the change of leader (September 16). Scenes Seven to 

Eleven all unfold in a matter of hours (on September 22, eight days 

after the first trial). Presumably the chronological unity of the 

last five scenes and the play's symmetry - Scenes One to Five and the 

first half of Scene Six are determined by Iberin and his race-bias, 

whereas the second half of Scene Six and the remaining five scenes 

represent the reverse development - have induced John Willett to refer 

to Die Rundk8pfe und die Spitzk8pfe as being "cast in more or less 

88 orthodox form" . However, the scenes have not forfeited the "relative 

independence" they possessed in BBA 253, and there is, moreover, a 

variety of scene-location, a time-span of eleven days and a broad epic 

perspective involving the representatives of several social classes 

and institutions. These aspects, as well as the stereometric structure 

and the principle of motif and scene repetition point to the unorthodox, 

non-Aristotelean nature of the play. 
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Footnotes: 

VBlker, Brecht-Chronik, p.56. 

2 
Engberg, op.cit., p.130. 

3 

4 

5 

6 

7 

8 

VBlker Brecht-Chronik, p.59. 

See Bahr, Btlhnenfassung, pp.238-239, where the transitional phase of work 
between the Versuche and BBA 257 is also briefly summarized. 

Brecht's set-directions make it clear that he wanted to create a magical, 
fairy-tale atmosphere ("Die H!:!.user sind bauf!:!.llig, aber von zarten Farben, 
sodass der Eindruck einer bezaubernden Landschaft entsteht."(257/3)). 

In his final speech Eskahler no longer anticipates the last day of the 
month as the deadline for the payment of the civil-service salaries, but 
rather, should Iberin fail, as "die Zeit ... wo/die Sichel Luma sttlrmt 
... "(257/11). 

The decision to hand over power to Iberin is even less obviously than in 
the Versuche a purely political stratagem; its socio-economic or class 
rationale ("Reich und reich ... ") becomes more apparent as Brecht stresses 
the viceroy's social position and allegiance ("(Der Vizekl:lnig seufzt. 
Eine Seite (sic!) ist in ihm zum Erklingen gebracht worden: er ist selbst 
Gutsbesitzer.)"(257/6)). 

Although the song is relatively firmly integrated into the dramatic action, 
it should be noted that the singers have become "Mitwisser des 
Sttlckeschreibers", the Brechtian phrase for those who step out of their 
assigned role to address the audience; tn the context of the play they are 
capable neither of the insight contained in the song, nor, at this point, 
of the attack upon Iberin ("Dort ist der Sumpf/Und hier erwarten wir 
dumpf/DaB uns ein Ftlhrer hineinftlhrt."(257/19)). For a full discussion of 
the song in Brecht's oeuvre, see in particular A.Wirth, op.cit., R.Grimm, 
Brecht. Die Struktur seines Werkes, pp.59-62, W.Hinck, op.cit., pp.41-47, 
H.Jendreiek, Drama der Ver!:!.nderung (Dtlsseldorf, 1969), pp.82-86 and 
I.Fradkin; Bertolt Brecht, trans. O.Tl:lrne (Leipzig, 1974), pp.429-439. 

9 The scene now contains a number of reminders, mostly in "alienated" form, 
of Nazi Germany: "Sautschich", "Schutzkamp", "Vollbluttschiche", 
"Volksgenossin" (See R.Pohl, op.cit., pp.45-46). 

10 This musical element, undoubtedly the fruit of Eisler's collaboration, may 
be found throughout the text of EBA 257 at significant junctures (in Scene 
Three, for instance, when Callas refuses to help Lopez). 

11 Ananalysis of this shift in emphasis from Iberin/Hitler to Zazarante and 
his band will take place in a forthcoming chapter (pp.356-364). 

12 Reinhold Grimm describes the various kinds of dramatic integration of 
in his study of alienation (cf. Brecht. Die Struktur seines Werkes, songs • h 1 · 

p.6l). Just as the two songs have bee~ incorporated in~o ~ 7 pay in a very 
d "ff t anner so too their respective natures are dissimilar, the hymn i eren m , -1 h. 

· oetical reflection of, and the ballad as a phi osop ical serving asap 
commentary on, the dramatic action. 

13 Ni·ne, Isabella rebukes Judith for implying that her motives When, in Scene 
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are financial - "Ich habe das Geld dazu. Wenn ich es hier (in the convent) 
nicht anlege, dann wird es mir wom6glich noch weggenommen."(257/121) -
the suspicion now grows that Isabella is a hypocrite. Her character remains 
ambivalent, though, and in the context of the play this minor figure must 
be deemed the least convincing or successful. In Scene Nine Judith con­
tinues to say that for Isabella recourse to the convent is her only chance 
of protecting her money, as marriage would be impossible: 

" •.• Ich habe n1!mlich einen Spitzkopf. Eine 
Heirat hilft da nicht. Einen Spitzk6pfigen 
mag ich nicht heiraten, denn er bietet mir 
keine Sicherheit in diesen Zeiten, und ein 
Rundk6pfiger nimmt mich nicht ... "(257/121) 

This is not only a further slight upon Isabella's professed spirituality, 
but also an allusion to the increasing anti-Semitism in Nazi Germany; 
although the Nuremberg laws prohibiting intermarriage were not decreed 
until September, 1935, already in August, 1933, members of the Reichswehr 
were forbidden to intermarry, and it was even then inadvisable for any 
"Aryan" to contemplate marriage to a Jew. 

14 In BBA 257 the phenomenon of private property is far more significant 
than in earlier versions; in this scene the Mother Superior is shocked, 
not by de Guzman's imprisonment, but by Callas' theft of the horses, and 
she feels less concern for the members of the de Guzman family than for 
their belongings: 

"Ich glaube allerdings, dass filr die Gilter 
der Familie de Guzman mehr Gefahr bestehen 
dilrfte als filr die Familie selbst."(257/60) 

15 See Excursus, pp.356-364. 

16 See p.372. 

17 The viceroy's comments on "measure for measure", for example - "Die eine 
wurde erniedrigt so, warum die andere nicht?/Das ist doch die 
Gerechtigkeit, die wir/bereit sind, unter Umst!:!.nden zu geben."(Versuche, 
p.364) - or his demand that the chief judge and the lawyers be released 
(" ... darum bitt ich/um diese zwei Verteidiger Calausas/ die, wie ich 
h6re, nicht so sehr genau sind/und einen Richter brauch ich, der gern 
iBt."(Versuche, p.364)). 

18 See above, pp.196-198. 

19 Cf. above, pp.210-213. 

20 Grimm, Brecht. Die Struktur seines Werkes, p.61. 

21 The Nazi dictum "Gemeinnutz geht var Eigennutz", the theme of an essay by 
Brecht with the title 11 tlber den Satz 'Gemeinnutz geht vor Eigennutz'" 

22 

(GW, 20, pp.230-233), is included in Callas' speech. The s~ectat~r cannot 
o~rlook this reference, and is obliged to conclude that Hitler is no 
different from the landlords' henchman Iberin, an~ th~t only fools (such 
as Callas) could be persuaded by propaganda of this kind. 

Cf. : 
" ... Wir sind den Herren sehr verpflichtet, sie 
haben die gerichtliche Schliessung des Kaffee­
hauses verhindert."(257/64) 
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23 As the • viceroy departs, Iberin again "bows deeply"(257/11). 

24 Iberi· n • is now prepared to ignore the question of right or wrong in the 
interests of political expediency; when there has been no news from 
the South, and it seems that the government troops are losing the battle, 
he suggests a compromise to the landlords: 

"Ich wende mich jetzt an die Pachtherren. Nochmals 
mBcht ich die Frage stellen, ob nicht vielleicht 
ganz ausserhalb von Recht und Unrecht doch die 
Pachtherrn ein grosses Beispiel geben wollen 
tschuchischen Opfersinns und diesem Mann 
der schwer um seine Existenz kfunpft, nunmehr 
zwei Pferde schenken kBnnten ... " (257/95) 

Iberin remains a slightly ambivalent figure, however, for there is evidence 
that he does adhere sincerely to certain idealistic notions, such as the 
extermination of all peakheads: 

"Iberin hat immer wieder betont, dass das Ziel 
sein muss: Ausrottung der SpitzkBpfe, wo immer 
sie nisten!"(257/18) 

This could be seen as the expression of a mendacious propaganda (it is 
spoken by an Iberin soldier), but Eskahler's in camera remarks to the 
landlords cannot: 

" ... Herr Iberin ist sehr bedrtlckt 
ob dieser niedern Raffgier mancher P~chter. 

Seid mir behutsam, wenn man jetzt von Geld 
spricht! 

Sein hoch fliegender Geist vertr~gt es kaum 
dass man mit niedern Dingen ihn behelligt. 
Er glaubt, der tschuchische Geist bezwingt 

aus sich 
ohn ~ussere Hilf den Feind ... "(257/72) 

25 Cf. for example: 

"Pacht? Pacht ist Eigentum und das ist heilig." 
( 2 5 7 /71 , 1 39) 

26 Palmosa tries to convince the fat lady who has been evicted that she 
shntildpersevere until the government's plans are executed: 

27 Cf.: 

28 Cf.: 

"KBnnten Sie nicht noch so lange durchhalten, 
bis die grossen Pl~e der neuen Regierung aus­
gefilhrt werden? Morgen am Tag des erwachten 
Jahoo, heisst es, verkilndet der Statthalter 
ein Programm, das das ganze Land von Grund 
auf ver~ndern soll."(257/103) 

"Ich kann bezeugen, dass die :Pacht unerschwing­
lich war. Der Boden ist sumpfig ... "(257/40) 

" Die Sch!:!.den am Hause kBnnen wir nicht reparieren, 
sodass es langsam Uber unseren KBpfen zusammen-
£1Ult ... "(257/43) 

29 Brecht ensures that any pity felt for Callas is tempered by recognition 
of the fact that the tenant-farmer is himself to blame for his decline -
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the convicted farmers standing beneath the gallows sing their revolutionary 
"Sichellied" as the stage revolves and Callas' shack becomes visible 
(257/151). 

Cf. : 
"Doch will ich noch den Zazarante hl:lren 
mein treues Ohr, das mir ins Volk hinein­

horcht. 

Mit dem Volk 
in seinen unteren Schichten eng verbunden" 

(257/81) 

31 Cf.: 

" 

" 

Das sind die Huas, die gefilrchtete Hut­
abschl/:1.gerstaffel des blutigen Zazarante ... " 

(257/15) 

der gefilrchtete Zazarante, der Kommandant 
der Iberinsoldaten ... "(257/35) 

32 When Iberi·n b • • ecomes more assertive in Scene Eleven, the suspicion 
arises that Brecht did not so much intend to alter his essentially 
ineffectual image as want to strengthen the satirical attack upon 
certain aspects of Nazi policy. Earlier in Scene Eleven his inherent 
insecurity and helplessness become manifest in his reaction to the 
landlords' demands for Calausa's release; in the second stage of devel­
opment he repels them with a vigorous attack upon their materialism 
(Versuche, p.348), now he is confused and hesitant: 

"(Iberin hat verstl:lrt von einem zum andern 
gesehen, als begreife er die Welt nicht mehr. 
Jetzt geht er zl:lgernd und schwerf~llig, von 
den Pachtherren und dem Staatsrat gefolgt, 
i~ den Hof)"(257/143) 

33 Zazarante is referred to by different parties as "bloody Zazarante", as 
the "feared Zazarante", and as a "bloodhound". 

34 It should not be forgotten, though, that Angelas' "proposition" may be 
interpreted as nothing more than the idle reflection of a race-idealist, 
who perceives that justice would be realized if a peakhead were forced 
to submit to the physical degradation already suffered by a roundhead 
(see p.223 of this thesis). 

35 Weisstein, op.cit., p.36. See also Kussmaul, op.cit., p.101. 

36 However, in the variant of Scene Seven appended to BBA 257 Zazarante 
is referred to as the "Herr der Polizei und ihrer Helfer"(257/182). 

37 Cf. : 
"Die Anw~l te der Familie Calausa beantragen die 
Revision des Urteils gegen den zum Tod verurteilten 
Pachtherrn Emanuele Calausa ... "(Versuche, p.305) 

38 It is noteworthy that a high proportion of the material retained from the 
Versuche in the scene relates to the issue ~f private propert~, for example 
in the landlords' assertion that the law exists to protect private owner-

ship -



"HERR DE H0Z :Besitz h/!ngt nicht von unserer 
Kopf form ab. 

HERR DUARTE :Das Recht ist da, uns den Besitz 
zu schtitzen. 

DIE 0BERIN :Und wos ihn nicht beschtitzt, ist 
es kein Recht!"(257/94) 

- or the lawyer's reminder to the court of the greater significance 
of the horses: 

" ... hier sind es zwei G/!ule 
die weggeschenkt, vielleicht bedeuten k6nnen 
dass Eigentum nicht Eigentum mehr ist. 
Der geistige Wall, mit soviel Mtih gezogen 
um den Besitz, die Quelle allen Rechts 
an einem Punkt durchbrochen, und der P6bel 
sttirzt brtillend drauf."(257/89) 

39 This is reinforced by Zazarante: 

"' s ist 1/:icherlich ! Schon wieder sind sie dran 
sich weiss zu waschen ... "(257/91) 
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4° For analyses of the song both in its dramatic context and as a separately 
published poem, see Reinhold Grimm, "Brechts Radder Fortuna," German 
Quarterly, 46 (1973), pp.549-565, and H.-W.Nieschmidt, "Glticksrad und 
Wasserrad - Produktive Rezeption einer Motivtradition im Drama Bertolt 
Brechts," in: G.K6pf, ed., Rezeptionspragmatik (Munich, 1981), pp. 
149-166. 

41 

42 

Cf.: 
"Freilich dreht das Rad sich immer weiter 
Dass, was oben ist, nicht oben bleibt. 
Aber ftir das Wasser unten heisst das leider 
Nur: dass es das Rad halt ewig treibt." 

(257/110) 

Nieschmidt, op.cit., pp.158-159. 

43 See also: 

" Denn wenn ich geh, 
geht nicht die Tschuchin ftir die Tschichin nur: 
Arm geht ftir Reich und ftir die Nonn die Hur." 

(257/125) 

44 The physical, mental and social differences between the two are emphasized 
throughout the scene, not only in the argument retained from the Versuche 
between Callas and de Guzman (CALLAS:Die Pacht ist zu hoch, da k6nnen wir 
nicht leben. DE GUZMAN:Wovon soll ich leben ... "(257/133)), and in the' 
"Lied eines Grossen", but also in the lawyers' dealings: 

"Sehen Sie, solch ein reicher Mann ist 
derartigen Situationen nicht gewachsen. 
Er ist durch Wohlleben verweichlicht, das 
r!!cht sich jetzt. Unter uns gesagt, er 
ist eine richtige Memme. Da seid Ihr 
P/!chter doch andere Leute! ••• "(257/133) 

45 See p.53 of this thesis. 
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46 
~s Gisela Bahr remarks i~ the edition of the Bfthnenfassung, p.240. 
i~e so-called stage-version of the play published by Gisela Bahr (BBA 259) 
~il~ not be considered in this thesis, because, as Bahr herself concedes, 
it is not identical with the Danish original (BBA 2156): 

"Mappe 259 ... eine gekftrzte Bfthnenfassung 
(vermutlich von 1934), die weitgehend (sic!) 
dem Text der d~nischen tlbersetzung ent­
spricht ... "(Bilhnenfassung, p.240) 

47 See this thesis, p.53. 

48 
Cf. Grimm, Brecht. Die Struktur seines Werkes, pp.50-51. 

49 Pache, op.cit., p.194. 

so Engberg, op.cit., pp.122-123. 

51 Goldhahn_cites this fragment in his 1961 dissertation, but states incorrectly 
that the poem "in wirrer zeit", the first stanza of which is quoted above, 

52 

is followed by the prologue (Goldhahn, op.cit., p.44); it is in fact 
succeeded.only by an early version of it. 

It should not be forgotten that the "skull-distributor" of the prologue 
moves "durch die L~der", whereas Hitler had, in 1934, not yet begun his 
succession of annexations. 

53 J.W.Goethe, Werke, ed.E.Trunz, 7th ed. (Hamburg, 1964), Vol.3, p.10. 

54 Goethe, op.cit., p.15. 

55 See also: 

"Ich werde euch ein Gleichnis schreiben 
In dem beweis ich es jedermann 
Es kommt nur auf diesen Unterschied an." 

(GW, p.910) 

Furthermore, Brecht refers to the play in the notes to the Copenhagen 
performance as the "Iberin-experiment" (GW, 17, p.1085). 

56 Cf. pp.392-393 of this thesis. 

57 Goldhahn, op.cit., p.45. 

58 See pp.359-361. 

59 The figure of the Hua will be discussed in the chapter on character 
(p.389). The song, as Grimm remarks, can serve_not o~ly to interrupt, and 
pass (the playwright's) comment on, the dramatic action, but also to 
contribute to characterization (Grimm, Brecht. Die Struktur seines Werkes, 

60 

p.53). 

See: 
"Das Lied haben die Huas an dem P8-ahter Parr 
demonstriert. Sie haben ihn in der ersten 
Strophe vor den Paa~th~rren geduakt~ aber in 
der zweiten haben s~e ~hn auf den T~s~h 
gehoben, ihm den Hut des Herrn Saz, d~e 
Zigarren und die GZ8-ser der Herren de Hoz 
und Peruiner verZiehen. Und der P8-aht~r Parr 
hat mit einem kZeinen HoZzsahuhstep m~tge-
wirkt. "(GW, p.972) 
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61 
Goldhahn, op.cit., p.60. 

62 

63 

64 

65 

66 

67 

68 

R.N.Carew Hunt devotes a chapter of his study of Communism to Lenin's 
doctrine of capitalist imperialism (R.N.Carew Hunt, The Theory and Practice 
0£ Communism (Pelican, 1963), pp.204-212). 

C~. also: 

"Solang die Sichel steht 
Gibt's keinen Krieg."(GW, p.918) 

BTecht similarly unmasks propaganda lies in Scene Two when, just after the 
viceroy and Missena have determined that Iberin should pave the way for war 
(ty crushing the revolution), an Iberin soldier defends Iberin as the 
h,erald of peace: 

"DER TABAKH.11.NDLER PALM0SA Wird es nun Krieg 
geben? Mein Gabriele ist gerade zwanzig 
geworden. 

DER IBERINS0LDAT Wo denken Sie hin? Kein 
Mensch will Krieg. Herr Iberin ist ein 
Freund des Friedens ... "(GW, p.924) 

Kussmaul, op.cit., p.102. 

Mittenzwei, op.cit., p.163. 

Cf.: 
"DER RICHTER zu Iberin; Exzellenz, ich stiltze 

mich auf die Aussagen einiger der bedeutend­
sten Pachtherren des Landes. 

IBERIN Stiltzen Sie sich lieber auf die Meldungen 
vom Kriegsschauplatz!"(GW, p.949) 

"IBERIN 

Wenn es ein Sieg ist, f~lle ich den Spruch 
Und nicht vorher."(GW, p.983) 

~ittenzwei, op.cit., p.163. 

69 ":"v/eisstein, for instance, refers to Missena as "von Papen-Mephisto" 
'(op.cit., p.37). 

70 ~tiller, op.cit., p.83, note 13. 

71 Cf. 811 / 3 8. 

72 G\v, 1 7, p . 1 086 . 

73 1n BBA 431, Scene Eleven, Callas even steals a rifle from one of the Huas, 
with the intention, it would seem, of beginning the revolution anew (he 
is taking up the weapon he refused in Scene Three). 

7 4 A manifest allusion to the scene of the Crucifixion (see Part Two, note 18). 

75 Cf. : 
"DER HUA Sieh dir mal meine Stiefel an! Sie waren 

gratis, aber die Besohlung heiBt ~s bezahlen. 
Ich trete schon keinem mehr gern 1n den Arsch 
mit diesen Stiefeln."(GW, p.1025) 
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76 Cf. also: 

"I m H o f / Einer der Zirronerleute hat sich 
hinter der Hol,zstel,1,age zu schaffen gemacht, 
die an der Mauer 1,ehnt. Als er wieder vortritt, 
f aBt ihn einer der Huas ah. 
DER HUA Was machst du denn da? 
DER ZIMMERMAN Nichts. 
Der Hua Bffnet ihm die rechte Hand und sieht 
eine rote Kreide drin. Er tritt hinter die 
Stel,1,age und sieht nach. Grinsend tritt er 
wieder vor. In diesem Augenbl,ick ruft ihn eine 
StahZheZmwache an. 
EIN SOLDAT IM STAHLHELM Was hat er gemacht? 
DER HUA Nichts. Seine Arbeit. Leise zu den 

andern Huas: Die sollen mir erst meine Stiefel 
besohlen lassen."(431/125) 

?7 The tt • same pa ern recurs in the debate between the fat lady and 

78 

Cornamontis: 

"DIE DICKE FRAU zu ihrer Hausbesitzerin, Frau 
Cornamontis: Haben Sie gehclrt, die Mieten 
sollen jetzt gesenkt werden! 

DER IBERINSOLDAT Ja, das ist richtig. 
FRAU CORNAMONTIS Nein, meine Liebe, ich habe 

gehclrt, sie sollen erhclht werden. 
DER IBERINSOLDAT Ja, das stimmt auch." 

(GW, p.929) 

Iberin, like Hitler, denounces the enemy as an oppressor and parasite 
(see Koenigsberg, op.cit., pp.19-20, 33). 

79 Nanna's "So geh ich, daB sich alles wieder dreh ... Arm geht fUr Reich und 
ftlr die Nonn die Hur."(GW, p.1019) has even been shifted to the end of 
Scene Nine, where its effect is, of course, greater. 

80 GW, 17 , p. 1 085. 

81 Loe.cit .. 

82 Loe.cit .. The speech previously given by the viceroy at the end of Scene 
Eight ("Wohl schon vergessen hier in meiner Stadt ... ") is now to be 
delivered from the theatre-stalls (GW, 17, p.1085). 

83 Cf.: 
"Herr, diese Sichel, denk ich, dieses Zeichen 
Des Aufruhrs und der Unzufriedenheit 
In Eurem Land und Eurer Stadt ist's jetzt 
Ftlr ewig ausgetilgt."(GW, p.1039) 

84 In Scene One Missena draws the sign of the Sickle on the wall of the 
viceroy's office as a means of persuading the viceroy to foliow his advice. 
When the Hua reveals his hasty artwork on the courtyard wall, it is by no 
means an indication that the plot has gone full circle, that the old regime 
has comfortably re-established itself, but, ironically, suggests quite the 
opposite. 

85 The judge's class bias is emphasized at the beginning of Scene Four, where 
h denies that de Guzman could have raped Nanna because he is "einer der 
f:nf grclBten Pachtherren des Landes"(GW, p.945). Brecht has excised the 
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line 
fact 
this 
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in which the judge justified releasing de Guzman because he was in 
assaulted by Nanna ("Er war es, der beU!stigt wurde"(257/35)). In 
way morality is transformed into class-morality. 

It is noteworthy that the speech in which Iberin affirms his friendly ties 
with the landlords ( "Ich h6r, es lauf in Luma ein GerUcht/DaB ich, weil 
ich den tschichischen Pachtherrn strafte/Ein Feind der Pachtherrn sei. 
Nun, nichts ist falscher. 11 ) is among the material retained by Brecht• 

Mittenzwei, op.cit., pp.162-164. 

John Willett, The Theatre of Bertolt Brecht, 4th ed. (London, 1977), 
p.176. 
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Conclusion 

The object of this study was to analyse Bertolt Brecht's Die Rundk8pfe 

und die Spitzkopfe in terms of a creative or productive reception of 

William 'Shakespeare's Measure for Measure. The emphasis lay therefore 

not upon gauging Shakespeare's influence on the German dramatist by 

enumerating retained motifs, figures or scenes, but rather upon reveal­

ing how Brecht applied his creative faculties to existing literary 

material. 

The reception process comprises three stages of development, which are 

distinguishable not only chronologically, but also by virtue of the 

particular tendency or orientation inherent in each stage. 

The first stage of development stretches from November 1931, when Ludwig 

Berger commissioned Brecht to adapt Measure for Measure for the stage, 

until an unknown point in 1932. Textual evidence indicates that Brecht 

could have been working on the Vienna fragment until late 1932, althoijgh 

time must be allowed for him to write five early drafts of Die Rundk8pfe 

und die Spitzkopfe before January 1933. The overwhelming tendency of 

this first phase is polemical, although the Shakespearean act-structure 

and language are retained. Brecht, whose theoretical writings on the 

classics express a deep reluctance to produce or adapt Elizabethan drama 

because it conveyed a false picture of contemporary reality, attacks the 

moral world Sha~espeare portrays in Measure for Measure. He achieves 

this by supplying certain actions with a materialist motivation, by allow­

ing selected figures to mock morality, and by toying irrevently with key 

Shakespearean ideas ("MaB"). The Vienna-version is a parody then, 

although there are detectable elements of satire: the plot unfolds in a 
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rnodern setting, and there are veiled references to Gennan politics. But 

the polemical aspect outweighs the satirical - the poor and exploited, for 

example, are introduced only as part of the parodic intention. It seems. 

likely that Brecht renounced his planned Vienna-version precisely because 

of this imbalance, scarcely justifiable at a time when the contradictions 

in late capitalism were becoming more and more harshly evident. There is 

no evidence that Brecht failed to complete his Shakespeare parody because 

the commissioning body (the Berlin Junge Bllhne) withdrew payment. Indeed, 

according to one critic even BBA 253 was submitted to the management of 

the Junge BUhne as part of commissioned work, but refused because of its 

over-obvious satirical content. 

The second stage of development commences in late 1932 with the first com­

pleted draft of a play deriving from Measure for Measure - MaB fllr MaB 

oder die Salzsteuer. Nach Shakespeare (BBA 253) - and terminates with 

the Versuche (Die Spitzkopfe und die Rundkopfe oder Reich und Reich 

gesellt sich gem), which was ready for publication in January 1933. 

Whereas in the first stage of development Brecht had endeavoured to retain 

as much as possible of the Shakespearean text while conveying his pole­

mical message, he now forgoes any such plan and treats the Shakespearean 

model as material to be "vandalised" - the plot forfeits its character­

istically Shakespearean properties, as typically Brechtian features such 

as the loose, episodic scene-form appear. An excellent example of 

Brecht's influence on the model is his developme·nt of the substitution 

motif. Shakespeare's substitutions are mere dramatic devices ensuring 

that justice can be done; Brecht's on the other hand, prove, per se, 

that in the class-society justice is an illusion. In Measure for Measure 

the figure of the substitute is unimportant, whereas in Brecht's play 

the exact opposite holds true. Conversely, a thematically vital feature 
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of the model, the debate between Isabella and Angelo, shrinks in BBA 

25 3 and succeeding manuscripts to a level of minor pragmatic significance. 

The overall tendency of this phase of work is, then, by no means polemi­

c¥:-,paro~c. Any reference to BBA 253 as a Shakespeare parody is only 

possible because Brecht maintains his materialist bias: a prostitute does 

still act as a substitute for Isabella, but the intention is no longer to 

show that money, not morality, is the main social motive, but rather to 

indicate that racism is not as important as economics. 

In this second part of the reception process Brecht's work is determined, 

not by Shakespearean morality, but by the attempt to come to terms with 

contemporary German political developments. The racist Angelas is clearly 

the dramatic embodiment of Adolf Hitler, and the changes in his character 

during this stage do not derive from Measure for Measure, but from Brecht's 

political analysis. The idealistic Angelas portrayed in the Versuche is 

in no way corrq;>arable to Shakespeare's Angelo. Both condemn Claudio/ 

Calausa until the end of the play, but the latter's motivation is fear of 

revenge, while the former sincerely believes that Calausa's death would 

accord with objective justice. 

Above all, Brecht endeavours to grasp the phenomenon of Fascism in its 

racist form. In BBA 253 Hitler/Angelas is portrayed as a tool wielded 

by the ruling class to introduce monetary reform (the "salt-tax") designed 

to overcome the state's economic insolvency; in the Versuche Brecht 

depicts the Fascist as an agent of finance capital, ideologically suited 

to wage the struggle against Communism (the "Black Flag"). Other aspects 

intimately linked to Brecht's understanding of Fascism, such as the 

revolution and the role of the landlords, are also emphasized more strongly 

during the second stage of development. As the playwright perceives the 

laws underlying political events, the parable form already evident in 
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BBA 253 is purified. An overproduction crisis, which in fact took place 

in Gennany at this tir.ua but did not have the wide social consequences 

presented in the Versuche, is now incorporated in the play as the sole 

cause of the revolution. It replaces the broad spectrum of actual socio­

economic problems in BBA 253 and so intensifies the alienation effect 

produced by the parable. 

The final period of reception, commencing with Brecht's departure from 

Nazi Germany in February 1933, and the subsequent writing of BBA 257 

(Die Rundk&pfe und die Spitzk8pfe. Mit einer Musik von Hanns Eisler), 

culminates in the completion of the "Endfassung" (Die Rundk8pfe und die 

Spitzkopfe oder Reich und Reich gesellt sich gem. Ein Greuel.Imirchen) 

in September 1934. During this time changes still occur which are 

politically influenced - this is most apparent in the Iberin-Zazarante 

complex - but the playwright's central concern is now with the theatrical 

reception of his work. He engages in rearranging, deleting from and 

adding to his play with the intention of rendering its message more easily 

accessible to the spectator. For exaIT\Ple, the section containing the 

lawyer's affirmation that de Guzman and Nanna were once lovers has been 

transferred from the second trial (Scene Seven) to the first (Scene Four). 

That Iberin ignores this obvious truth and condemns de Guzman most effect­

ively reveals his racial bias and the real nature of the trial. Eisler's 

musical accompaniments to each: s·uccessive act of betrayal could also be 

mentioned, but the difference between this stage and the preceding is 

perhaps best exemplified by Brecht's treatment of the landlords and the 

tenant-farmer revolutionaries. In the previous stage he accentuated their 

roles as he understood the class-basis of Fascism. Now he renders the 

landlords weaker and the revolutionaries correspondingly more powerful -

a shift in emphasis which certainly could not have been occasioned by any 
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insight into political occurrences in Nazi Germany! - to convince the 

audience that change will eventuate if the exploited are unified in their 

challenge to the system. One of Brecht's main methods is the inclusion 

of alienation effects such as the songs and the prologue. The parable 

is also strengthened - obvious allusions to contemporary Germany have 

been excluded and the plot setting "distanced" even further ("Jahoo"). 

The issue of private property and the war-complex are also introduced to 

ensure that the play will have universal dimensions. It embodies a 

critique not only of Nazi Germany, but of the whole capitalist system as 

described by the "classical" writers (Marx, Engels, Lenin). 

In the small volume of criticism relating to Die Rundkopfe und die 

Spitzkopfe the main fault found with the play concerns its inadequate 

reflection of German socio-political history. Werner Mittenzwei, for 

example, affirms that Brecht's Angelas is totally unlike Adolf Hitler. 

According to Mittenzwei, who is representative of others (Paul Kussmaul, 

Walter Pache) , the reason for this lies in Brecht's inability to free 

himself from the "shackles" of the Shakespearean original. Gisela Bahr, 

on the other hand, justifies the play with its lack of precise topicality 

by citing the favourable reaction of theatre-goers at the West German 

premiere of the play, This analysis of the creative reception of Measure 

for Measure by Bertolt Brecht demonstrates, however, that a defence of 

the play, and, by analogy, of Brecht, in terms of theatrical reception is 

superfluous. A review of several features of the play confirms this. 

One need only consider Brecht's radically new, unique treatment of 

Shakespeare's substitution motif, or his fusion of the substitution and 

1 t 'fs but perhaps above all his employment of the minor reversa mo 1 , 

Shakespearean motif of the brothel-shift. The necessity for Shakespeare's 
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MiSt ress Overdone to change her premises, but not her trade, a motif which 

occupies sixteen lines of Measure for Measure, is developed by Brecht into 

an entire scene. In the Vienna-version, endowed with the double perspective 

of teichoscopia, which has been adapted to suit the purposes of a dialec­

tical theatre form, it brilliantly exposes the truth that the interests of 

the rich take precedence over moral considerations. In the second stage 

of development the scene undergoes a transformation and is now closely 

associated with Brecht's critique of Fascism, symbolizing that it is 

nothing I10re than a surface phenomenon beneath which the laws of the 

class-society still function. In the final stage of development Brecht 

excises this scene, to which he was undoubtedly deeply attached, but only 

because he had created a more effective means of conveying its message, 

namely the famous "Ballade vom Wasserrad". 

The study of the reception process reveals, then, that Brecht was a 

poetic genins by no means over-awed by his Elizabethan forbear.;. He 

was his worthy successor, not an incompetent imitator. In this context 

Kussmaul 1s assertion (the logical extension of Mi ttenzwei 's argument) 

that the play would have been improved had Brecht been able to excise the 

last scene, appears absurd. Had Brecht wished to expunge the finale, 

there is no doubt that he could have done so. Other reasons must be sought 

for the play's present form; perhaps in the playwright's one-sided pol­

itical outlook, which refused to acknowledge that phenomena such as racism 

or Hitler's rise to power might have psychological or pathological causes; 

or in the play's function as a Marxist parable. Its simple message, the 

ultimate primacy of economics over all else, was not, Brecht may have 

felt, truly refuted by Hitler's twelve year rule. 



APPENDIX: THE VIENNA 

VERSION OF THE PLAY 



Erster Ak.t 

1 

Herzog. Eskaler. Sitzen uber Buchern. 

HERZOG 
Jetzt ist's genug, Eskaler. 
Der Morgen komm.t und unser ganzes Rechnen 
Mit hin und her und noch einmal von vorn 
Das Ganze durch ergab zu jeglicher Minute 
Dach imm.er nur, was wir nicht wissen wollten 
Und was selbst, wenn wir Monde rechneten 
Dach stets herauskam: vollige Zerruttung 
Des Staats: Zerfall. Mit einem Wort: Bankrott. 

ESKALER 
Mein Furst! 

HERZOG 
Es scheinen starkere Hande notig als die meinen. 
Ich trate gern ins Dunkel einige Zeit 
Um manches zu bedenken. Hier ist die Vollmacht. 
Jetzt muB (1) der starke Mann her, der vor nichts 
Zuruckschreckt und es mit frischem Mut probiert. 
Ruft mir - nein, bittet Angeler zu mir, 
Diener ab. 
Wie,meinst du, wird er meinen Platz vertreten? 
Denn du mu13t wissen: mit besonderer Absicht 
Ist gerade er erwahlt, an unserer statt zu herrschen 
Und Strafgewalt, Recht zur Begnadigung 
Kurzum Vertretung meiner ganzen Macht 
Sei ihm gegeben! Nun sprich - wie scheint dir das? 

ESKALER 
Wenn irgendeiner es in Wien verdient 
So schwierige Sach zu filhren 
Ist es Graf Angeler. 

DIENER 
Graf Angeler. 

HERZOG 
Ich bitte. 
AngeLer herein. 

ANGELER 
Stets Ihrer Hoheit Willen untertanig 
bitt ich um Ihren Auftrag. 

HERZOG 
Angeler! 
Du darfst dich nicht vergraben! 
Du selbst mit deinem Wort gehorst nicht dir! 
Gott tut mit uns,wie wir mit Fackeln tun: 
Sie leuchten nicht fur sich. So unsere Kraft. 
Strahlt sie nicht von uns aus - war's ganz so gut 
Als hatten wir sie nicht. Doch jetzt zur Sache. 

l.MS.: muss. Orthography and punctuation have been 
standardised according to the 1967 Suhrkamp edition. 
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Des Staats Finanzen sind - du wei3t's - zerriittet. 
Und unsere letzten Mittel sind erschopft. 
Was morgen kommt - wei3 niemand. Umsomehr 
L • I 
iegt s nun an uns, die Lage durchzu.halten 

Bis neues Geld aus neuen Quellen stromt 
Wir beide rechneten die ganze Nacht • 
Und haben - glaub ich - einen Weg gefunden 
Nur tat ein neuer Mann jetzt dazu not 
der ohne Vorurteil mit starker Hand 
Frisch durchgreift. Drum rief ich dich. 
Hier nimm - die Vollmacht. 
Solang ich fern - entscheide du in Wien. 
Sei riicksichtslos und geh den Weg der Harte 
Den du so oft im Rat uns anempfahlst. 
Was gestern noch Kritik war und ein Vorschlag 
Setz es um und schaffe Taten draus, die neu uns kraftigen. 
Kurz: ein Programm. 

ANGELER 
Ich versteh, mein Furst. Zu siah: Sie haben mir die Supp 

gekocht 
Ich soll sie ausloffeln. 

HERZOG 
Ich selber werd gewi3 nach 14 Tagen 
Wenn ich mit ausgeru.htem Kopf zuriickkomm 
Dem Staate mehr helfen konnen als nun eben 
Da mir dem Milden Hoffnung fast gebricht. 
Ich bau auf dich. 

ANGELER 
Nur eins bitt ich, mein Furst: 
Wir -~iissen vorher uns genau besprechen 
Wie weit ich gehen soll, mit welchen Mitteln -

HERZOG 
Die Eile la~t•s nicht zu. Sie sollten wirklich 
Mit keinem Zweifel sich belasten, Angeler. 
Denn ihre Macht ist ganz der meinen gleich. 
Sie scharfe oder andre die Gesetze 
Wie's Ihre Ansicht heischt. Erlaubt sei alles 
Was notig ist, um unsern Staat zu retten. 

ANGELER 
Die ganze Macht - in meinen Handen?! Und Eskaler? 

HERZOG 
Ist Ihnen unterstellt. 

ANGELER 
Und wieviel Zeit hab ich, mein Furst? 

HERZOG 
Nun - bis Sie fertig sind. Dach 
Schon ist es Tag und ich m~ eilig fort. 
Denn lieb ich auch das Volk - lieb ich's doch nicht 
Mich ihm zur Schau zu stellen. Und was wohlgemeint 
Sein lauter Beifall - tut mir jetzt nicht wohl 
Da ich die Not der nachsten Wochen spure. 
Lebt wohl denn. 

ESKALER 
Gott geleite euch. 

ANGELER 
Kommt ausgeruht zuruck, mein Furst. 

HERZOG 
Ich dank euch. 
Herzog ab. 
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ESKALER 
Da ich, von Angeler, Ihnen unterstellt bin frag ich 
Was denk.en Sie mir zu - welches Ressort? ' 

ANGELER 
Zunachst werd ich das Ganze ubernehmen 
Da ich das Ganze der Verantwortung 
Zu ubernehmen hab. Ich lege mich nicht fest. 
Nur eines sag ich gleich, von Eskaler: 
Reform. Und jetzt entschuldigen Sie mich. 

ESKALER 
Ganz recht. 
Angel,,er- ab. 

Ab. (1) 

2 

VON SCHWIND 

Reform. Reform. 

Wenn uns die Ungarn kein Geld geben 
Dann sind wir unterm Hammer! 
Dann konnen Sie sich Ihren Saustall einsalzen lassen, 

mein Freund. 
VON SCHAUM 

Steht es wirklich so schlimm mit uns? 
VON SCHWIND 

Ich habe gehort, daB sogar ein Panzerschiff, das 
Schon im Bau war und das wir dringend benotigen 
Nicht mehr fertig gebaut werden soll. 

VON SCHAUM 
Das heiBt - haben denn die Ungarn schuld? 

VON SCHWIND 
Nein, ihr~ (2) Finanzen sind gleichfalls vollig 

zerruttet. 
Haben Sie nicht gelesen (3), daB die gesa.mten Donau­

matrosen 
Schon vorgestern nach Budapest zuruckgekehrt sind, 

um 
Noch rechtzeitig ihre Bankdepots abzuheben! 

VON SCHAUM 
Ja, was ist denn schuld an dieser Kalamitat? 

VON SCHWIND 
Niemand - es soll von selber gekommen sein. 

VON SCHAUM 
Ja, vielleicht hort sie dann auch von selber wieder 

auf. 
VON SCHWIND 

Ja, das ist eure ganze Hoffnung, die ihr habt. 
VON SCHAUM 

Wirklich? 

l.MS.: 

2.MS.: 
3 .MS. : 

Ganz recht. (Angeler ab) Reform. Reform. (Im Anfang 
war das Wort) (ab). 
Ihre. 
gelsen. 
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VON SCHWIND 
Was'? 

VON SCHAUM 
Welche Hoffnung haben wir'? 

VON SCHWIND Nun, da.13 die Kalamitat von selber wieder 
aufhort. Jedenfalls, mein Lieber, mussen wir uns 
daraufhin zunachst mal einen Schampus genehmigen. 
Ohne Champagner (1) halt man namlich auch die schonste 
Not nicht aus. 
Von Lutz kommt dazu. 

VON LUTZ Tag, Major. Tag, Alter. Habt ihr l2) schon die 
neuen Elendsverordnungen gelesen'? 

VON SCHWIND Worum handelt es sich'? 
VON LUTZ Hauptsachlich und zuerst um eine Hebung der 

Moral im allgemeinen. 
VON SCHAUM Wiese Moral'? 
VON LUTZ Geste des GeLdgebens:-~fybrauchen moralischen 

Kredit. Der Herzog hat sich verdruckt. Und Angeler 
soll den Karren aus dem Dreck ziehen. 

VON SCHAUM Auf seine Weisheit haben wir gerade gewartet. 
VON SCHWIND Sagen Sie das nicht. Der kommt mit dem eisernen 

Besen. Mit der Laschheit des Herzogs war's sowieso nicht 
mehr weitergegangen. 

VON SCHAUM Hat er schon ein fest umschriebenes Programm? 
VON LUTZ Na ja - in erster Linie Sauberung. Damit wir (3) 

namlich wieder Auslandskredite bekommen. Das hei3t 
so lautet das Programm. Was dahinter steckt, weiB 
naturlich kein Mensch. 

VON SCHAUM Ja, was sell denn da noch dahinter stecken? 
VON LUTZ Die Moglichkeit, da3 wir eben keine Auslands­

kredite bekommen. 
VON SCHWIND 

Aber selbst dann - ware das Volk endlich (4) einma:l 
moralisch gesund, was viel wichtiger ist. Moralische 
Ertuchtigung, Herr Kamerad. 
Frau Ueberley tritt dazu. 

FRAU UEBERLEY Ach, mein lieber Herr Major! Ach, meine 
Herren -

VON SCHWIND Wer ist das'? Kenne ich nicht. 
FRAU UEBERLEY Nein? Also gut. 
VON LUTZ steiit sie vo~: Sale~ Ueberley, Hasengasse 24. 

Moralische Ertuchtigung, Herr Kamerad. 
VON SCHAUM Na, was gibt's denn, Frau Direktor. 
FRAU UEBERLEY Ach, Herr von Schaum,haben Sie schon die 

neuen Elendsverordnungen gelesen? Diese Ma.13nahmen? 
Die Herren oben am grunen Tisch haben keine Ahnung 
von der Wirklichkeit. Das geht doch alles praktisch 
gar nicht. Das ist ja Bolschewismus. Raumung bis zum 
1. April! Samtliche Hauser in der Hasengasse! In der 
Hasengasse, Herr von Lutz, wo die bestrenommierten 
Hauser der Stadt sind! Schlie3lich sind wir doch ein 
lebenswichtiger Betrieb. Wir gehoren doch zum Wirt­
schaftsleben! Ja, soll denn die ganze Wirtschaft von 
unten her abgedrosselt werden. 

VON SCHWIND Wiese von unten? Das ist eben Ihre Perspektive, 
meine liebe Frau. 

l.MS.: 
2 .MS. : 
3.MS.: 
4.MS.: 

Schampagner. 
Ihr. 
wieder. 
andlich. 
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FRAU UEBERLEY Ja, ~eine und die meiner Besucher, Nur die 
v7rgessen es meist sehr schnell. Nein, die Sache ist 
die: :s sell dur7haus was geschehen, und wenn's dann 
geschieht, geschieht's immer am falschen Fleck. 

VON SCHWIND Wie meinen Sie das? 
FRAU UEBERLEY Der falsche Fleck, das sind halt wir, Herr 

Major, 
MILDNER kommt dazu: Eben haben sie wieder einen einge-

steckt. 
FRAU UEBERLEY Wen denn - um Gotteswillen. 
MILDNER Einen unserer beaten Kunden, Herrn von Klausner. 
VON Lur.z Von Klausner? Deshalb. Ich hatte eine Verab-

redung mit ihm. Er war sonst immer piinktlich. 
VON SCHWIND Ich will Ihnen nicht zu nahe treten, Herr von 

Lutz, aber Herr von Klausner war ein ausgesprochener 
Weichling. 

FRAU UEBERLEY Aber was ist denn mit ihm passiert? Um 
Gotteswillenl 

MILDNER Ihm ist nichts passiert, aber Fraulein von 
Gentzow, sie kriegt ein Kind von ihm. 

FRAU UEBERLEY Und dafilr ins Gefangnis? 
VON SCHWIND Das diirfte wohl noch nicht ausreichen, In 

drei Tagen hei2t's mit ihm: Kopf ab. Die neuen Gesetze, 
meine Herren. 

VON LUTZ Eine bescheidene Frage, Herr Major? Haben die 
neuen Gesetze auch rilckwirkende Kraft? 

VO~ SCHWIND Ja, habt ihr denn die Verordnungen nicht 
gelesen? 

VON BUTZ Ja, wie denkt sich das der Herr von Angeler? 
Sowas la2t sich doch nicht einfach von heute auf morgen 
abstellen. Vielleicht ist der Herr von Angeler eine 
Mas chine? ' 

MILDNER Es handelt sich dabei natilrlich im Vertrauen 
gesagt nur um einen interimistischen Zustand, Es 
darf nur so lange nichts geschehen, bis die neue 
Verkehrsregelung heraus ··ist. 

FRAU UEBERLEY Und in der Zwischenzeit soll alles, was 
drum und dran hangt, in den Rauchfang gehangt werden? 
Herr Major - sind Sie sich der Tragweite bewu2t - -

VON SCHWIND Erlauben Sie mal - -
FRAU UEBERLEY - Wohin dieser Schwindel filhrt? Ich denke, 

es soll endlich einmal gespart werden. Und jetzt? nichts 
als Kosten, Kosten. In den Vorstadten werden unsere 
Salons ausgerottet. Wer zahlt den Umzug? Wiesen Sie, 
was eine Achtzimmerwohnung in der Stadt kostet? Zu 
MiZdneP: Hast du dir ilbrigens die Wohnung am Karntner­
ring angesehen? 

MILDNER Sie werden lachen. Sa.mtliche Wohnungen von 8 
Zimmern aufwarts stehen leer. Man bekommt sie direkt 
nachgeworfen. Die Bankiers haben merkwilrdigerweise 
alle plotzlich Sitzungen in Paris. Auch ihre Frauen 
und Kinder sollen schon dart sein. 

VON SCHWIND Das sind diejenigen, die ihr Vaterland schnode 
im Stich lassen. Sie konnten mindestens so lange 
warten bis wir sie rausschmei2en. Diese Kunden! 

FRAU UEBERLEY Ganz recht, Herr Major, die~e Kunde~! Gerade 
jetzt wo ihre Frauen in Paris sind! Wie soll ich da 
auf m;ine Kosten (1) kommen? 

l.MS.: (Unzuchts)Kosten. 
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VON_SC~ND Liebe Frau Ueberley, auch Sie werden sich 
in dieser Zeit umstellen mussen. 

FBAU UEBERLEY Rabe ich schon getan! Alles schon in die 
Wege geleitet, Herr Major. Wir eroffnen ein spanisches 
Wellenbad mit anschlie5endem Schonheitssalon am 
Karntnerring. Mein Geschaftsfu.hrer, Mildner - hat 
schon alles arrangiert. 

VON SCHAUM Da bringen sie von Klausner. 
MILDNER Und Fraulein von Gentzow ist auch mit dabei. 

Da sieht man's wieder. Nur die Anstandigen fallen 
rein. 

3 

Gefangnisdirektor, von Klausner, ElLbogen und Fraulein 
von Gentzow. 

VON KLAUSNER 
Mensch, warum mula die ganze Welt mich sehen! 
Bring mich zum Kerker, wie dir aufgetragen. 

DIREKTOR 
Ich tue dies nicht aus eigenem bosen Willen, doch 
Hat's Graf Angeler mir streng befohlen. 

VON KLAUS~TER . 
Ja, so ist Halbgott, wer das Szepter f'Uhrt. 

• Wen's trifft, den trifft es. 0 Gerechtigkeit! 
VON LUTZ 

Nun sag doch, Klausner, woher solcher Zwang? 
VON KLAUSNER 

Von zuviel Freiheit, Lutz, van zuviel Freiheit. 
Auf trbermaB folgt Fasten und Entbehren. 

VON LUTZ 
Wenn ich im Arrest noch so gescheit reden konnte 
So wurde ich mir gleich ein paar van meinen Glaubigern 
Rufen lassen. 

DIREKTOR 
Fort, Herr, wir mussen weiter. 

VON KLAUSNER 
Ein Wort, mein lieber Lutz, ein Wort mit dir. 

VON LUTZ 
Ein Dutzend, wenn dir's irgend helfen kann. 

VON KLAUSNER 
Du kennst doch Julia. Sie ist ganz mein Weib 
Nur, daB wir nicht in aller Formlichkeit 
Getraut sind! Und dies unterblieb nur 
Weil eine Mitgift abzuwarten ist 
Die noch in Handen ihrer Vettern steckt. 

VON LUTZ 
Sie kriegt ein Kind? 

VON KLAUSNER 
Zum Ungluck ist es so. 
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Denn unseres Herzogs neuer Stellvertreter 
Sei es, de.Jo ihn die Neuheit treibt und blendet 
Sei's, de.Jo Hochmut ihm im Herzen wohnt 
Ich wei3 es nicht, genug: der neue Richter 
Weckt mir die langst verjahrten Strafgesetze 
Und hetzt ein schlafrig altvergessen Recht 
Frisch auf mich los und macht sich seinen Namen. 

VON LUTZ 
Sende doch dem Herzog Botschaft und appelliere an ihn. 

VON KLAUSNER 
Das tat ich schon, doch ist er nicht zu finden. 
Ich bitte dich Lutz, tu mir einen Dienst. 
Heut tritt ins Kloster meine Schwester ein 
Und ihre Probezeit beginnt sie dort 
Erzahl ihr die Gefahr, die mich bedroht 
In meinem Na.men flehe ich, daS sie Freunde 
Dem strengen Richter schickt, ihn selbst beschwort. 
Ich hoffe viel von ihr, denn wenn sie will -
Sie ist sehr schon - gewinnt sie jeden. 

VON LUTZ 
Hoffentlich. Auch fur alle die, die sich 
Ohne daS sie es genau wissen, in der gleichen Lage 

befinden und 
Plotzlich angeklagt werden. Donnerwetter. Vor allem 

aber 
Deinetwegen. Ich gehe zu ihr. 

VON KLAUSNER 
Ich da.nke dir, du mein bester Freund. 

VON LUTZ 
Sofort. 

VON KLAUSNER 2ur, PoZisei: 
Jetzt kommt. Weiter. 

AZZe ab. 
FRAU UEBERLEY wehkZagend.: So bringen mich denn teils 

der Krieg und teils das Quecksilber und teils der 
Galgen und teils die Armut und teils der Leichtsinn 
um meine besten Kunden. Ware der junge Mann an­
standig geblieben und hatte ruhig und ordentlich und 
ausschlieSlich bei mir verkehrt, anstatt ein junges 
Madchen vom Lande zu verfuhren, das sich hinten und 
vorne nicht auskennt, hatte ihm niemand einen Vor­
wurf machen konnen. Hat er das notig gehabt? Das 
heist am unrechten Ort gespart. Die paar Schillinge, 
die er bei mir schon ausgibt! Bis an s~in Lebensende 
hatte er bei mir verkehren konnen. 

4 

HERZOG sum Gefangnisdirektor: 
Da.13 ich um ein geheim Asyl dich bitte 
Hat sehr geheimen Grund. Du kennst mich lang! 
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Du - neben Eskaler - mein einziger Freund 
Vor ~em ich meine Schwache nicht verberge. 
Ja, ich war schwach, Freund, 14 Ja.hre lang lieB ich 
Gesetz und Satzung schlafend liegen 
Gleich einem alten Lowen in der Hohle. 
Der nicht mehr beiBt und raubt. Was soll die Rute 
Wenn sie die Kinder lachend hangen sehn 
Und wissen ganz genau, sie hangt zum Schreck 
Nicht zum Gebrauch da, denn der schwache Vater 
Schwingt sie wohl drohend manchmal durch die Luft 
Doch braucht sie nicht. Zum Spott wird da die Rute. 

DIREKTOR 
Dir lag es ob, mein Furst, zu andern und zu strafen. 
Die Fessel des gebundenen Rechts zu losen 
Ein schrecklicherer Richter warst du selbst 
Als dieser Angeler. 

HERZOG 
Zu schrecklich, fiircht ich, da meine Schwache Freiheit 

lieB dem Volk 
War's Tyrannei, wollt ich mit Harte strafen 
Was ich solang erlaubt! Drum, lieber Freund 
Hab ich auf Angeler dies .Amt gelegt 
Der mag im Schutze meines Namens walten 
Derweil ich selbst fern von Kampf mich halte 
Und prufe, was er tut, und schau ihm zu. 
Nicht zufallig erschein ich grad bei dir 
Hier im Gefangnis werd ich alle sehn, die er verurteilt 
Alle Neubestraften. Denn da er lang sich nach der Macht 

gesehnt 
Mag Angeler leicht zu streng als Richter sein 
Dies werd ich sehen~und sehend will ich lernen 
Denn das bisher Gelernte reicht nicht mehr. 
Gib mir ein .Amt denn, das mich voll berechtigt 
Hier im Gefangnis ein und aus zu gehen 
Bei Tag und Nacht, ohn daB Verdacht mich treffe 
Der sonst mein Hiersein zwecklos macht. 

DIREKTOR 
Kein .Amt, nur eine Maske brauchen Sie, mein Furst 
Ein Kleid, dem sich vertrauensvoll die Menschen nahn 
Wie war's als Arzt? 

HERZOG 
Da ich als Kranker kam 
Liegt mir als Arzt zu gehn nicht fern 
Vielleicht, daB in der Maske ich zu heilen lern. 

5 

KLOSTER 
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ISABELLA 
Und das ist alle Freiheit, die ihr habt? 

FRANZISKA 
Scheint sie dir zu gering? 

ISABELLA 
Nicht deshalb frag ich. Ganz im Gegenteil. 
Nech abgeschlossener beinah wilnscht ich mir 
Mein kunftig Leben im Santa Clara-Kloster. 

STIMME 
He! Friede diesem Ort! 

ISABELLA. 
Was i"st das? Wer ruft da? 

FRANZISKA 
Es ist ein Mann. 0 liebe Isabella 
SchlieE du ihm auf und frag, was sein Begehr. 
Du kannst es ruhig tun, ich nicht, du schwurst noch 

nicht. 
Bist du geweiht, dann sprichst du nie mit Mannern 
Wenn nicht die Oberin dabei ist. Und auch nur 
Wenn du ganz verschleiert bist. Hebst du den Schleier 

hoch 
Darfst du nicht sprechen. Er ruft schon wieder! 
Ich bitte dich, gib ihm Antwort. 
VePsahZeiePt siah und tPitt zurilck. 

ISABELLA 
Heil und Frieden! Wer ist's, der drauJ3en ruft? 
EintPeten MeixneP mit FamiZie. 

MEIXNER Ich binder Pachter Meixner auf den von Klausnerschen 
Gutern in Niederau. Entschuldigen Sie bitte, daE ich und 
meine Frau Sie hier belastigen, aber wir sind in ganz 
furchtbarer Bedrangnis. Schon am nachsten Montag sollen 
wir von Haus und Hof gejagt werden, weil (1) wir mit dem 
Pachtzins und den Steuern im Ruckstand sind. Auch konnten 
wir die vertraglichen Naturalleistungen nicht aufbringen. 

FRAU MEIXNER Und warum nicht? Weil's nicht geht. 
ISABELLA 

Ich habe mit der Gutsverwaltung nichts zu tun. 
Denn das sind Dinge, die mein Bruder ordnet. 

MEIXNER Ja, Ihr Herr Bruder -
FRAU MEIXNER - konnte uns nicht sprechen. 
MEIXNER Ja, wir sind eigens deshalb in die Stadt gekommen, 

um um Stundung zu bitten. 
FRAU MEIXNER koPPigiePt ihn: NachlaE! Stundung hilft doch 

nichts. 
ISABELLA 

Mein Bruder wohnt Schwarzenbergstrasse 8. 
FRAU MEIXNER Ja, von seiner Wohnung kommen wir gerade, aber 

man hat uns dart gesagt, er ist auf der Polizei. Gerade -! 
MEIXNER Ja - gerade -
FRAU MEIXNER Damit Sie sehen, gnadiges Fraulein, wie weit es 

mit uns gekommen ist, brauchen wir Ihnen nur zu sagen, daB 
unsere Zweitalteste (2) -

MEIXNER - unsere Marianne - sie ist im gleichen Alter wie Sie, 
Fraulein, seit dem letzten Fruhjahr nicht mehr bei uns 
weilt um dem Hungerleben zu entgehen, hat sie sich hier 
in de; Stadt bei einer gewissen Frau Ueberley verdingt. 

l.MS.: 
2.MS.: 

wil. 
Zweialteste. 
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FRAU MEIXNER In einem schlechten Hause. 
ISABELLA 

Mein Bruder auf der Polizei? Wieso denn? 
FRAU MEIXNER Er war auch nicht mehr auf der Polizei. 
MEIXNER Er war schon ganz woanders. 
FRAU MEIXNER 

Wo wir ihn nicht sprechen konnten. 
Wenn ~ie ~s jetzt nicht eine Bescheinigung geben 
De.13 Sie diesen Monat auf die Pacht verzichten -
Dann weie ich nicht -

VON LUTZ von d.rau!3en: 
He - ·Frie.de dies em Ort! ! 

PACHTERSKIND von der Mutter gestupst: 
Ach, lieber Herr von Klausner 
Erhoren Sie unsere Klagen 
Tun Sie die guten Eltern nicht 
Von Haus und Hof verjagen. 

ISABELLA 
Ich werde an meinen Bruder schreiben, Kind. 

VON LUTZ 
He - Friede diesem Ort. 
Franziska bedeutet (1) ihr zu 8ffnen. 

IS.ABELLA 
Wer ruft? Ich offne. 

VON LUTZ tritt ein: 
Heil Jungfrau! Sind Sie eine? Doch natiirlich 
Das sieht man ja. Sind Sie vielleicht so freundlich 
Und fuhrn mich zur Novize Isabella 
Der schonen Schwester des unselgen Klausner! 

ISABELLA 
Warum unselgen Klausner, frag ich SieT 
Ich selbst bin Isabella - seine Schwester. 

VON LUTZ 
o gnadiges Fraulein, Ihr Herr Bruder grill3t Sie 
Und - kurz heraus: er sitzt im Staatsgefangnis!! 

ISABELLA Mein Gott. Frau Meixner, bitte tun Sie mir die 
Liebe und lassen Sie uns jetzt allein. Ich will mir die 
Sache uberlegen. 

FRAU MEIXNER Ja, es ist nur der letzte Tennin, Fraulein, 
der allerletzte. 

ISABELLA Ich werd's auch meinem Bruder sagen. Sicher. Ich 
wei5, de.13 es fiir Sie sehr wichtig ist. 

FRAU MEIXNER Sie werden's sicher nicht vergessen? 
ISABELLA Nein. Ich kann jetzt nicht. Sie sehn doch, liebe 

Frau. Die Meixners aZle ab. Im Staatsgefangnis? Sprich? 
Fiir was? 0 Gott! 

VON LUTZ 
Fiir was? Wofiir, wenn ich sein Richter war 
Er Dank und keine Strafe sollt empfangen! 
Das Madchen, das er liebt, bekommt ein Kind. 

ISABELLA 
Soll das ein Scherz sein? 

VON LUTZ 
Nein, 1 s ist Wirklichkeit. 

ISABELLA 
Ein Kind von ihln? am End - Kusine Julia? 

VON LUTZ 
Ganz recht. Die ist's. 

l.MS.: bedeuet. 
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ISABELLA 
Die nimmt er gern zur Frau! 

\TON LUTZ 
Ja, wenn's so ging. Doch leider steht's recht schlecht. 
Der Herzog hat hochst seltsam sich verdruckt 
Hat seine Freunde sitzen lassen, mich auch 
Dem er schon langst ein hohes Amt versprach! 
Nun ja, Versprechungen von hohen Herrn 
Das kennt man ja - wer lang genug beim Bau ist -
An seiner statt herrscht nun mit gro5ter Vollmacht 
Graf Angeler. Ein Mann, dem wohl statt Blut 
Eiswasser in den Adern fliest. Dem jeder Sinn 
Fur Vergnugung abgeht, der bewuJ3t 
Durch Training, Arbeit, Fasten und Studieren 
Sich abstumpft, um nichts Menschliches zu spuren. 
Der kramt, um Lust und Freiheit einzuda.m:men, ein alt 

Gesetz hervor 
Gefahrlich streng. 's geht plotzlich um Ihres Bruders (1) 

Kopf. 
Sofort (2) setzt man ihn fest und schafft ein Beispiel 
Wieman in Zukunft das Gesetz befolgt. 
Wir haben keine Hoffnung, wenn nicht Sie, mein Fraulein 
Durch sOOes Flehn den Angeler erweichen. 
Dies ist's, was ich von Ihrem Bruder Ihnen bestellen 

sollt. 
ISABELLA 

So will er ibm ans Leben? 
VON LUTZ 

Er sprach sein Urteil und gab schon Befehl. 
ISABELLA 

Gott, was kann denn ich - um ibm zu helfen? 
VON LUTZ 

Versuchen Sie erst Ihre Macht. 
ISABELLA 

Die Macht! 0 ich verzweifle. 
VON LUTZ 

Zweifel sind Verrater 
Die uns um manche Moglichkeit betrugen. 
Durch Scheu vor dem Versuch. Gehn Sie zum Angeler 
Belehrn Sie's ihn, da5, wenn uns Madchen bitten 
Wir Manner freigebig wie Gotter sind. Wenn sie weinen 
Wenn sie erst weinend knien, sind ihre Bitten 
So gut wie schon erfullt. 

ISABELLA 
Ich will's versuchen. 

VON LUTZ 
Doch schnellstens. 

ISABELLA 
Ja. Sogleich. Nur der Abtissin meld ich's vorher. 
Ich danke Ihnen, Herr. Gru5en Sie meinen Bruder. 
Noch vor Nacht send ich ibm Nachricht, was ich erreicht. 

VON LUTZ 
Also empfehl ich mich. 

ISABELLA 
Gut, Herr. Adieu. 

1.MS.: Brudres. 
2. MS . : Sp fort • 
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Zweiter Akt 

1 (1) 

ANGELER 
Das Recht darf nicht zur Vogelscheuche werden 
Die leblos dahangt und nach wenigen Tagen 
Den Vogeln, die, schnell an ihren .Anblick 
Gewohnt, zur Ruhstatt wird anstatt zum Schreck! 

ESKALER 
Gut. Gut. Lasst uns ruhig scharf sein und ein biBchen 

schneiden. 
Nur nicht gleich fallen - toten. Ach, der Herr, fur 

den ich bat 
Hat einen feinen Vater. Bedenken Sie, Herr Graf 
Ich weiB genau (Sie sind so tugendhaft wie kaum ein 

zweiter) 
Ob nicht auch Sie, wenn's grad zusammentrifft 
Zeit und Gelegenheit - Stimmung und Wunsch -
Ob nicht auch Sie, denn machtig treibt das Blut 
Und drangt vom Vorsatz weg zu heiBen Zielen 
Ob nicht auch Sie im gleichen Punkt 
Sich irren konnten, den Sie jetzt verdammen 
Und selber dem Gesetz verfallen! 

ANGELER 
Versuchung filhlen, Eskaler, und straucheln 
Sind zweierlei! Ich geb es zu: oft sitzt 
Unter den zwolf Geschworenen bei Gericht 
Ein Dieb - auch ihrer zwei - die schuldiger sind 
Als der, den sie verdammen. Nur was der Richter weiB 
Das richtet er. Sonst nichts. Was kiimmert's das Gesetz 
DaB Diebe uber Diebe richten? Klar ist's: die Perle, 

die man findet 
Hebt man auf. Warum? Weil man sie sieht. Was man nicht 

sieht 
Daruber geht man weg und denkt nicht daran. 
Es ist nicht klug, ihn damit zu entlasten 
DaB ich vielleicht denselben Fehltritt tu. 
Nein, lieber sagen Sie, tu ich, wie er 
Sei auch fur mich mein eigenes Urteil bifidend. 
Und nichts begunstige mich! Freund, er muB sterben!!! 

ESKALER 
Wie Sie entscheiden. 

ANGELER 
Sorgen Sie dafur, daB Klausner morgen fruh um 9 Uhr 

stirbt. 
Der Geistliche sell heut ihn vorbereiten 
Auf diesen Endpunkt seiner Pilgerschaft. 
AngeZer ab. 

ESKALER 
Nun, Gott vergib ihm. Und uns anderen Menschen auch. Denn: 

l.MS.: ZWEITER AKT. Erste Szene. (Beginn der 
Gerichtsszene). 
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Manch einer kommt zur Macht durch Schmutz und Schutt 
Manch einer geht durch Anstand schnell kaputt 
Wer stets den Lastern front (1) - den trifft es nicht 
Wer einmal strauchelt - den packt das Gericht. 

ANGELER zwn Riohtero: Fangen Sie jetzt an, und Sie wissen: 
Ich will nichts horen von mildernden Umsta.nden, Vertagen 
und Bewahrungsfristen! 
Dero Riohtexa saheUt. EUbogen k.ommt mit He'l'l"YI, von Sahulind 
von Saha.um un.d MiZd.nero. ' 

ELLBOGEN Exzellenz, diese zwei Herrschaften und dieser Mann 
haben sich nach den Buchstaben der neuen Staatsverordnungen­
strafbar gemacht. Dieser Herr hier hat namlich gegen diesen 
Herrn hier Anzeige erstattet, daS dieser Herr mit der 
Frau jenes Herrn in einem gewissen Haus mit Hilfe jenes 
gewissen Herrn da etwas getan hat: Das Haus war das 
Bordell der Frau Ueberley, und Herr von Schaum hat sich 
mit Frau von Schwind drin getroffen. Sie sind alle sehr 
verda.chtig, 

RICHTER Also Sie sind der Mann, der Anzeige erstattet hat, 
VON SCHWIND Ja. 
RICHTER Wie heiSen Sie? 
VON SCHWIND Von Schwind, Roher Gerichtshof, das schwere 

Unrecht, das,,, 
RICHTER Halt, Ihr Varna.me? 
VON SCHWIND Ulrich van ... mir van diesem Herrn, der bislang 

mein Freund ... 
RICHTER Geboren? 
VON SCHWIND 13, Ja.nuar 1845, Meine Frau ist in schwangerem 

Zustand ... 
RICHTER Ihr Vater? 
VON SCHWIND Heinrich Eduard von Schwind. 
ELLBOGEN Er ist ein Vetter des beriibmten Musikers. Sie 

wissen schon! 
ANGELER graeift lJJiJ.tend ein: Komm.en Sie zur Sache!! Fragen 

Sie endlich da.nach, gegen wen und wegen was dieser Mann 
Anzeige erstattet. 

VON SCHWIND Exzellenz, ich bin ein Mann, der aus tiefster 
sittlicher Uberzeugung die verscha.rften Gesetze uber die 
offentliche Moral begrii13t, weil ich darin das erste An­
zeichen einer moralischen Gestindung d&r Nation erblicke. 
In diesem Sinn muS ich, zutiefst (2) entrustet, Anzeige 
gegen Frau Maria Ueberley erstatten, welche im Anwesen 
Backergasse 14, wie ich mich selbst vergewissern (3) 
kannte, einen bardellartigen Betrieb aufrechterhalt. 
Leider muSte (4) ich bei dieser personlichen Augenschein­
nahme (ich wollte namlich dart ein Gla.schen Kognak 
trinken, weil mir schlecht war) die traurige Erfahrung 
machen, daS dieser Herr dort, Herr van Schaum, wie gesagt 
bisla.ng ein Freund van mir, sich dort mit einer Dame der 
Gesellschaft getroffen hat ... welche meine Frau ist! Exa 
sah!'eit: Meine Frau wuSte selbstversta.ndlich nicht, da.13 
das Lokal der Ueberley ein offentliches Haus ist. Sie 
ware sonst nicht hineingega.ngen. 

ELLBOGEN Herr Gerichtsrat - ich habe den Herrschaften lang 
zugeredet, van einer Anzeige Abstand zu nebmen, aber es 

1. MS. : frohnt , 
2.MS,: zu tiefst. 
3,MS.: vergewissen. 
4.MS.: musste. 

432 



war nichts zu machen. 
MILDNER Moment! Ich verklage Sie jetzt, als Geschafts­

fuhre: der Frau Ueberley, wegen ubler Nachrede. Mein 
Name 1st Mildner, und wir haben eine ordentliche Schank­
konzession. 

ANGELER Warten Sie, bis Sie gefragt werden! 
VON SCHWIND Meine Frau ist in schwangerem Zustand. Sie 

werden doch nicht behaupten wollen, da.3 sie (1) in 
s~lchem Zustand in ein solches Haus gegangen ware, wenn 
sie (2) gewuRit hatte, was fur ein Haus es ist! 

MILDNER Naturlich werde ich das nicht behaupten! 
ELLBOGEN Ich m'\15 feststellen, da.3 der Herr Mildner das 

nicht behauptet hat! 
MILDNER Ihre Frau ist uberhaupt unschuldig an 

der Sache. Das ist doch k.lar ! 
ANGELER Wir stellen hier fest, wer schuldig ist, um ihn zu 

bestrafen. Schuldig sind dieser Mann und die Frau dieses 
Mannes wegen Ehebruchs! Die Frau Ueberley und dieser 
Mann wegen gewerbsmaSiger Kuppelei, und Sie? 

VON SCHWIND Ich will nichts gesagt haben. 
ANGELER Dann wird gepruft werden, ob bei Ihnen nicht bos­

willige Verschweigung und Vorschubleistung vorliegt. Zu 
von $ahaum: Erkennen Sie an, da.3 die gegen Sie (3) vor­
gebrachte Beschuldigung zurecht besteht? 

VON SCHAUM Ja, ich bin vollkommen unschuldig. Wenn hier 
jemand schuldig ist, kann es sich leider nur um die Frau 
des Klagers handeln, welche mich aufgefordert hat, (wie 
weit mit Mitwissen ihres Mannes, weiS ich nicht), sie in 
jenem Haus (von dessen zweideutigem Ruf ich naturlich 
nichts WllR>teJ zu treffen. - - Was ich jederzeit, auf 
mein Eid zu nehmen, bereit bin. 

VON SCHWIND So, und jetzt verklage ich Sie (4) au5erdem 
noch wegen ubler Nachrede, Sie Schwein!! 

RICHTER sahii.ahter-n: Exzellenz, der Fall ist ungeheuer 
verwickelt. Ich denke, das beste ist, die Verhandlung 
zu vertagen! 

ANGELER Hier wird nichts vertagt! 
RICHTER Ich gebe nur zu bedenken, da.3 der Fall unangenehme 

Folgen hat. Man ruhrt dabei zuviel Schmutz auf. 
ANGELER Und wenn das ganze Pack ins Gefangnis kommt! Man 

hat die Augen viel zu lang zugedruckt. Gericht ist wieder 
Gericht. Zu EZZbogen: Sie konnen diesen Mann abfilhren. 
Er ist so gut wie uberfilhrt. Lassen Sie auch diese Frau 
Ueberley verhaften, ihr Inventar beschlagnahmen und ihr 
Haus schlieSen. 

MILDNER Halt halt halt. Das ist ja ein furchtbarer MiSgriff, 
der Ihnen, mit Verlaub, da unterlauft, Exzellenz. Einen 
Moment, Exzellenz, wenn Sie erlauben, werde ich Ihnen 
den Fall jetzt darstellen, wie er wirklich war. Dieser 
Herr - zeigt auf Herr-n von Schwind - geht darauf aus, 
anstandige Leute ins Ungluck zu stiirzen und Ehen zu 
zerriitten und noch Schlimmeres. Zu von Sahaum: Aber 
Herr von Schaum, geben Sie zu, gegen 5 Uhrin das Haus 
Backergasse Nr. 12 gekommen zu sein. 

1.MS.: Sie. 
2.MS.: Sie. 
3,MS.: sie. 
4.MS.: sie. 

433 



VON SCHAUM Ja. 
MILDNER Sehen Sie, Exzellenz, ich bleibe bei der reinen 

Wahrheit. Hier wird doch nichts verheimlicht, Exzellenz. 
Zu Von Saha.um: Geben Sie weiterhin zu von Ihrem Kutscher 
in die Backergasse gefa.hren warden zu'sein ... nun? 

VON SCHAUM Ja. 
MILDNER So, sehen Sie, so kommt die Wa.hrheit Stilck um 

Stilck ans Licht. Sagen Sie nun weiter aus, Herr von 
~chaum, haben Sie nicht drei Glas Schnaps getrunken, die 
iHch Ihnen s:lber einschenkte? Erinnern Sie sich genau, 
err, denn ich will nachher nicht als Lilgner vor Gericht 

stehen. 
VON SCHAUM Ja. 
MILDNER Drei Wa.hrheiten!! So werden nach und nach alle 

Schleier von dieser Sache fallen. Sie werden sehen, was 
an den Tag kommt. Exzellenz, vielleicht viel unangenehmere 
Geschichten, als Sie erwarten. Zum Beispiel: Tra.fen: Sie 
nicht die Frau Ministerialrat, nun, wie heiBt sie noch 
gleich - im Gang -

RICHTER Ware es nicht angetan, weitere Zeugen zu laden, und 
die Verhandlung zu vertagen? 

.ANGELER steht auf: Sprechen Sie das Urteil an Hand der neuen 
Gesetze. Zu Eskaler: Lieber Herr von Eskaler, leider 
rufen mich noch andere wichtige Geschafte, ich bitte Sie, 
fiihren Sie den Fall weiter. (1) 

ESKALER zu dem Richter: Filhren Sie jetzt den Fall zu Ende. 
RICHTER Das scheint mir nicht so leicht, Herr Hofrat. Es 

scheinen wirklich schwere Vergehen vorzuliegen, die die 
Angeklagten vertuschen. 

ESKALER Das geht Sie nichts an. Sie milssen mit so einem 
Fall in zehn Minuten fertig werden - wenn drau3en noch 
andere Parteien stehen. Dafilr bekommen Sie Ihr (2) Geld, 
alles andere ist Ihre (3) Privatsache, mit der Sie andere 
Leute nicht aufhalten konnen. 

RICHTER Herr Hofrat ... 
ESKALER Jetzt schauen Sie mir zu, wie man so etwas macht. 

Sie richten mit Ihrer (4) Fragerei noch das groBte Unheil 
an. Glauben Sie, wir brauchen noch mehr Skandale? Es kommt 
schon sowieso genug Unnotiges an die Offentlichkeit. Zu 
Mildner: Also Sie! 

MILDNER Wie gesagt, Herr Hofrat, ich sprach gerade von jener 
k.leinen Gesellschaft, die ich in unser Haus Backergasse 
12, einlieB, als dieser Herr Schaum kam. Also Frau 
Ministerialrat B, Herr General a.D. von s ... 

ESKALER Mit einem Wort, lieber Mann, Sie l5) behaupten, daB 
die Anwesenden hier alle unschuldig sind. 

MILDNER Uiahelnd: Das ist es, Herr Hofrat. Darauf wollte 
ich hinaus. Ich halte es filrs beste. 

RICHTER Aber vorhin haben Sie doch zugestanden ... 
ESKALER Seien Sie ruhig. Ich filhre den ProzeB. Wenn Sie so 

alt sind wie ich, dann machen Sie den Mund auf, jetzt 
passen Sie auf! Also, ich habe au~ dem Lauf der .. Ver~andlung 
auch den Eindruck gewonnen, daB hier durch ungluckliche 

1. Between this speech and the subse~uent stands the following: 
(Verse). 

2 .MS. : ihr. 
3 . MS . : ihre. 
4.MS.: ihrer. 
5.MS.: sie. 
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~us~entreffen und Irrtumer vollig unschuldige Leute 
in eine unangenehme Sache gebracht warden sind. 

MILDNER Wir konnen also gehen? 
ES~R Was fallt Ihnen (1) ein. Einer muf3 doch schuldig 

sei~. Sonst heist's wieder in den Zeitungen, d~ das 
Gericht_das Geld der Steuerzahler mit lauter MiSgriffen 
und Freisprechungen vertut. Besinnen Sie sich wer . . ' eigentlich schuld hat an der Sache. Braucht ja deswegen 
kein unnotiger Staub aufgewirbelt werden. Vielleicht 
haben Sie einen Kellner in Ihrem (2) Haus ... oder 

MILDNER Herr Hofrat, da muf3 ich Sie (3) auf einen Umstand 
aufmerksam machen, der mir gleich van Anfang an als 
wichtig erschien. Herr Schaum fuhr (4) wie er selbst 
zugab, mit einem Kutscher (5) in die Backergasse ... 

ESKALER Na also! 
MILDNER Dieser Kutscher hatte sehr wahrscheinlich kupplerische 

Absichten. Wenn Herr Hofrat gestatten. 
Er nimmt das Geset2buah. (6) 

ESKALER Bitte. 
Sie set2en siah 2usamnen. (7) 

MILDNER Paragraph 58 vielleicht. Vorschubleistung unter dem 
Deckmantel eines Dienstverhiltnisses. 

ESKALER Nicht ubel. Aber ist einfacher, Paragraph 67, 
gelegentliche Kuppelei und Verfuhrung, unterzulegen. Zu 
EZZbogen: Was warten Sie denn noch. Gehen Sie las, ver­
haf'ten Sie diesen Kutscher. Bringen Sie ihn (8) her, oder 
besser, :f'i.ihren Sie ihn sofort ins Gefangnis. 

MILDNER Er hat's lang verdient. Sie haben ganz recht, Para­
graph 67 triff't den Nagel auf den Kopf. 

ESKALER 
So streng (9) der Fall ist erledigt. 
Stellen Sie sich wieder hinunter da. 
Sie sind also noch einmal entlassen, - aber a 11 e 
Erhalten einen scharfen Verweis. Sie sind alle vorgemerkt 
Und wer sich noch einmal, auch nur das geringste zu 
Schulden kommen la.13t, bei dem gibt's nur Kopfen und Ha.ngen. 
Sie konnen gehen. 
Der Schlendrian wird aufhoren. 

RICHTER Herr Hofrat ... (10) 
ESKALER 2Undet siah eine Zigarre an: IIDm.er denken bei der 

Verhandlung. Dort verurteilen, woes Sinn hat, und sich 
mit den Gesetzen nicht benehmen wie ein Elefant im Por­
zellanladen. Man kann alles geschickt und ungeschickt 
machen. Was in den Verordnungen steht, das wissen wir 
alle ... aber dann mu/3 man auch noch denken. Morgen. Geht 
ab. (11) 

l.MS.: ihnen. 
2.MS.: ihrem. 
3.MS.: sie. 
4.MS.: filhr. 
5. MS. : KUTSCHER. 
6.MS.: (NIMMT DAS GESETZBUCH). 
7.MS.: SETZEN SICH ZUS.AMME:N. 
8.MS.: in. 
9.MS.: STRENG. 

10.MS.: hofrat. 
ll.After the stage-direction, Emil Burri has added by hand the 

word "Servus". 
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DIENER 
Die Sitzung ist bald 
Ich meld Sie aus. Dann kommt er gleich. an. 

ELLBOGEN 
Ja, danke. 
Diener ab. 

Ich mu£ wissen· 
W~s will er? Will er wirltl.ich? Kaum doch Ach?' 
Nicht anders als i.m Traum tat jener Unre~ht • 
Ob alt, ob (1) jung - der Allerfrommste (2) tut's 
Under ~oil dafiir sterben! 

ANGELER tr-itt auf: 
Wo ist Eskaler? 

DIENER 
Nech in der Sitzung. 

ANGELER 
Hol ihn. 
Diener ab. 

Nun,mein Lieber? 
PROVOST 

Soll Klausner wirklich morgen frilh sterben? 
ANGELER 

Rab ich dir's nicht gesagt? Hast du nicht Order? 
Was fragst du? 

ELLBOGEN 
Nur, um nicht zu rasch zu sein. 
Ich hab's erlebt - doch nicht fur ungut, Herr 
Da.f3 nach der Hinrichtung die Herren Richter 
Den Spruch bereuten! 

ANGELER 
Uberla.f3 das mir! 
Tu, was dir obliegt, oder la.f3 es bleiben! 
Man kann auch dich ersetzen. 

DIENER meZdet: 
Herr von Eskaler. 

ESKALER 
Was gibt's, von Angeler? 

ANGELER 
Herr von Eskaler? Ich bin nicht mit der Art zufrieden, 

wie man 
Die Dinge ausfilhrt oder nicht ausfilhrt 
Die, lang erwogen, hier beschlossen wurden! 
Die Sauberung i.m Innern unserer Stadt! 
So nicht, so geht es nicht, von Eskaler. 
Das kennt man schon: was stark von oben 
Ein Strom, der nach der Schmelz von Gebirg 
Ins Tal sollte brausen und die Wiesen reinigen 
Versickert matt, bevor er noch ins Tal kam 
Ein Bach im Steingeroll! Statt, daS die Faust man spurt, 

die zupackt 
Hort man nur von ferne, ganzlich gefahrlos 
Fast zum Spott geworden, zerbrochne Worte, die ein Echo 

lallt. 
Die Penitenz der Am.ter, Eskaler, ist unerhort. 's ist 

Sabotage, Eskaler! 

l.MS.: Ob alt und. 
2 .MS. : allerfromste. 
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Wenn mir der Apparat, den die Regierung 
Braucht, um Gesetze auszufilhren, zu trag wird 
Zerschlag ich ihn mit meiner Faust. Von jetzt ab 
Wird ausgefilhrt. Ich will nun Taten sehn. 

ESKALER 
Gut - Taten. 

ANGELER 
Herr von Eskaler, ich here, daB immer noch 
Die offentlichen Hauser voll in Betrieb stehn! 
Wie erklaren Sie das? 

ESKALER 
Ich werd sie schlieBen lassen, Herr von Angeler! 

ANGELER 
Das ist's, was ich erwarte. Soll das Unkraut 
Durch trube Nachsicht weiter blillm (1) und wuchern 
Bis unser Acker zum Gespott wird? 's hilft nichts 
Wenn unsere Anschlag auf den StraBen hangen 
Und wen sie treffen sollen, steht davor 
Und liest sie schmunzelnd. Herr von Eskaler 
Wann wird etwas geschehen? 

ESKALER 
Noch heute. 

ANGELER 
Gut denn. 
EntUi13t ihn. Eska"ler geht. 

DIENER 
Die Schwester des Verurteilten ist drauBen 
Und bittet um Audienz. 

ANGELER 
Hat er eine Schwester? 

PROVOST 
Ja, Herr. Ein auBerst tugendhaftes Fraulein 
Grad im Begriff, ins Kloster einzutreten. 

ANGELER 
Gut. Fuhr sie herein. 
Diener ab. 

PROVOST 
Ich gehe, Herr. 

ANGELER 
Nein. Du bleibst noch da. 
Eintritt Isabe"l"la und Lutz. 

ANGELER . 
Willkommen, gnadiges Fraulein. Bitte. 

ISABELLA 
Ich komm, ein kummervoller Anwalt, Herr 
Dech bitt ich trotzdem, horn Sie mich. 

ANGELER 
Zur Sache. 

ISABELLA 
's gibt ein Laster das ich tief verabscheu. 
Das ich verda.mmt z~ sehn mir sehnl~chst ~sch. 

1'ch niemals eintrat, muBt 1ch 1 s nic~t. Fur das .. • h ht 
Fur das ich niemals bitten muBt - wa~ 1c nic 
Im zwiespalt mit mir - will - will nicht -

ANGELER 
Zur Sache. 

ISABELLA h .. Sie 
Mein Bruder ist verurteilt. Ich besc wor 
Verda.mmen Sie den Fehltritt, den er tat 

1.MS.: blun, 
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Doch meinen Bruder nicht 
PROVOST 

Herrgott, sie ruhrt ihn. 
ANGELER 

Den Fehltritt ~ nicht den, der ihn tat, verda.mmen? 
Der Fehltritt ist, bevor man ihn noch tat, verda.mmt 

schon. 
Nein. Mein Amt war vollig sinnlos, wollt ich die Fehler 

strafen 
Wie's Gesetz ist, und lies die Tater laufen. 

ISABELLA 
Streng und hart. Und richtig. 
So hatt ich einen Bruder. Gott mit Ihnen. 
Sie wiU weg. 

VON LUTZ 
Was denn? So schnell? Sofort zuruck zu ihin. Und weiter 
Sie mussen niederknien. Sein Kleid beruhren • 
Das ist zu kalt so. Viel zu lasch. Als ob Sie 
Um eine Stecknadel bitten, hart sich's an. Zuruck doch. 

ISABELLA 
So muS er wirklich sterben? 

ANGELER 
's gibt keinen Ausweg, gnadiges Fraulein. 

ISABELLA 
Doch, 's gibt einen. Ich meine 
Wenn Sie ihn begnadigen wollten 
Denn niemand nahine Argernis (1) daran 
Gott nicht. Die Menschen nicht. 

ANGELER 
Ich will's nicht tun. 

ISABELLA 
Doch konnten Sie's, wenn Sie nur wollten. 

ANGELER 
Sehen Sie: was ich nicht will, das kann ich auch nicht 

tun. 
ISABELLA 

Doch sollten Sie's, denn niemand war geschadigt. 
Wenn, wenn doch Ihr Herz voll Mitleid schlug fur mich 
Wie meins fur ihn! 

ANGELER 
Zu spat. Er ist verurteilt. 

VON LUTZ 
Noch viel zu stark, 

ISABELLA 
Zu spat? Warum denn? Nein. Kann man nicht widerrufen 
Das Wort, das man gesprochen? Jeder weiS das, jeder! 
Und jeder weiS, da.13 keine Pracht, wie sie zum Thron 

gehort 
Da.13 keine Krone und kein Feldherrnschwert 
Kein Marschallstab und kein Talar des Richters 
Nur halb so gut den Menschen zu Gesicht steht 
Wie Gnade! War ich an Ihrer Stelle 
Und ich an seiner, moglich auch, Sie irrten 
Doch er - an Ihrer Stell - war nicht so steinern. 

ANGELER 
Ich bitte, gehn Sie. 

ISABELLA 
Hatt ich Ihre Macht und Sie warn Isabella! 
Stund's dann so? Nein, zeigen wollt ich, wie ein Richter 

l.MS.: Aegrenis. 
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Wie ein Gefangner aussieht? 
VON LUTZ 

Weiter jetzt! So geht es! 
.ANGELER 

Ihr Bruder ist schon dem Gesetz verfallen! 
Und Sie verschwenden Ihre Worte. 

ISABELLA 
Weh mir. Verfallen warn wir alle und unsere Seelen 
Bis der, dem hochste Macht gegeben war 
Den Weg zur Rettung fa.nd. Wie stUnd's um Sie 
Wollt er - der hochste Richter - so Sie richten 
Wie Sie's hier tun. 0 daran den.ken Sie. 
Und Milde wurd wie Atem durch die Lippen 
Einstromen in Ihr Herz . 

.ANGELER 
Mein schones Fraulein, nicht ich, nein, das Gesetz 
Straft Ihren Bruder. War er ein Vetter, Bruder, ja, mein 

Sohn 
Es war nicht anders: er mwot morgen sterben. 

ISABELLA 
Schon morgen? Nein, das ist zu schnell. Erbarmen! 
Er ist noch nicht bereit. Das Wild selbst, das wir 

schlachten 
Hat seine Schonzeit! Sellen wir den Himmel 
Mit weniger Respekt bedienen? 0 seien Sie giitig! 
Wer mu.Jr>te je fur solch Verbrechen sterben! 
So viele schon begingen's. 

VON LUTZ 
So ist's richtig . 

.ANGELER 
Ja, diese vielen hatten's nie begangen 
Wenn gleich der Erste, der sich so verging 
Fur seine Tat gebillot hatt. 

ISABELLA 
Herr - Erbarmen. 

ANGELER 
Erbarmen zeig ich - zeig ich mich gerechtl 
Erbarmen gegen all die Unbekannten 
Die, ubt ich heute Nachsicht - spater leiden milloten 
Auch gegen ihn, der sein Verbrechen abbillot 
Und so nicht lebt, ein neues zu begehn 
Ich bitt Sie: tragen Sie's gefa.Jot: denn er mu!3 sterben. 

ISABELLA 
Weil Sie als Erster dieses Urteil sprechen 
Mu.Jr> er als Erster sterben. 0 - gro3artig! 
Wer eines Riesen Kraft besitzt - doch grausam 
Wer sie auch wie ein Riese braucht. 

VON LUTZ 
Sehr richtig. 

ISABELLA .. 
Der Gro3e gilt, der uber He1~1ges l~ch; 
Als geistvoll, Dach beim kle1nen he13t s, er lastert. 

VON LUTZ .. 
Das ist der rechte Weg. Nur vorwarts so. Nur weiter. 

ISABELLA • • W t Beim Hauptmann sagt man: 1 s war e1n zorn1g or 
Dach beim Soldaten hei3t's gottverdammtes Fluchen. 

VON LUTZ . 
Wo nimmt sie all dasher? Dach we1ter • 

.AN~~ "h? Was uberhaufst du mich mit tausend Sprue en. 
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ISABELLA 
Weil, du selbst, wo sie irrt, Autoritat 
Stark wie ein Balsam offne Wunden heilt. 
Mit Haut die Laster zudeckt. Gehn Sie in sich. 
Hier·- klopfen Sie - ob nichts im Herzen wohnt 
Was meines Bruders Fehltritt ahnlich sieht 
Denn finden Sie ein Gran nur seiner Schwache 
Dann darf kein Wort mehr uber Ihre Lippen 
Das meines Bruders Tod verlangt. 

ANGELER 
Sie spricht, und 's steckt ein Sinn dahinter, der mich 

anweht. 
Leben Sie wohl. 

ISABELLA 
Nein, bleiben Sie, mein Herr. 

ANGELER 
Ich uberleg mir's. Komm.en Sie morgen wieder. 

ISABELLA 
Ich mu.13 Sie noch bestechen. Warten Sie. 

ANGELER 
Was, mich bestechen? 

ISABELLA 
Ja, mit Gebet. 
Das auf zum Himmel schwebt und Einla.13 findet 
Vom ersten Sonnenstrahl! Gebet der Seelen 
Die sich kastein und rein sind, abgekehrt von 
AJ.lem Zeitlichen. 

ANGELER 
Gut. Komm.en (1) Sie morgen zu mir. 

VON LUTZ 
Jetzt Schlu.13! 's ist gut. Wir gehn, 

ISABELLA 
Der Himmel segne Ihre Hoheit. 

1. MS . : kommen. 
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V~r Frau Ueberi~y~ Bordeii in der Baakergasse. Mad.ch.en, 
M~idner und Poi~z~sten tragen Betten wu1 Mobiiiar in das 
gegenUberiiegende Haus. 

ESKALER zu Frau Ueberiey: Also, Frau Ueberley, ich will 
hoffen, da.13 jetzt die Klagen aufhoren. Es ist doch 
unmoglich, da.13 Sie am hellen Tage hier Ihr (1) Gewerbe 
ausiiben 

FRAU UEBERLEY Wofi.ir halten Sie mich denn, Herr Hofrat? 
ESKALER Ich hoffe, da.13 Sie die SchlieSung Ihres (2) bis­

herigen Etablissements nicht nur als Formsache betrachten. 
FRAU UEBERLEY Ganz im Gegenteil, Herr Hofrat. 
ESKALER ... da13 es sich hier nicht um etwas AuSerliches 

handelt. Und der alte Betrieb unter einem neuen Firmen­
aufdruck irgendwo anders weitergeht. 
Zwei Poiizisten tunahen das gegenUberiiegende Haus. Zwn 
Sahiu13 hii.ngen sie das Sahiid davor auf: Tarkisahes Bad. 
Beim Tanahen singen sie das Lied von der Tanahe. 

POLIZISTEN 
Ist wo etwas faul und rieselt's im Gemauer 
Dann ist's notig, daS man etwas tut 
Und die Faulnis wachst so ungeheuer 
Wenn das einer sieht, das ist nicht gut. 
Da ist schon wieder ein neuer 
Fleck am Gemauer! 
Das ist nicht gut! (Gar nicht gut!) 
Da ist Tiinche notig! Tiinche ist da notig! 
Wenn der Saustall einfallt, ist's zu spat! 
Gebt uns Tiinche, und wir sind erbotig 
Alles so zu machen, da13 es noch mal geht. 

Gebt uns Tiinche, macht doch kein 
Geschrei 

.An uns fehlt es nicht, wir sind 
bereit! 

Gebt uns Tiinche, dann wird alles 
neu 

Und dann habt ihr eure (3) neue 
Zeit! 

oben iiegen verwahrioste Leute in den verwahriosten 
Hausteiien u:nd ausgebroahenen Fenstern wu1 braiien 
herunter: . .. , 
sieh! Da ist was faul! Da rieselt's im Gemauer. 
Ist das denn nicht moglich, daS man da was tut?! 
Sieh!! Die Faulnis wachst :o un~eheuer! 1 
Wenn uns einer sieht, das 1st nicht gut. 
(Gar nicht gut!!) 

FRAU UEBERLEY Es wird schon Herbst, Herr Hofr~t. 
d b ·ts steht winkt ein Madahen m~t dem Stoak 

HERZOG er a se~ ' · o d .. ff t her: Handelt es sich hier um die Schlie~ung er o en -

1.MS.: ihr. 
2. MS. : ihres, 
3.MS.: Eure 
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lichen Hauser'? 
MADCHEN Ja, wir mussen bis heute um elf Uhr das Haus ge-

raumt haben. Wollten Sie uns besuchen'? 
~RZOG Ja, es ist doch verboten. 
MADCHEN Ja, ja. 
~RZOG Ist es denn nicht schlimm fur Sie alle'? 
MADCHEN Es kostet halt alles so viel Geld. Es mu13 alles 

ganz neu tapeziert werden, in einen solchen Saustall 
konnten wir doch nicht hineinziehen. Es war ein Ein­
familienhaus. 

ELLBOGEN kommt heruber zu Fra:u UeberZey: Ich mache Sie 
darauf aufmerksam, Frau Ueberley, daS sich in Ihrem 
neuen Etablissement keinerlei Badegelegenheit ge­
funden hat. 

FRAU UEBERLEY Es ist ja ein turkisches Bad, Herr Inspektor. 
ESKALER Ich m~ Sie ersuchen, die Bevolkerung nicht uber­

flilssig zu schikanieren, Herr Inspektor. 
ELLBOGEN Zu Befehl, Herr Hofrat. 
ESKALER Servus. Geht ab. 

Die Sitzbadewanne wird vorbeigetragen. 
FRAU UEBERLEY vor1JJUX>fsvoZZ zu ELZbogen: Das ist wohl keine 

Badegelegenheit! 
ELLBOGEN Frau Ueberley, wenn ich mir sagen lassen m~, ich 

schikaniere die Leute, dann schmeiSe ich die Sache hin. 
FRAU UEBERLEY Sie wissen, Herr Inspektor, da.8 ich Ihnen 

jederzeit bestatigen werde, da.Ja Sie Ihre reine Pflicht 
getan haben. 

ELLBOGEN ZU den Potizisten: Seid Ihr fertig'? 
Die Polizisten wisahen siah den Sahwei~ ab, bekommen 
Ftasahenbier u.nd von der Uebertey personiiah Zigarren. 

POLIZISTEN Ja. 
ELLBOGEN geht in das aite Haus: Bitte ubergeben Sie mir 

jetzt die Schlussel, Ueberley. Er ha:ut die Tare zu, 
sahtie~t ab, versiegeZt die Tare. Ich mache Sie darauf 
aufmerksam, da5 jede Verletzung dieses Siegels schwere 
Strafe nach sich zieht. Ihr Bordellbetrieb ist hiermit 
laut Paragraph 5 der Verord.nung Nr. 37 polizeilich ge­
schlossen. 

FRAU UEBERLEY Ist recht, Herr Ellbogen. Beim Hineingehen 
in das neue Haus zum Herzog: Guten Abend, Herr Baron. 
Kleiner Abendspaziergang'? Ab. 
Ein Mad,ahen kommt a:us dem "Turkisahen Bad". 

MADCHEN zum Herzog: Jetzt konnen Sie hereinkommen. 
Herzog Zaaht sahaZ Zend. 
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Dritter Ak.t t?) 

lScene number not indicated by Brecht) (1) 

ESKALER Frau Ueberley, es geht nicht mehr anders wir 
mu~sen ~ie in Haft nehmen. Machen Sie keine ~schichten 
Seien Sie vernunftig, es wird den Kopf nicht kosten ' 
aber rein mussen Sie. Es mu13 leider durchgegriffen' 
werden. 

FRAU_UEBER~Y H7rr Eskaler, ich verstehe Sie nicht. Sie, 
ein vernunftiger Mensch, koIIUllen mir mit sowas! Sie 
sehen doch, da.13 ich alle Hande voll zu tun habe. Ich 
habe einfach die Zeit nicht. 

ESKALER Also, Frau Ueberley, es nutzt nichts, reden Sie 
nicht,.ich mache das nicht gern, es ist ein Blodsinn, 
aber die Volkswut will ein Opfer haben, und da mussen 
Sie eben die Unbequemlichkeit auf sich nehmen. (2) 

(Scene number not indicated by Brecht) (3) 

FRAU UEBERLEY zum Herzog: Ich verstehe Herrn von Eskaler 
nicht. Was er macht, ist mir ganz unverstandlich. 

HERZOG Wiese? Kennen Sie ihn doch so genau? 
FRAU UEBERLEY Naturlich. Er kam doch iIIUller zu mir. Da13 (4) 

der jetzt gerade durchgreift -
HERZOG Ja, was hat denn das dam.it zu tun -
FRAU UEBERLEY Bei mir bekam er iIIUller die Vierzehnjahrigen -
HERZOG Das macht er? 
FRAU UEBERLEY Jawohl, das macht er. 
HERZOG Aber das ist ja unerhort? 
FRAU UEBERLEY Wiese denn? Das ist besser fur die, als wenn 

die Kinder arbeiten mussen, dafur bekoIIUllen sie doch 
Hungerlohne, die armen Wurmer. 
Herzog sah:weigt betreten. 

l. The extant fragment bears the title: "Frau Ueberleys Ver­
haftung". 

2.The text concludes with the following d~rection: "(Zum 
Schlui3 verlassen die Ueberleys und P. Mildners das Land, 
weil mandarin nicht leben kann. Einmal so, einmal so; 
iIIUller was anderes und dazu noch die vielen Sorten Steuern 
usw. da kann man nur auswandern)". 

3. The fragment has the following ti t~e: . "Di;; Geste 
des Aufraumens wird vom Herzog gebilligt •• 

4.MS.: das. 
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Vierter Akt (1) 

l (2) 

ANGELER Schon (3) vor einer halben stunde gab 1·ch da.!3 H die Anweisung, 
. m~ errn von Eskaler sofort hierher holen sollte. 

Wiese 1st er nun noch nicht hier? 
DI~KTO~ Erm~ je~en Augenblick hier sein. Herr von Eskaler 

1st ins Gefangn7s gefa.l_1ren, da dauert's etwas langer. 
ANGE1:iER So. Auch Sie scheinen sich sehr sicher zu fiihlen 

Direktor, auch Sie scheinen es nicht genau damit zu ' 
nehmen, daS m7ine_Anweisungen prompt ausgefiihrt werden. 
Aber merken Sie sich, auch Sie sind ersetzbar 
Eskaler ersalzeint. • 

ESKALER Wo brennt's? 
ANGE~ ~etzt ist es genug, Herr von Eskaler. Ich enthebe 

Sie mit dem heutigen Tag Ihres Amtes als oberster Richter. 
Sie wissen schon, warum. 

ESKALER Nein, aber es wiirde mich interessieren, das zu er­
fahren - ich bin mir keiner Schuld bewu£t. 

ANGELER So. Und was ist mit der SchlieSung des Hauses der 
Frau Ueberley? Es sollte geschlossen werden! Es ist ein 
Skandal! 

ESKALER Es wurde auch geschlossen, sogar in meinem Beisein, 
ich selbst habe es mir nicht nebmen lassen, trotz der 
ungeheueren Uberlastung, daruber zu wachen, da8 dieser 
Sumpf verschwindet. Kann ich da:f'iir, wenn die Frau versucht, 
ihr (4) altes Gewerbe unter anderm Schild wieder zu be­
treiben? Ich frage Sie, ka.nn ich da:f'iir? Wir Beam.ten haben 
infolge der sich jagenden Verordnungen derart viel zu 
tun, da.!3 es ganz unmoglich ist, alles zu sehen. Sie sagen 
mir ubrigens nichts Neues, ich selbst erfuhr bereits 
heute morgen, da.!3 Frau Ueberley es fertig gebracht hat, 
unter dem Na.men Turkisches Bad ihren alten Betrieb weiter­
zuflihren, ich eilte, um ihre sofortige Verhaftung zu 
veranlassen, wahrscheinlich sitzen sie und ihr sauberer 
Geschaftsflihrer bereits hinter SchloS und Riegel. Ich 
mu£ mich sehr wundern, von Angeler - Ihre (5) 
Verdachtigungen -

ANGELER Und was ist mit den Haftbefehlen gegen die Herren 
XYZ, die Sie wieder aufgehoben haben. Die sitzen 
vielleicht auch schon hinter SchloS und Riegel? 

ESKALER Ganz richtig~ die sitzen im Untersuchungsgefangnis 
und erwarten ihre Aburteilung -

ANGELER Was Sie da treiben, ist Sabotage, Sabotage gemeinster 
Art. Raubbau am Volk. Wenn der Herzog zuruckkommt, ist 
nichts geschehen, alles beim Alten, Sum.pf auf der ganzen 
Linie und kein Geld in den Kassen. Und Sie, der oberste 
Richter, leisten der Unmoral und den Vergehen und den 

1. The following hand-written material succeed~ the act-heading: 
"a) Eskaler wird wegen Sabotage 7nt~as~en! • . 

2. Brecht has not indicated that this is in fact t~e fir~t 1 
scene of Act Four, but its designatio~ as such :s stri~t ~ 
in accordance with the plans of the Vienna version. This is 
also the case with Act Four, Scene Two. 

3. The following precedes "Schon": "(Verse)". 
4.MS.: Ihr. 
5 • MS • : ihre . 
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Ubertretungen Vorschub. Ihr Fall ist einzig in der 
Geschichte unserer Nation. 

ESKALER Von Angeler, Sie vergessen sich! Sind Sie sich 
dessen bewui3t, was Sie reden? 

.ANGELER Ich biri mir dessen voll und ganz bewulrit Sie sind 
ein Verrater des Landes, wir wollten die Mor;l in diesem 
Lande wieder aufrichten, und nicht nur aus moralischen 
Grunden, wie Sie sehr wohl wissen, und Sie, Sie, ich 
finde keine Worte - wir brauchen Geld, Herr von Eskaler, 
das haben Sie vergessen. Haben Sie die Stiftungen ein­
kassiert von den Herren ABC? Sie versprachen, jeder mit 
einer besonderen Stiftung dem Defizit des Lands zu 
steuern, das Geld sollte schon langst in der Regierungs­
kasse liegen, auch wollten einige der Herren sich bei 
auslandischen Freunden bemuhen. 's ist schon Geld da, 
und sprachen Sie mit dem Prasidenten der Finanzabteilungen 
uber die neuen Steuern fur die Kleinbetriebe? Wo waren 
Sie, Herr von Eskaler, als man Sie brauchte? 

ESKALER Ich fuhrte _Ihre Gesetze aus, Herr von Angeler. Hier 
die Listen der Inhaftgenommenen. Die Schnellgerichte 
arbeiten schon, ich hoffe, da.5 alle den gerechten Lohn 
finden! Hier - Herr von A, in Haft genommen wegen ... usw. 
Es sind noch nicht alle! 

.ANGELER nimmt die Liste und ePbZeiaht: Sie sind ent­
lassen, Eskaler! Das ist ja ungeheuerlich. 

ESKALER Ich nebme Kenntnis von meiner Beurlaubung bis zur 
Ruckkehr des Herzogs! 

.ANGELER Entlassen!! Entlassen!! 
ESKALER Guten Morgen . 
.ANGELER Jetzt nimm deinen Lauf, Gerechtigkeit. (1) 
ESKALER Nichtunangenebm ist's mir, den Urlaub 

anzutreten an dem Tage, wo mein .Amt mich an­
fangt zu erdrucken. Machen Sie es allein, 
Exzellenz mit diktatorischer Gewalt. Wenn die 
Gerechtigkeit ihren Lauf nimmt, ist's bald aus. 

2 (2) 

FRAU UEBERLEY aZs deP HePzog mst: 
Das ist sehr bedenklich. 

EINER Was? Sie sagen doch auch kaltes Wasser •. 
Der gehort in ein Irrenhaus, Mensch, wenn ich so 

Paragraph 51 hatte 
Wieder, hatte ich meinem Rechtsanwalt nie 
Sorgen gemacht. (3) 

FRAU UEBERLEY . 
Das ist in (4) andrer Beziehung be~enk~ich: . 
Der Mann benimmt sich immer mehr wie ein wirklicher 

Herzog. 
Vorhin war er ganz normal. . 
Der leistet sich einen Privatwahnsinn. 
Da gab's einen Konig, der lie5 sich Felsengrotten bauen 

und 
t t er sich auf einen Magisch beleuchten, dann s7 z e 

elektrisch 
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Getriebenen Kahn, der auf einem ki.instlichen Teich 
schwa.mm, und - dachte 

Dachte! Dachte so uber alles nach. Uber die Welt, 
die Menschen 

Dachte, wie ein andrer Holz hackt. 
MiLdner l,acht furchtbar. 
Wer so was tut, ist meindestens Landesfurst -
Jedem andren wurde man den Arsch vollhauen. 

EINER 
Der Mann ist wahnsinnig, liebe Frau. 

FRAU UEBERLEY 
Ich weil?i nicht. Es kann ja sein, de.Jo er wirklich 

wahnsinnig ist 
Und kein Herzog. Dann hat er zum mindesten (1) Geld 

wie Heu. 
Denn so was ha.tten ihln • •• • 
Die Kassenarzte aber unter allen Umstanden ausge­

trieben 
EINER 

!st ja Unsinn, was Sie (2) sagen. 
FRAU UEBERLEY 

Mein lieber (3) Herr, ich, mit dreil?iigjahriger 
Bordellerfahrung 

Weil?i, auf was Leute komm.en, die keine Sorgen haben. 
Das 

Konnen Sie (4) mir glauben. 
Der ist ein Jemand, verlassen Sie (5) sich drauf. 
Geht zum Herzog. 
Was ist denn los, lieber Herr. 
Ja, haben Sie (6) das anders erwartet? 

3 

Vorzimmer 

DIENER ia2t Isabeiia herein: 
Hier, Fraulein! Und verstand ich recht? Sie sagten, 

Sie sind 
Hierher bestellt? 

ISABELLA Ganz recht, so sagt ich! 
Von Herrn von Angeler! 

DIENER 

1. MS. : mindestens. 
2.MS.: sie. 
3.MS.: leiber. 
4.MS.: sie. 
5 .MS.: sie. 
6 .MS.: sie. 

Ganz recht! Was frag ich!! 
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Ich geh und meld Sie gleich! Ist's nicht schon spat? 
's schlug grade Mitternacht! Ich geh jetztl 

ISABALLA 

Diener geht. Danke! 

Fiir was denn dank ich ihm? Weil er die Tiir mir 
Z~ hochst verdammter Nacht aufschloE. Und filhrt mich 
Die dunkle Trepp hinauf - zu dunkler Tat! 
Ja, spat - denn blieb ich reglos auch wie Stein -
Und ohredaE ein Wort, ein Blick ein Lacheln 
Mich se~bst dran mahnt, daE ich'noch lebe, - kalt, 
Als ob 1ch tot war! - blieb es dennoch Tat! 
Nicht seine! Meinel Mir wird sie gebucht! 
Denn schlimmer hier als tun ist lassen! Bist Du's? 
0 Isabella? War's Dein Geist nur der 
Sich durch die Gassen schlich - ~educkt - im Schatten 
DaE ihn kein Mondlicht traf? Ist schon der Weg 
So schreckhaft, den Du gingst - wie erst sein Ende!! 
Frau UeberZey, mit der verhiflZten Marianne, tr>itt ein. 

FRAU UEBERLEY 
Es ist seltsam. genug - sag ich, daE die Tur offenstand -
Die Diener sind hier eben nicht geschult, wie bei mir! 

Mir 
Sollte einer mit offenen Tiiren kommen! Anzeigen wilrd ich 
Den Kerl sofort - wegen Unanstandigk.eit! Aber wenn 
Auch die Tiir offenstand - so ist das noch lange kein 
Grund, zogernd davor stehen zu bleiben! Zogern ist 
Auch nicht immer vornehm. 
Zu Marianne: 
Sprich nicht so viel, horst Du? Das Entscheidende in 
Allen entscheidenden Augenblicken des Lebens ist, daE 
Man sein Maul halt. Nur wenn einem gar nichts mehr 

einfallt 
Soll man reden! Solange einem aber noch das Geringste 
Einfallt, behalt man's besser fur sich! 
Sie sieht IsabeZta. Isabella wendet sich ab. 
Steht da nicht jemand? Warum drehen Sie sich um 
Fraulein? Ach so! Merkwilrdig - wie unverstandlich diese 
Schamhaftigkeit berilhrt. Wenn man erst einmal weiE 
DaE alle diese Gesten nichts anderes sind als 
Ein Sprungbrett, das uns die Natur so hilfreich unter 
Die FiIBe schiebt, um uns den Sprung iibers Seil 
Zu erleichtern! Erst einmal gescha.mt, dann springt 
Man gleich dreimal so hoch! He - schones Fraulein! 
Der Diener kommt. 

DIENER 
Graf Angeler la.Et bitten, Fraulein. 

ISABELLA 

Sie wisaht siah die Treinen ab. 
FRAU UEBERLEY erkennt Isabella: 

Was denn, Sie? Das kann doch nicht 
Ihr Ernst sein! 
Das ware ja der reine Brudermord! 

Danke! 

ISABELLA · z ·· t Wer sind Sie? Schickt mein Bruder S1e? u spa, 
FRAU UEBERLEY zum Diener: Sie se~en, ich kenne diese Dame. 

Ich bitte Sie also um Gottesw1llen - lassen Sie mich 
einen Augenblick mit ihr allein. Es handelt sich um 
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Di~ge von_ger~dezu_grundsatzlicher Wichtigkeit! Mensch, 
sti7ren Si7 nu.ch_nicht so an. Habt 1hr denn gar keine 
Manieren hier? W1Bt Ihr nicht einmal was Ihr einer 
Dame schuldig seid, die Euch bittet,'a11ein gelassen zu 
werden! Und das soll ein tonangebendes Haus sein?l 

DIE:~t~ollkommen verdattert: Ich bitte um Verzeihung. 

FRAU UEBERLEY zu Isabella: Ihr Taschentuch, Fraulein. Mit 
verheulten Augen hineinzugehen ist wirklich zwecklos 
Fraulein. Sie werden einsehen,'daB ich Ihnen das nicht 
gut vor dem Bedienten sagen konnte. Das hatte leicht als 
Tak.tlosigkeit gedeutet werden konnen. Nein - was man tut 
mufo man richtig tun .. Nehmen Sie mal var allen Dingen den' 
Mantel ab. Der erschwert Ihnen jede Bewegung. Marianne! 
Sie gibt Marianne den Mantel mit heimlia1zem Zeia1zen ihn • h , 
anzuz~e en. Und die Haare - mein Gott! Hier, nehmen Sie 
meinen K8l!IID.. Religiositat ist gewiB etwas sehr Schones . , 
aber kein ausreichender Grund dafiir, da6 man die Strahnen 
bis auf die Nase herunterhangen hat. Die Haube - Marianne! 
Sie gibt sie ihr mit der Anweisu:ng, sie aufzusetzen. Vor 
allen Dingen horen Sie auf zu weinen! Ein Mensch, der sich 
selbst so leid tut, hat auch nicht den geringsten Anspruch 
mehr auf das Mitgefuhl seiner Mitmenschen! Sie gibt 
Marianne das Zeia1zen, hineinzugehen. Interessant! Die !dee, 
daB Sie in Ihrer Schwesterntracht hierherkommen, mitten in 
der Nacht, hatte ich allerdings als frech und unwahr­
scheinlich abgelehnt! Dabei hat das natiirlich gerade seinen 
gewissen Reiz! Zu Marianne, die gera,de hineinversahiuindet: 
Mach die Tiir zu! Unsereins ist eben noch immer viel zu 
primitiv, um hinter all die Schliche zu kommen, die sich 
die rauhe Wirklichkeit aus Laune austuftelt!! Schwestern­
tracht - das ist direkt eine Nuance! Meine Kochin wird's 
haut-gout nennen! Ihr Taschentuch! So! Sie wisaht ihr 
Gesiaht ab. Jetzt aber Schlufo mit den Tranen der Einfalt! 
Es ist gewi6 sehr beklagenswert, da6 die Tugend zu nichts 
nutze ist! Umso mehr mufo die Fassade in Takt gehalten 
werden. Der Diener kommt zuruck. Da sind Sieja schon 
wieder Mensch! Sollte ich Sie ohne mein Wissen gerufen , . 
haben? Denn daS Sie hereintreten - ohne daS man Sie ruft -
ist fur einen Menschen mit guter Kinderstube glatt unvor­
stellbar. 
Es sahaUt. 

DIENER Einen Augenblick! 
FRAU UEBERLEY Bittel Uns hat's nicht pressiert. Diener geht. 

Was suchen Sie? 
ISABELLA Die Haube! 
FRAU UEBERLEY Um Gotteswillen - d~ gin~ die ganze Fri:ur 

zum Teufel!! Weinen Sie nicht! Uber eine rote Nase hilft 
auch die schonsteTugend nicht weg! Hi7r - Puder! . 

DIENER kommt zu:rii.ak: Ich muB die Damen bitt7n, morgen wieder­
zukommen. Fur die nachsten funf Stunden 1st Exzellenz 
besetzt ! . . 1 ? 

ISABELLA was denn? Er bat mich selbst hierherzuko~en •• 
DIENER Exzellenz ist gerade heute besonders stark in Anspruch 

genommen ! . • · , 
ISABELLA Das heiBt - mein Bruder stirbt! _Ich muB h7ne7n. 
DIENER Ich habe ausdrucklichen Befehl, niemanden h1ne1nzu-

lassen! 
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ISAB~LLA I~h mu£! Ich mu£! Ich bitt Diehl LaB mich ·zu ibm! 
Hier, nimm das letzte, was ich hab - die Nadel -

DIENER Ich bin nicht bestechlich, Fraulein! 
FRAU _UEBERLE! Warum diese Exaltiertheit, Fraulein? Das kann 

S7e noch in die groBten Unannebmlichkeiten bringen, wenn 
Sie an den Unrechten geraten! Der Mann hier ist wie er 
selbst zugibt, nicht bestechlich! Er hat also k;inerlei 
Grund, aufzubrausenl Aber kommen Sie mal an einen der 
bestechlich ist! ' 

ISABELLA Weh mir! Er will mich nicht! Zu spat! Mein Bruder! 
Sie br>iaht heulend vor der Tar zusammen. 

DIENER indem er aUe Kerzen Wsaht, bis auf eine: Ich muB 
jetzt leider die Damen herunterbringen!!Exzellenz hat 
strikte Order gegeben! 

FRAU UEBERLEY Isabella au+'1,,,..,bend: Glauben Sie mir Fraulein • J"..,, , , 
wenn Sie in diesem Zustand zu Herrn van Angeler gegangen 
wiiren, das war eine glatte Katastrophe geworden!I Erstens 
hatte der Herr wirklich kein Vergnugen davon gehabt. Beim 
besten Willen nicht! Zweitens aber: ware dann Ihr Herr 
Bruder naturlich doch gekopft warden! Warum also, ich bitt 
Sie!! BloB, weil Sie sich's in den Kopf gesetzt haben, 
daB es nun gerade heute sein mu£!! Unsinn! 

DIENER Bitte, meine Damen!! 
FRAU UEBERLEY Jal Ich wilnscht nur, Ihr Herr Chef konnt einmal 

zusehen, lieber Freund, wie's in der Wirklichkeit zugeht! 
Da heiBt's imm.er Reform! Reform! - Jawohl! - Am grunen 
Tisch! Wo denn sonst noch? Nicht mal die Jugend laBt sich 
reformieren! Solang's noch Jungfra'n gibt, bleibt alles 
beim Alten! Sie weinen, wenn sie ihre Tugend verlieren! 
Sie weinen, wenn sie ihre Tugend behalten! 
Sie gehen. 

ANGELER Marianne verfolgend, die in seltsamem Zustand herein­
husaht und sahneZZ die Zetzte Kerze auslosaht, so d.aJ3 es 
st~akfinster ist: Enteile nicht! 0 Nymphe - Deine Keusch­
heit ist keuscher jetzt noch, da sie mich erhoht, und 
macht mich zweifach toll! Denn nie geschah mir's, daB 
mich Erfullung gllihender entziindet als die Begierd', die 
nach Erfullung schrie! O bleib! Versteck dich nicht! Ist 
auch die Scheu, die vor Beruhrung flieht, kostbarstes 
Wunder, denn keiner Dirne wilder LiebeskuB schmeckt halb 
so suB als Dein verscha:mt Sichstrauben!! 
Du Heilige die Reinheit stromt aus Dir 
Und fiirbt die Schlachtbank weiB und hebt in Wolken 
den sund'gen Leib, der dampfend bei Dir liegt! 
Ich kusse Deinen Fu£! 0 bleibe! LaB mich! 
Dein Bruder lebt! Horst Du mich, Isabella? 
Sag ja! 

MARIANNE 
Ja, Herr! 

ANGELER 
Wenn Du zum Richtplatz gehst 
Hor zu, in aller Frlih, um funf schon! Horst Du? 

MARIANNE 
Ja, Herr! 

ANGELER . 
Denn dazu ist's zu spat, daB jetzt .. noch Papier 
Schrift zur Nacht den Richtspruch ande:t 
Nein, weil Du mich im Stillen_hast e:hoi; 
Will ich var tausend Zeugen Dich erho:en. 
Drum merk es Dir genau, um funf, am Richtplatz 

und 
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Dort fallst ~u auf die Knie, die Tran' im Auge 
Und flehst I11J.ch an, horst Du mich Isabella? 

MARIANNE ' • 
Ja, Herr! 

ANGELER 
~ rufst und schreist und weinst zugleich: 

0 Gnade! Gnade! Rette meinen Bruder!" 
Und wenn ich hart bleib, denn nicht allzuschnell 
Nein, auBerst langsam muB mein Sinn sich wenden sonst 
~ir~t's nicht glaubhaft, fahrst Du bittend fort; 

Mein Bruder darf nicht sterben! Was er tat, ein 
Fehltritt war's nicht Sunde! Gnade! Gnade!" 
Horst Du mich, Isabella? 

MARIANNE 
Ja. 

ANGELER 
Im Staub das Haar wie Wind im Wasserfall, so licht 
Um Brust, um Schulter, und den Rucken spritzend 
Seh ich den zarten Leib vor m.ir sich windend 
Was ich erfiillt im Dunkel, fiihlt mein Blick 
Abtastend wieder, und ich holden Bruder, geriihrt 
Durch solches Leid, vom Richtblock weg! 
Welch' tranenselig Fest des Wiedersehens!! 
Man ho'l't eine Ti1'l' getzen. 
War das die Tur? 
Wo bist Du, Isabella? 
Sag m.ir ein Wort! Ich spur nicht Deinen Atem! 
Wo? Isabella! ! 
E'l' 'l'ennt hirzaus, k.ommt mit einem Liaht zuru.ak. 
Fort! Weg! Franz! Wosteckt Ihr?! 
Zu den Dienern: 
Durchsucht das Haus! Die Gange! tJberall!! 
La.Bt keine Maus hinaus! Die Wache! Vorwarts! 
Nein! Halt! Was steht Ihr?! Bringt m.ir die Papiere! 
Mehr Licht! Das heist am falschen Fleck gespart! 
Ihr seht doch, da.B ich schreiben will! Das Urteil! 
Wo ist das Urteil! Glotzt mich nicht so an!! 
Ach, da.B man stets umringt ist von Idioten!! 
Nun, geht schon! Du nicht! Du, Franz, weiBt von 
Nichts, hast niemanden, der bei mir war, gesehn! 
Weck mich um vier! Ich muB in aller Friih 
Eh' noch der Hahn kraht - auf - zum Richtplatz gehn! 
Er sak>eibt. 
Der arme Klausner tut mir leid! Vielleicht 
De£ meine Strenge doch der Gnade weicht!! 

4 (1) 

FRAU UEBERLEY 
Wenn einer nichts machen kann, under macht wirklich 

nichts 

1. A handwritten 11 411 appears at the end ~f thd~stfr1a~e~i' 
which, according to the second plan, imme ia e y o ows 
the substitution scene (Scene Three). 
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Dann ist das ein Grad von Weisheit, der selten ange­
troffen wird. (1) 

Johann Gottlieb Korrup, der Erfinder der Korruption. 
Da sprach Hans Gottlieb Korrup 
Ja, ja, das seh ich schon 
Da mu£ man was erfinden 
Und erfand die Korruption (2) 

1. This fragmentary speech by Frau Ueberley, not necessarily 
the opening speech of the scene, concludes with "wie er". 

2. This is clearly a draft of the ballad meant to be sung by 
the inmates of the prison (Cf. above, p. 75). 
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