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Summarx

This thesis is the first to examine chronologically the earliest
published versions of all the full-length plays written by Bertolt
Brecht in the years 1918-1929. The evidence of these early unrevised
versions and of hitherto unpublished material throws new light on
this first period of his career as a dramatist, which is seen as
being principally characterised by the lack of any attempt 1o
resolve the conflicts in which these early plays abound. The
analysis of these conflicts involves in the first place an examina-
tion of the antagonisms between characters and the tensions within
the mind of individual characters. This study of motive and inter-
action draws attention to the co-existence of existential and social
sources of conflict in these early dramas, and outlines the changing
relative importance of existential and social factors in each of the

plays under consideration. Whereas in Baal (1918), Im Dickicht

(1922) and Leben Eduards des Zweiten (1924) +there is great
emphasis on the existential dimension of conflict, Trommeln in der

Nacht (1919), Mann ist Mann (1926) and Aufstiez und Fall der Stadt

-———-———-——ﬂ—_—————-——-—-——-_—“

Mahagonny (1929) pay more regard to its social significance. From
the dates of these plays alone 1t 1s clear that to make such a
distinction is to point to differences of sitress in individual plays
rather than to a clear and straightforward developmenti within the
period under consideration. However, allowlng that existentlal and
social factors continue to be of egual importance througnout the
Twenties, a trend towards paying more attentlon to the social deter-

minants of behaviour becomes apparent in works written from 1926

onwards.



Brecht's presentation of conflict in these early plays is
invariably ambivalent, a fine balance being constantly maintained
between the respective merits and negative aspects of different
facets of conflict: vital enjoyment of struggie 1s offset Dby
horror at the suffering caused, the claims of the transient indivi-—
dual clash with the demands of morality, the attractions of self-
destruction vie with those of survival, the claims of passion with
those of prudence. Formally, this ambivalence is reflected in the
frequent mixture of comedy with tragedy, in sudden shifts from one
stylistic level to another, and in the use of techniques of presen-
tation, some of which encourage empathy with fthe characters, while
others promote a more distanced attitude to events. The concluding

chapter examines briefly the re—-emergence of unresolved conflicts

in plays written after Brecht's turn to Marxism.
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ABBREVIATIONS

Where works by Brecht or other authors are referred to frequently

1n the thesis the following abbreviations and short titles are

used:

B Baal

BBA Manuscripts in the keeping of the "Bertolt Brecht-—
Archiv"

BO John Gay's The Beggar's Opera

D Im Dickicht
DBB Der D8se Baal der asoziale

DGO Die Dreigroschenoper

B Leben Eduards des Zweiten von England (short title:
Leben BEduards des Zweitenj

GW Gesammelte Werke (20 vols)

KN Songspiel Mahagonny (Das kleine Mahagonny)
L Der Lindberghflug

LS lehrstick

M Aufstieg und fall der Stadt Mahagonn

short title: Mahagonnx)

Mk Christopher Marlowe's Edward the Second
MiM Mann 1st Mann

SzT Schriften zum Theater (7 vols.)

T Trommeln in der Nacht

(short title: Trommeln)

The spelling and punctuation of manuscrint material have been

normallsed.



Introduction

To date, only one systematic study has been made of Brecht's
early plays, namely Schumacher's Die dramatischen Versuche Bertolt
Brechts 1918-1933 (Berlin, 1955). The strong Marxist biag of
Schumacher's thesis and its concentration on assessing the adequacy
of the plays' '"reflection" of social reality result in only scant

attention being paid to the ambiguities and ambivalences, the

existential problems and the formal tensions in the plays. Other
studies which have offered alternative readings of Brecht's early
work have not explored systematically the whole corpus of these

plays, but have concentrated rather on individual dramas,l or have

dealt only briefly with them within the context of a larger study.2

The present thesis analyses wvarious aspects of conflict as
manifested in the full-length plays which Brecht wrote up till
1929, and, on the basis of this approach, arrives at a reassessment
of Brecht's intellectual and artistic development in the 1920'3.3
One dimension of conflict is an existential one: his most sensitive
characters seek to create some semblance of meaning out of The
conflict into which they are precipitated with a world which creates
men, and gives them the consciousness of existence, only, apparently,
to destroy them ultimately and to torture them in the meantime with
the awareness of this inevitable outcome, Frustrated in their hope
of finding substantial meaning in life, the strongest of these
individuals take recourse to violent struggle, both as a means of
venting their pain on others, and as a surrogate for the meaning
their lives lack. Another rather different type of character pays

as little attention as possible to the darker sides of life, prefer-

ring instead to relish all the pleasure he can obtaln from life, and
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to prolong his enjoyment of pleasure for as long as possible. In
the mind of Brecht's first hero, Baal, both attitudes exisgt side
by side. The tension between the two poles of revolt and acqules-—

cence 1s expressed in a variety of subsidiary conflicts, between

passion and prudence, for example, or idealism and cynicism, pathos

and humour.

The existential dimension of conflict is inextricably bound up
with the other main dimension, namely the socizl one. The individual
who pursues his existential goal of self-realisation clashes with
other, often innocent individuals, and the destruction he creates
argues against the rightness of his quest. DMoral opposition to the
excesses of the existential self does not only come from others, but
often takes the form of internal conflict between the existential

and the social self-understanding of the main characters. In Mann

ist Mann and Mahagonny new light is thrown on the social dimension
of conflict by the introduction of dramatic irony which reveals 1o
the spectator the socially contingent causes of actions executed by

the characters in the belief that they are existentially free.

What marks off the years until 1929 as a distinct first period
in Brecht's development is the fact that the conflicts in his plays
remain unresolved.4 No one attitude, be it moral or immoral, prudent
or passionate, cowardly or heroic is presented unambiguously as
better than its opposite, although the playwright does have a parti-
cular preference for intelligent or cunning over stupid characters.
The unresolved clash of different perspectives, which is evident 1in
the presentation of character and action, also affects the stylistic

character of the plays. It is significant, for example, that Brecht
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never writes plays which are clearly either tragic or comic, but

prefers to produce works which, like the '"halbe Kom#die" Baal,

are generically indefinite.5 Whichever dramatic idiom Brecht

adopts for a given play - his choice of play type includes elements

of the Expressionist "Stationendrama" (Baal), melodrama (Trommeln in

der Nacht), thriller (Im Dickicht), "Moritat" (Leben Eduards des
Zweiten von Eng land), farce (Mann ist Mann), comic opera (Die

Dreigroschenoper) and grand opera (Aufstieg und Fall der Stadt

Mahagonnv) — hls use of the form is always ironical oT parodice.
Brecht's refusal to adopt an unambiguous position on almost any
matter 1n these years 1s further reflected within individual plays
1n a characteristic wavering between stylistic devices which both
betray and invite emotional involvement with the characters, and
others which make identification with the behaviour being shown on

stage difficult.

Although this study is chiefly concerned with conflicts as
they are expressed in Brecht's plays, brief mention 1s also made of
the tensions and contradictions which are manifested in his theore-
tical reflections in these years. In his remarks on aesthetic,
moral or social questions, the same lack of a clear standpoint as
is found in his early plays can frequently be observed. Some of his
comments suggest that he was influenced by Nietzsche's philosophy
of conflict and by this philosopher's views on the fundamental
isolation of the individual (which is particularly acute 1in the
case of great, clear-sighted individuals), whereas other statemenis
show him capable of the quite un~Nietzschean emotions of pity and

concern for the socially or physically deprived. His keen sense of
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the existential lonelinegss of each individual coexists with a

desire to speak to the ordinary public who normally seek their

recreation in beer-halls, circuses or sports stadia. Yet even as

late as 1929 he continues to be fascinated by the great individual,
despite the fact that he has by now embraced a collectivist theory

of society which denies that such individuals are of decisive

6

importance. This early unwillingness to commit himself to any

one poslition is clearly expressed in the following diary-entry:

bin Mann mit einer Theorie ist wverloren. Er muss mehrere
haben, vier, viele! Es muss sie sich in die Taschen
stopfen wie Zeitungen, immer die neuesten, es lebt sich
gut zwlischen ihnen, man haust angenehm zwischen den
Theorien. Man muss wissen, dass es viele Theorien

glbt, hochzukommen, auch der Baum hat mehrere, aber er
befolgt nur eine von ihnen, eine Zeitlang., (GW]ih.lO)

The difficulties encountered in any attempt to assign Brecht's early
work to any particular literary movement, Expressionism, '"Dada" or
"Neue Sachlichkeit", stem from the fact that he was willing and able
to absorb elements of many different literary modes, and hold them
together in his writing in a state of constant tension, while yet

refusing 1o identify himself wholly with any single movement.

A major weakness in most of the critical writings devoted to
Brecht's early plays is the inadequacy of their textual basis.
Usually, the text examined is the version of the play published in
Brecht's collected works. Unfortunately, there are, in the majority
of cases, important differences between the original version of-the
play and the text selected or prepared for inclusion 1in the collected
works. These differences mostly arise from the insertion into the
text, of passages which give the play a meaning more acceptable to
Brecht's later Marxist standpoint, or from the excision of embarras-

sing earlier passages. COritics who are unaware that the original



has been tampered with in this way may be misled into siving rather
contorted interpretations of the plays and of Brecht's intellectual
development. In order to give a more accurate account of Brechi's
development in the 1920's, the present study bases itself through-
out on the first completé published version of the plays. In
addition to the fresh evidence gained from examining the plays in
their first published form, this thesis also draws on hitherto

unpubllished material in the possession of the Bertolt Brecht—Archiv',
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NOTES

bxamples of such studies of individual plays are G.E. Bahr,
"Im Dickicht der St#dte". Bin Beitrag zur Bestimmung von
Bertolt Brechts dramatischem Frithstil, Ph.D. Diss. (New

York University, 1966), V. Canaris, "Leben Eduards des
Zweiten von England" als vormarxistisches StHick Bertolt
Brechts (Bonn, 1973), W.A.J. Steer, "Baal: A Key to Brecht's

Communism", German Life and Letters 19 (1965-66), pp. 40-51.

2. bBbxamples of this type of study are M. Esslin, Brecht - A
Choice of Hvils (London, 1959), Gray, Brecht (Edinburgh -
London, l961j, M. Spalter, Brecht's Tradition(Baltimore,

1967). Each of these works draws attention to some partial
aspect of conflict in Brecht's writing.

3« Brecht's "Binakter" are omitted from the discussion for
reasons of economy.

4. GCritics have differed in their views on when a major break
occurs in Brecht's development. T.H.W. Metscher claims that
Brecht's thinking is unambiguously Marxist from 1926 onwards,
"Brecht and Marxist Dialectics'", Oxford German Studies 6
(1971-72), Pe. 135, Holthusen sees a period of overlap of
Marxist and pre-Marxisit ideas beginning with Mann ist Mann,
Kritisches Verstehen (Minchen, 1961), p. 23, G. Weales finds
in Mahagonny a Marxist interpretation of society, "Brecht /
and the Drama of Ideas", in: Ideas in the Drama, ed. Gassher,
'(New York - Liondon, 1964), p. 141, G. Hartung, by contrastv,
regards this opera as '"das letzte und Husserste Werk Brechis
innerhaldb der blrgerlichen Ideologie", '"Uie ePische Oper
Brechts und Weills", Wissenschaftliche Zeitschrift der

Universitidt Halle-Wittenberg 8, (1958-59), D« 673

5. Brecht calls Baal a "halbe Kom8die" in a letter to Minsterer,
1 May 1918. See Baal. Der bYse Baal der Asoziale (Frankfurt

a.M. 1968), p.95.

6. The following statements occur on the same page of the
Schriften zum Theater: "Das epische Theater hat als Inaugurator
und Fragesteller keineswegs das grosse leidenschaftliche
Individuum, sondern die Frage wird immer wieder von der
jeweiligen Situation gestellt, und die Individuen sind es,
die sie durch ihr typisches Verhalten beantworten'" (...)
"Menschentypen m8gen in vielen Hinsichten gefdhrlich fdr andere
und sich selbst sein, aber die Kraft ihrer Instinkte unad
Appetite kann nicht bestritten werden. Es ist natfirlich 1im
Grunde gleichgillltig, woher die Gestalten grosser Dramen stammen.

Fs kommt nur darauf an, dass sie leben" (GW 15, 193-194).

VAT




CHAPTER ONE

- Baal

Une of the driving forces behind Brecht's early writing is
the need to come to terms with the fundamental existential problems

of transience and contingency. In the short story entitled Die

Erleuchtung (c. 1921), for example, the hero suddenly becomes aware

of the superfluity of his own existence:

Bin Mann in mittleren Jahren ging eines Abends in der
Pappelallee spazieren, als er beim Anblick eines grossen
Hundes, der entlang eines schwarzen Baches Tauben jagte,
merkte, dass er nicht erwlnscht sei. Er ging sofort heim.

(GW 11, 48)
On his return home he meditates on the subject of his death:

Wenn ich stlrbe, sagte sich der Mann, aber aus dem Kreis
kommt man nicht heraus. Ich bin ausgeliefert. Die
Fussdecke ist rot, auch wenn ich nicht will, auch wenn ich
gestorben bin, bleibt sie rot. Die Fussdecke 1st stdrker
als ich. ©Sie hat sicher keinen Wunsch. ©Sle kann nicht
albern werden (ee.)

Wenn ich sterbe, krdht kein Hahn danach. UWenn ich leben

bleibe, kr#dht auch kein Hahn. Ich kann tun, was ich mag,
es kr8ht keiner. (GW 11, 49)

Baal is Brechtl's first dramatic treatment of this theme of the

individual's existential confrontation with an alien world.

The most direct approach to an understanding of Baal's mind 1is
through hig poetry. The Ballade von den Abenteuerern, the last
song Baal sings before his death, contalns a protest against the

limits of human existences

Von Sonne mirb, vom Regen ganz zeriressen

ceraubten Lorbeer im zerrauften Haar

hat er seine ganze Jugend, nur nicht ihre Trallme vergessen
lange das Dach! nie den Himmel, der drtber wars

Oh, ihr, die ihr aus Himmel und H8lle vertriebend

Thr M¥rder, denen viel Leides geschahi

Warum seid ihr nicht im Schoss eurer Mitter ceblieben?
Wo es stille war und man schlief und war dae.e.
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Er aber sucht noch in absynthenen Meeren
wenn ihn schon seine Mutter vergisst
grinsend und fluchend und nicht ohne Z4hren
immer das Land wo es besser zu leben ist.

Im Tanz durch H8llen und gepeitscht durch Paradiese
trunken von Glissen unerh8riten Lichts

t?aﬂmt er gelegentlich von einer kleinen Wiese
mit blauvem Himmel drilber und sonst nichits. (B 84-85)1

T'he adventurer of the poem is engaged in a restless search for "das
Land, wo es besser zu leben ist". His search is, however, bound to
fail, since what he is looking for is a state of existence in which
there are no reminders of transience: "trH3umt er gelegentlich wvon

einer kleinen Wiese/mit blauem Himmel dr#ber und sonst nichts".

Having on the one hand abandoned the securiiy of unconscious life

. in the womb and, on the other, having no access to any transcendental
world ("aus Himmel und H8lle vertrieben'), the adventurer cherishes
the dream of an ideal of existence which is both physical and time-
less. Because he knows, however, that his dream cannot be reallsed,
he perversely exposes himself to the fiercest ravages of transient

experience, in protest, as 11 were, against the inherent 1inadequacy

of lifee.

This angry response to the limits of human existence is only

one element in Baal's consciousness., It 1s held in balance by a
degsire to enjoy calmly the richness of the world during the time

that he has to live. For the Adventurer the permanence of the sky

was a goading, painful reminder of his own transience. In the

Koral (sic) vom ossen Baal, on the other hand, the "Himmel'" 1s

o reassuring symbol, a guarantee that the individual's transitory

existence partakes for a while of eternity:
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Als im weissen Mutterschosse aufwuchs Baazal

war der Himmel schon so gross und still und fahl
Jung und nackt und ungeheuer wundersam

?ie %hn Baal dann liebte, als Baal kam.
In der Stinder schamvollem Gewimmel

lag Baal nackt und w#lzte sich voll Ruh:
nur der Himmel, aber immer Himmel
deckte michtig seine BlYsse zu.

(o..)
Als im dunkeln Brdenschosse faulte Baal

war der Himmel noch so gross und still und fahl
Jung und nackt und ungeheuer wunderbar

wie 1hn Baal einst liebte, als Baal war. CB7#9)2

Und durch Schnapsbudicke, Dom, Spital
trottet Baal mit Gleichmut und gew¥hnt sichs ab. (B7)

Viewed with this king of equanimity, transience can even appear to

be a blessing. The death of others, for example, means less comp-

etlition for the pleasures of "Frau Welt'":

Und wenn Baal nur Leichen um gie sah

war die Wollust immer doppelt gross.

Man hat Platz, sagt Baal, es sind nicht viele da.

Man hat Platz, sagt Baal, in dieses Weibes Schoss. (B8)

More importantly, the transience of experience is to be welcomed as
something which can prevent satiety turning into the feeling of being

overfed. Baal adopts this attitude, in the Koral, both to the

transience of love and to the eventual ending of his own life:

Gibt ein Weib, sagt Baal, euch alles her
lasst es fahren, denn sie hat nicht mehrl
Unter dHlstern Sternen in dem Jammertal
crast Baal weite Felder schmatzend abe

Sind sie leer, dann trottet singend Baal
in den ewigen Wald zum Schlaf hinabe.

Und wenn Baal der dunkle Schoss hinunter zieht:
was ist Welt fHr Baal noch? Baal 1ist satte.

Soviel Himmel hat Baal unterm Lid
dags er tot noch grad gnug Himmel hat. (B 8-9)
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A 1ife of such undisturbed, bovine tranquillity as is conjured up
in this poem is, of course, as much a one-sided fantasy of wish-
fulfilment as the Ballade von den Abenteuerern 18 one of tortured

restiveness. Taken together, however, the two poems fix two of the

poles between which Baal's consciousness is tensed.3

In other poems the opposing pulls of the poet's determination
to "maively" accept and enjoy life on a purely physical level, on
the one hand, and his "sentimental! awareness of the gulf separating

the real from the ideal, on the other, interact to product a cynically

humorous treatment of the theme of human transitoriness:

Orge sagte mirsder liebste Ort
auf brden war ihm imner der Abort.

(aea)
Bin Ort der Demut, dort erkennst du scharf:

dass du ein Mensch nur bist, der nichts behalten darf.

(e0e)

Wo man, indem man lieblich leiblich ruht,
sanft, doch mit Nachdruck etwas fHr sich tut.

Und doch erkennst du dorten, was du bist:
kin Bursche, der auf dem Aborte - frisst! (B22)

In the Ballade vom ertrunkenen MHdchen, by contrast, the tension
in the poet's mind expresses itself in a tone of voice that is both

ironic and elegiac:

Als sie ertrunken war und hinunterschwamm
von dem Bdchen in die gr8sseren Hlisse
schien der Azur des Himmels sehr wundersam
als ob er die Leiche beglltigen misse

(eoo)

Als ihr bleicher Leib im Wasser verfaulet war

geschah es, sehr langsam, dass Gott sie allmdhlich vergass:
erst ihr Gesicht, dann die Hinde und ganz zuletzt erst ihr ilaar,
Dann ward sie Aas in Fltlssen mit vielem Aas. CB?A)

Unfortunately, Baal does not always succeed in maintaining such f{ine

poetic control over the conflict between the objective limits of

existence and his subjective need to transcend them. Thus, in
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IDgr Pod im Wald +there is an abrupt change of focus from a close-
up of a man's last desperate struggle against death to 2 distant,

sentimentalised vision of the glow of the sun striking the crown of

the tree under which the man lies buried:

Ja, des armen Lebens ﬁbermass

hielt ihn so, dass er auch noch gein Aas

seinen Leichnam in die Erde presste;

In der frithen D¥mmerung fiel er tot ins dunkle Gras.
Voll von Ekel gruben sie ihn, voll von Hass

1n des Baumes dunkelstes Gelste.

Und sie ritten stumm aus dem Dickicht.,

opdhten um noch einmal aus der Heite

Fanden steil den Baum des Grabes in den Himmel aufgericht
und verwunderten sich alle beide:

Der Baum war oben voll Licht.

Und sie bekreuzten ihr junges Gesicht |

und sie ritten in Sonne und Heidee. 0879—80)

This lapse into pathos is presented within a context of dramatic

4

1ronye. Baal's change of poetic tone is a symptom of weakness or
fear elicited by his knowledge that death i1s rapidly drawing closer,

The ensuing dialogue between Baal and Ekart alludes to this:

Bkart Ja. dJa. S0 welt 1st es Jetzt wohl gekommen.

Baal  Wenn ich nachts nicht schlafen kann, schaue i1ch die
Sterne ane. Das 1st geradesoe.

EBkart 5So7

Baal (missﬁrauisch) ‘Aber das tue ich nicht oft. oSonst
schwdcht ese (B 80)

Baal, then, is a poet whose poems reveal him to be a reflective
mind, constantly aware of his own transience and always seeking for
ways to come to terms with this problem. Those commentators who

g

regard him as "nichts weiter als ein animalisches Lebewesen',
passively driven along by his instincts and appetites, fail to do

justice to the "sentimentalisch” (in Schiller's sense) quality of

his determined pursuit of naivetd. BEqually, to assert, as Bentley

does, that Baal. is a "mythological (i.e. unpsychological) drama’
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which "presents the archetypal battle of life and death, Eros and

Thanatos", 1s an oversimplification which overlooks the fact that

Baal's constant preoccupation with the limits of existence, parti-

cularly with the finality of death, betrays a distinctly human cast

of mind. Bentley himself does not seem entirely happy with his own

assertion, for he later qualifies it considerably, thus: "Baal

will sooner or later be interpreted wholly in terms of myth and
ritual. »Such interpretations will be unbalanced - but surely less

unbalanced than those that try to make sense of Baal on the lines

of what was convenitional drama in 1918".7 Of course, Baal is larger
than life in so many respects, particularly and most importantly in
his ability to live with the contradictions in his own nature, that
1t would be pointless to read the play as a realistic psychological
study of an actual person.' Baal can perhaps best be described as a
symbolic hero, as Existential Man, a figure onto whom Brecht projects
both his existential fears and his desire to come to terms with these

problems. The wish-fulfilling fantasy of Baal 1lies in its offering

as an answer to the problems of conflict, not a flight into a conflict-

free existence, but a dream of conflict enjoyed and contradiction

3

sustained with equanimitye.

On first acquaintance, Baal can give the impression of belng

a loosely-constructed play: +the protagonist Just seems to drift 1in
and out of a number of apparently unconnected situations where he
comes into contact with a number of more or less unrelated characters.
This has prompted certain critics to regard the play as formlesse.

L. Shaw, for example, says this about its '"Formally, Baal 1s an

anarchic work, kept from going to plieces only by its passionate

momentum and the amazing quality of its imagery - a lyric outburst
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basically, but written for the stage and professing to tell the
‘ordinary story' of one man's life”.9 Such criticism is not new.

One of the play's earliest reviewers complained that Baal was

"ein durchaus knabenhaftes Machwerk (e..) eine Anhdufung von Szenen
ohne Anfang und Ende, in denen der Dichter seinen Vaganten Baal mit

renommistischer Wistheit alles begehen ldsst, was irgendwie einen

10

BlUrger entsetzen kann". While it is certainly true that this

play does not have anything like the kind of economy and inner nec-

essity of sequence characteristic of classical drama, 1t does have

more order than these critics will admit. Below the varied surface

of Baal's experiences - with lovers both male and female, with Nature,
with social groups and types - there is a unifying pattern of action.
Appropriately enough for a work which has a symbolic figure as its

central character, the action which gives the play its unity is also

of a symbolic kind..

The play opens with a scene in which Baal blatantly attempts
to seduce the wife of his host at a party given in his honour. In

part, this behaviour can be explained as an aggressive rejection of

the businessman Mech's proposal that he might publish Baal's poetry:

Baal (zu BEmilie) Ich wohne Holzstrasse 64. Warum sollst
du nicht auf meine Knie? Zittern dir die Schenkel

nicht unterm Hemd? (Trinkt.) Warum die Monopole?
Gehen Sie zu Bett, Mech! (B14)

Baal ironically challenges Mech's "monopolisation" of his own wife
and simultaneously rejects his proposed monopoly over his poeiry.
But why should he choose to express his rejection of capitalist
exploitation in this particular manner? Although llech probably

does not realise it, relations between Baal and himself were dealt

o severe blow by a boastful remark Mech passed early in their



conversation:

Mech Das 1st ein Aalleichnam. Ich kaufe Zimmth8lzer,
Ganze Wdlder Zimmth¥lzer schwimmen fHr mich

brasilianische Flligsse abwlrts. Aber ich gebe auch
Ihre Lyrik heraus. (B11)

Unfortunately for Mech, trees have a particular significance for

Baal. He regards them as symbols of a heroic form of life. This

1s evident from the ovpening stanza of Der Tod im Walds

Und ein Mann starb im ewigen Wald

wo 1hn Sturm und Strom umbrauste.

otarb wie ein Tier imWurzelwerk wverkrallt
starrte hoch in die Wipfel, wo Hber dem Wald
Dturm seit Tagen Hber alles sauste. (B 78)

The tree 1s heroic because it reaches up to Where 1t 18 exposed to
the full force of the wind (a symbol of transience), in order to pit
1ts strength against the buffetting of the storm. Thus, by introdu-
cing himself as a timber-merchant, Mech immediately becomes 1n Baal's
eyes an agent of death, an 1mpression which he unwittingly reinforces
when he offers the poet an "Aalleichnam". DMech repeats his offer to

Baal later, in an effort to divert his attention from his wifes

Baal (kn¥pft auf. Zu BEmilie) Sie haben gute Arme!

Mech Nehmen Sie noch den Aall! Xs wldre schad um 1ihnd
Br schwdmme in die Latrinen. (Baal schiebt ihn
zuruok.) Nicht? Dann esse ich 1hn.

Bmilie Trinken Sie, bitte, nicht zu viel, Herr Baal:

Baal (gsieht auf Emilie) Bs schwimmen Zimmth8lzer fir
Sie, Mech? Abgeschlagene Wdlder? (Br trinkt

bestindig. ) (B13)

P » - . . s . ' »
Apart from its obvious social signiticance, Baal's behaviour towards

the capitalist Mech and his wife Emilie has symbolic overtones: the

scene is a first skirmish between Death and the hero in which Baal's

response to the advance of his enemy is to try to wrest a segment

of beautiful and pleasurable 1life out of his hands.
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Liven from this first symbolic encounter it is apparent that
Baal's relation to death is an ambivalent one. On the one hand,
death is a repulsive enemy, but, on the other hand, it appears
with a figure of beauty as its companion. In other words, a meeting
with death brings with it both a threat to the individual and a
heightened awareness of and appetite for the beauty of life to which
1t 1s wedded. The ambivalent and paradoxical nature of Baal's rela-~
tionship with death is made explicit in an earlier version of the

work, during a conversation between the poet and a prison chaplin:

Baal Ich lebe von Feindschaft. Mich interessiert alles,
sowelt ich es fressen kann. T8ten ist keine Kunst.
Aver auffressen! Aus den Hirnschalen meiner Feinde,
in denen ein schmackhaftes Hirn einst listig meinen
Untergang bedachte, trinke ich mir Mut und Kraf<t
zu. JILhre BHuche fresse ich auf, und mit ihren
Ddrmen bespanne ich meine Klampfe. Mit ihrem Fett
schmiere ich meine Schuhe, dass sie beim Freudentanz
nicht drficken und nicht knarren bei der Flucht.

Der Geistliche Es scheint, als ob Ihre Kimpfe alle wie
Rilckzllge aussehen..

Baal Ich gziehe mich ins feindliche Land zurick. In
bl#thendes Land zurtick. Ich habe keine Heimat zu
verteidigen. Mein Haus trage ich mit mir. &s sind
feste Dom#nen, die ich auf der Flucht unter meine
Mlsge kriege, und ich lasse sle als mageren Verlust®
zurtick. Ich fliehe vor dem Tod 1ns Leben.ll‘

Baal seeks in life refuge from death, but the '"bltlhendes Land" of
life is also 'das feindliche Land" of death. In fact, Baal cannotv
really flee, because in living he 1s dying. On the other hand, 1%
is precisely because of the inescapability of death that he 1s

prompted to exhaust as much of life ag possible before he has

finally to surrender. This paradox inherent in Baal's relation to

death pervades every aspect of the action.

The scene with Mech is only the first of a serlies of scenes

in which fallen trees symbolize the struggle which is constantly
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going on between Baal and death. On the occasion of a Corpus

Christi procession he is angered by the use of young trees 1o

decorate the route. He sees in Christianitvy and in the attitudes

of 1ts founder an irreverence towards living things that is abhorrent

to him. In Baal's eyes, these "Baumleichen" are evidence of the

morbld fascination with death lying at the heart of a religion which

makes M"Pronleichnam" one of its central festivals. He sees the same

basic hostility towards life in Jesus' celibacy:

(eee)

Baal (geht mit grossen Schritten im Halbkreis um den
Strolch, der auf einem Stein sitzt und das Gesicht
bleich nach oben haﬂﬁ) Wer hat die Baumleichen an
die Wdnde geschlagen?

otrolch Die bieiche elfenbeinerne Luft um die Baumleilchen:
Fronlelchname.

Baal Dazu Glocken, wenn die Pflanzen kaputt geheni

Strolch Mich heben die Glocken moralisch.

Baal Schlagen dich die BHume nicht nieder?

Strolch Pah, Baumkadaver! (Trinkt aus einer Schnapsflasche.)

Baal. Frauenleiber sind nicht besseri

_Eiggkgg, Has haben Frauenleiber mit Prozessionen zu tun?

Baal. g gsind Schweinereien! Du liebst nicht!

Stroleh Weigsst du die Geschichte mit ihm und dem toten Hund?
Alle sagten: Bs ist ein stinkendes Aas! Holt die
Polizei! HEs ist nicht zum Aushalten! Aber er sagie:
er hat sch¥ne weisse <Zdhne.

Baal Vielleicht Werde ich katholisch,

Strolch Er wurde es nicht. (Nimmt ihm die Flasche. )

Baal (1l¥uft wieder empdrt herum) Aber die Frauenleiber,

die er an die .W8nde schllgt, das tdt ich nicht. (B39-40)

In part, Baal's angry outburst at this alleged neglect of womankind

ig so violent because he Knows that he too has recently been guiliy

of the very '"crime" of which he accuses Jesus: 1in order to write

poetry he had been compelled to resist the temptations of the flesh.

That this is what is meant by tne phrase, "die Leiber an die Winde

schlagen" is indicated by the fact that the same words occur 1n the
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Scene which shows Baal yielding again to his sexual impulses at the

end of his latest period of poetic composition:

Baal (umfasst die ochnapsflasche. In Pausen) Jetzt
schmiere ich den vierten Tag das Papier voll mit
rotem Sommer: wild, bleich, gefrdssig, und kHmpfe
mit der Schnapsflasche. Hier passierten Niederlagen,
aber die Leiber beginnen an die Wdnde ins Dunkel, in
die 8gyptische PFinsternis zuriflckzufliehen. Ich
schlage sie an die Holzwdnde, nur darf ich keinen

Schnaps trinken. (Er schwatzt.) Der weisse ochnaps
1st mein Stecken und Stab. DIEr spiegelt, seit der
Schnee von der Gosse tropft, mein Papier und bleibt
unbertthrt, Aber jetzt zittern mir die Hinde. Als
ob die Leiber noch in ihnen drin wHren. CB34)

Baal's writing was an attempt to give form, and thus permanence, to
an experience. But by doing something which appears to promise some
small victory over death, salvaging part of life from the flux of
time, he finds in retrospect that the self-imposed celibacy demanded
by his Writingwas really a form of hostility towards life, rather
than towards death. With a symbolic gesture he now acknowledges the
1mpossibiliity of separating life from death in order to serve the
one and wage war on the other; he consigns his poetry (and, by

implication, his soul) to the flow of transiences

Baal (besanftigter) Ich habe Lieder auf dem Papier.,
Aber jetzt werden sie auf dem Abort aufgehldngt. (B 40)

At the end of this meeting with the "Strolch'" Baal's determination
not to be destroyed by the conflicts in his consciousness 1s expres-
'sed in another such symbolic gesture of acquiescence in the flow of
life and death, namely his departure from the scene of the Corpus

Christi procession in order to bathe in the rivers:

Baal Ich gehe an den Fluss hinunter und wasche m%%?t
Ich kHmmere mich nie um Leichname. CB41)

In these scenes with Mech and the "Strolch'" Baal's encounters
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with death in the shape of fallen trees seem to be accidental. In
the scene "BHume am Abend", on the other hand, the confrontation
between Baal and death comes about because the hero has deliberately
sought out a place where trees are being felled. As a token of this
confrontation and as a foreshadowing of Baal's own eventual death in
the forest, the centre of the scene is occupied by the corpse of a
man who has lately been killed by a falling tree. In a later scene

in a poor-house Baal's action of going into the woods is interpreted

by a strange and obviously symbolic beggar:

Baal ( zum Bettler) Hoffentlich haben Sie auch ein
Leiden?

Bettler Ich bin wahnsinnig.

Baal Prost! - Wir kennen uns. Ich bin gesund..

Bettler Ich kannte einen lMann, der meinte auch, er sei
cesund. Meinte es. Ir stammte aus einem Wald
und kam einmal wieder dort hin, denn er musste
sich etwas tlberlegen. Dlen Wald fand er sehr
fremd und nicht mehr verwandt. Viele Tage ging
er, ganz hinauf in die Wildnis, denn er wollte
sehen wie weit er abh8ngig war und wieviel noch
in ihm war, dass ers aushielte. Aber es war

nicht mehr viel. (Trinkt.)

Baal (unruhig) So ein Wind! Und wir mitlssen heut
nacht noch fort, BEkart.

Bettler Ja, der Wind. An einem Abend, um die Ddmmerung,
als er nicht mehr so allein war, ging er durch
die grosse Stille zwischen die BHume und stellte
sich unter einen von ihnen, der sehr gross war.

(Trinkt.)
Bolleboll Das war der Affe in 1hm.

Bettler Ja, vielleicht der Affe. Er lehnte sich an ihn,
canz nah, ftlhlte das Leben in ihm, oder meinte
es und sagte: Du bist h¥her als ich und stehst
fest und du kennst die Erde bis tief hinunter
und sie h#lt dich. Ich kann laufen und mich
besser bewegen, aber ich stehe nicht fest und
kann nicht in die Tiefe und nichts hdlt mich.
Auch ist mir die grosse Ruhe Hlber den stillen
Wipfeln im unendlichen Himmel unbekannt.

(Prinkt).

Gougou Was sagte der Baum?
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Bettler Ja. Der Wind ging. Durch den Baum lief ein
Zittern, der Mann fHlhlte es. Da warf er sich

zu Boden, umschlang die wilden und harten

Nurzeln und weinte bitterlich. Aber er tat
es mit vielen BHumen.

hkart Wurde er gesund?

Bettler Nein. Aber er starb leichter,

Das versteh ich nicht.,

E
&
.m'

Bettler Nichts versteht man., Aber manches fHhlt man.

Geschichten, die man versteht, sind nur schlecht
erzdhlt .

Bolleboll Glaubt ihr an Cott?

Baal (mthsam) Ich glaubte immer an mich. Aber man
kann Atheist werden. CB67-68)

The life of the tree differs from man's in so far as 1t is more

deeply rooted in the earth, has a longer life expectancy and parti-

cipates peacefully, because unconsciously, in eternity ("die grosse

Ruhe tlber den stillen Wipfeln im unendlichen Himmel'"). These are,
however, merely differences of degree; basically tne life of the
tree and of man resemble each other in their common exposure to the

13

forces of transience. The fact that the tree is more firmly rooted,

lives longer, and is thus longer exposed to the storms of transience
which tear at its crown, simply serves to make it an appropriate
symbol of the heroic life. It is precisely because the {free's exis-
tence reproduces on a heroic scale the tensions in man's life that
Baal goes into the forest to test himself. Here, 1n the presence

of the mighiy who are fallen, he has to face squarely the conflict
between the shortness of the individual's life and his awareness of

eternity. Unlike the man in the beggar's story, Baal shows that he

does have sufficient inner strength to bear the emotional tension

thus created. Indeed, his experience of the conflict is invigorating,
for, by facing up to the inevitability of transience, he Tinds that

b | A .
he is both made more keenly aware of the fact of ais own eXistence
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in the present, and comforted (he insists) by the knowledge that

at least the pain of living will dlsappear in death:

Der Andere Was tust du mit Teddy, BElefant?

Baal (#Hber ihm) Der hat seine Ruhe und wir haben unsere
Unruhe. Das ist beides gut. Der Himmel ist
schwarz. Die BHume zittern. Irgendwo blHhen sich
Wolken. Das ist die Szenerie. Man kann essen.

Nach dem Schlaf wacht man auf. Er nicht. iir.
ks ist doppelt gut., (B 53)

Paradoxically, then, death is both an enemy and an ally to Baal
since its every '"memento mori'" is at the same time an exhortation
to live. Baal therefore continually seeks such confrontations with

death because, in the words of the Choral vom grossen Baal:

Der bleibt ewig Jjung, wie ers auch treibt,
Der sich jeden Abend selbst entleibtfl4

In Baal the symbol of the tree draws on three areas of associa-

tion. Apart from its links with the ideas of transience on the one
hand and heroism on the other, it has strong sexual connotations.,.

Trees frequently provide a suitably phallic setting for the hero's
sexual exploits, as in the scenes, "Mainacht unter Bdumen',
"Griines Laubdickicht'", and "Junge Haselstr#ucher'. Baal himself

assumes the form of a tree in a dream which adumbrates his seduction

of Johanna Reiher:

Johannes Ich habe eine Geliebte, die ist das unschuldigste
Weib, das es gibt, aber im Schlaf sah ich sie
einmal, wie sie von einem Machandelbaum beschlafen

wurde., Das heisst: Auf dem Machandelbaum lag
ihr weisser Leib ausgestreckt, und die knorrigen
Kste umklammerten ihn. Seitdem kann ich nicht

mehr schlafen., (B15)

By bringing a symbol which has associations with transience 1into

relation with sexual pleasure, Brecht suggests that sex 1s an

~mbivalent experience for Baal. As is clear from the opening
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scene with Mech and Emilie, Baal turns to sex in order to en;joy
life intensely when confronted with death. Tet, that this is not
to be understood as an attempt to escape from his awareness of the
transitoriness of life, is evident from the fact that he assoclates

a symbol of transience, the wind, with sexual intercourse itsgelf:

Baal Und die Liebe ist (...) wie die Qual, vor der der
trunkene Baum knarzend zu singen anhebt, auf dem
der wilde Wind reitet. (B17)

What Baal seeks in the sexual act is, in fact, a heightened exper-
ience of being alive through an intensification of his awareness of
death, a means of transforming the pain of being conscious of
transience into a sensuously pleasurable experience of self-

abandonment to the natural rhythms of life.

The symbols of the wind and the river also serve to strengthen
the theme of the paradoxical nature of Baal's experience of lifels

evanescence., Johanna's suicide by drowning establishes the sombre

aspect of the river-symbolism early in the play. The references in
the stage-directions to "Wind" become increasingly frequent as

Baslt's life draws to a close. Yet both these symbols are also used

in contexts which express an intensely physical awarceness of being

alivez:

Johannes Wag willst du®

Baal (die Hand auf seiner Schulter) Was musst du
auch Gedichte schreiben! Wo das Leben so
anstindig ist: wenn man auf einem reissenden
Strom auf dem Rilcken hinschiesst, nackt unter
orangefarbenem Himmel und man sieht nichts als
wie der Himmel violett wird, dann schwarz wie

ein Loch Wirdeee (B 26)

Baal (langsam durch die Felder) Seit der Himmel
orliner und schwanger ist, Juliluft, Wind, keln
Hemd in den Hosen! (Zu Bkart zurtick) Sie
wetzen mir die blossen Schenkel. [ein Schddel
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i1st aufgeblasen vom Wind, in dem Haar der
Achselh8hle h¥dngt mir der Geruch der Felder,
Die Luft zittert wie vom Branntwein besoffen, CB46)

In this central, recurrent paradox 1s expressed the fact that
Baal, who is conétantly trapped 1n a hopeless situation of conflict,
since he brings himself nearer to death more quickly and more surely,
the more intensely he lives, is able to turn this conflict to his
advantage by extracting from every experience of death a heightened
sense of his immediate existence. Thug, as with the tree-imagery,
the amblivalence of the wind-symbolism is used to underline the

conflicts in the hero's experience of gex as self-abandonment both

to vital pleasure and to death:

Baal Und jetzt geh8rst du dem Wind, weisse Wolkel
(Rasch zu ihr, reisst die THre zu, nimmt Sophie
Barger in die Arme). 0837)

In the same way, the different symbolic connotations of the river

lend subtlety to Baal's twice repeated action of going down to the

stream to bathe. (B41l, 73) On each occasion this follows a parti-
cularly repulsive encounter with death. His immersion in the stream,
by virtue of its associational ambiguity, 1s both a ritual surrender

to death and, at the same time, a renewal and puzrfication of his

will to live "

In his analysis of the structure of images 1n Baal, G.R. Lyons

argues that a progression can be observed in the course of the play
from images of light to images of darkness: "The quality of light
or whiteness is associated with the sexually apvetizing: tThe
degsired object which is obtained and used moves from unviolated
whiteness to darkness which itself moves from an ecstasy of darkness

- - : 1 .
to darkness associated with rotting, decaying flesh." 5 In arguing
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thus, Lyons underestimates the extent to which amblguity pervades

Brecht's use of lmagery throughout +the play, and consequently
fails to grasp the essence of Baal's experience of life. Whiteness
certainly is associated with sexual excitement, but, like sex, it

also has associations with death. In the Corpus Christi scene,

or example, there are obvious links between death and vallor:

Gekalkte HHuser mit braunen Baumstdmmen
M

(Dunkle Glocken. Baal. Der Strolch, ein bleicher
- besoffener Mensch.)

(oes) '

Strolch Die bleiche elfenbeinerne Luft um die
Baumleichen: Fronleichname. CB39)

Similarly, blackness is associated both with death and with regener-
ation:
In die schwarzen FlHlsse fallen Weiber (...) CBES),

Baal Das ist der Winterschlaf im schwarzen Schlamm fiir
unsere welssen Leiber. (B 59)

It is precisely the associational ambiguity of these colours which
makes them a suitable means of expressing the peculiar nature of

Baal's experience of transience.

Baal's need to experience constantly the transitoriness of his
life is the impulse that gives unity to the action: all Baal's
encounters with other individuals or with Nature form part of a
symbolic confrontation between the protagonist and his antagonist,
death. It is this underlying symbolic action which links such
public scenes as "Nachtcafe zur 'Wolke der Nacht!'!" and "Dorf-
schenke. Abend" with scenes of a more intimate kind. In the
"Nachtcafe'" - scene Baal breaks his contract with the bar-owner
ostensibly because he is not given enough "Schnaps", but the back-

drop of the scene ("man sieht die blaue Nacht" B4l) suggests that



the deeper reason for this behaviour is his need to be free of any

ties with a routine way of life, in order to be able to hold at the
centre of his consciousness the conflict between eternity (represen-—
ted by the sky) and the shortness of his own life. oimilarly, the

reason for what appears at first to be gratuitously anti-social
behaviour in the '"Dorfschenke'" is his desire to stage a ritual cele-

bration of transient vitality under an evening sky:

Pfarrer Sehen Sie nicht ein, wie kindisch Ihr Plan war?
(Zu Ekart) Was will denn der Mann?

Baal (lehnt sich zurtick) In der Dimmerung, am Abend -
hs muss nattirlich Abend sein und der Himmel muss
bewdlkt sein, wenn die Luft lau ist und etwas
Wind geht, dann kommen die Stiere. Sie trotten
von allen delten her, es ist ein starker

Anblick., (B50)16

000000000

Baal 1is an imaginative exploration of how the world might be

experienced from a particular existential perspective., By following
out to its logical conclusion how a man might live his life who was
preoccupled ex?lusively with his own existential problems, the play
also seeks to evaluate such a way of life. The balance of pro and

contra in Brecht's presentation of his hero's career will now be

examined.

The intensity with which Baal 1is able 1o experience the world
is the strongest argument in favour of his way of life, Brecht
makes his hero a poet in order to be able to articulate persuasively
the keenness of sensation which he imagines to be the consequence of

o life lived wholly for the pleasure of each passing moment. The

sensuously saturated language of the poet - what one of his victims
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Calls his "verflucht wundervolles Geschwitg" (B 20) - 18 a formal

correlative of the way he experiences the world. Like the elemental

symbols of the wind, the sky and the rivers, strong colours and
contrasts - black, white, red ~ are used to convey the intensity of
Baal's emotional response to reality, and at the same time to

suggest the background of constant preoccupation with death in the

mind which experiences reality in this way. His choice of vocabulary

and gesture tends to be as violent as his favoured colours:

Baal (steht auf, streckt sich) XKanallje mit Herz! - Ich
bin heut sowieso schon verflucht faul. (Er wirf+t
Papier auf den Tisch, setzt sich davor.) Ich mache
einen neuen Adam. (Entwirft grosse Initialen auf
dem Papier.) Ich versuche es mit dem inneren
Menschen., Ich bin ganz ausgehdhlt, aber ich habe
Hunger wie ein Raubtier. Ich habe nur mehr Haut
Hiber den Knochen. Kanallje! (Lehnt sich zurtick,
streckt alle Viere von sich, emphatisch.) Jetzt
mache ich den Sommer. Rot. Scharlachen. Gefrissig.
(Er summt wieder, es wird wieder dunkel. Dann
splielt die Bettlerorgel.) CB34)

The main features of Baal's language in this typical passage are a
tendency to extreme or violent forms of expression (Kanallje,
verflucht, ganz ausgehdhli, Hunger wie ein Raubtier), the already
observed penchant for strong colours (rot, scharlachen), elliptical
phrasing for the sake of emphasis, frequent references to bodily
states (faul, Hunger, nur mehr Haut auf den Knochen), and an ironic
use of clichés relating to spiritual values (den neuen Adam, den
inneren Menschen). These elements of language are selected to
express the character of Baal's emotional world: his predominant
concern for his own physical well-being and his proclivity o
violent, animal-like emotions are his way of responding to a worlc

which he experiences as a kind of wild beast, hungry and bloody-

hued (Scharlaohen. Gefrassig).
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In order to suggest that these poweriful emotions of Baal's are
responses to the real world, Brecht frequently has him use colours,
particularly when referring to the sky, which, although startling

1n their immediate effect, are clearly drawn from acute observation

of the natural world. Lxamples of this are the followine:

Und der Himmel blieb in Lust und Kummer da

auch wenn Baal schlief, selig war und ihn nicht sah:
Nachts er violett und trunken Baal

Baal fr#dh fromm, er aprikosenfahl. (B7)

Der Himmel (trinkt) 1st manchmal auch gelb, Uit
Raubv8geln darinnen. (B 20)

(...) nackt unter orangefarbenem Himmel und man sieht
nichts als wie der Himmel violett wird, dann schwarz
Wwie eln Loch wird... (B 26 )

velt der Himmel griner und schwanger ist, Juliluft,
Wind, kein Hemd in den Hosen! (B 46)

To give full weight to the expressive vocabulary into which he con-

centrates the intensity of Baal's inner world, Brecht tends to use
simple sentence structure. Each sentence usually contains just one
important word or.phrase. The straightforward addition of simple
statements gives full and equal weight to each point that 1s made.

The following passage will serve as an illustration of this:

Bettler Das ist dasgs Paradies der H8llel

Gougou Ja, das ist das Paradies. bs bleibt einem
' kein Wunsch unerfiillt. Man hat keinen mehr.
Es wird einem alles abgew8hnt. Auch die Wlnsche.

So wird man frei.

Ma ja Und was kommt am Schluss?

(grins%) Nichts. Gar nichts. -8 kommt kein

Gougou .
Schluss. Nichts dauert ewlg.

Bolleboll Amen.

Baal (iet aufgestanden, 2zu Ekart) Ikart, steh auf!
Wir sind unter MYrder gefallen. (H41t sich an
Ekart, um die Schultern.) Das Gewlrm bliht
sich. Die Verwesung kriecht heran. Die Wirmer

singen und preisen sich an. (B70)
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Where Brecht fails to use this technique, the effect can be to
produce an awkward clash between vocabulary which is intended to be

expressive of powerful emotions and the rationality betrayed by the

hypotactical structure 1n which they occur:

Baal Und die Liebe 1st, Wie wenn man seinen nackten
Arm im Teichwasser schwimmen 18sst, mit Tang

zwischen den Fingern; wie die Qual, vor der der
trunkene Baum knarzend zu singen anhebt auf

dem der wilde Wind reitets wie ein sohlﬂrfendes
prsaufen im Wein an einem heissen Tag, und ihr
Leib dringt einem wie sehr ktlhler Wein in alle
Hautfalten, sanft wie Pflanzen im Wind sind die
Gelenke, und die Wucht des Anpralls, der nachge-
geben wird, ist wie Fliegen gegen Sturm, und ihr
Leib w8lzt sich wie kilhler Kies fiber dich. Aber
die Liebe ist auch wie eine Kokosnuss, die gut ist,
solange sie frisch ist, und die man ausspeien muss,
wenn der Saft ausgequetscht ist und das Fleisch
bleibt Hber, welches bitter schmeckt. (Wirft die
Gitarre weg.) Aber jetzt habe ich die Arie satt. (B17-18)

This last remark, with its abrupt change of tone, 1is typical of
Baal's refusal to commit himself for any length of time to one side

of his nature to the exclusion of another: having indulged in pathos,
he immediately retreats i1into oynioism.l7 What is revealed as a co=-
existence of diametrically opposed attitudes would surely represent

a considerable psychological conflict if it occurred within the mind
of a real individual. But the significance of the Baal figure lies
preclsely 1in the fact that Brecht is able to project into a fictional
character endowed with extraordinary equanimity and physical strength,
a complex of attitudes and impulses which in reality could only be

experienced as a mass of unresolvable conflicts. He can thus 1ndulge,

in imagination at least, 1in the experience of antagonism transformed

into relative harmony.

Baal's lyrically heightened language is not the only means by

“hich Brecht attempts to suggest the peculiar vividness with which




reality presents itself to the hero. He also has the peonle with

whom Baal comes into contact express themselves in such a way as
to create a richly textured environment for him to respond to. The

landlady whom he refers to as "Kanall je mit Herz", for examnle,

1~ : : : .
Speaxs to him in an "earthy", comical mixture of metaphor, slang

and dialect:

Die Hausfrau Sie lachen wohl noch? Verderben pfundweise
arme Mddchens, die Sie in Ihre H8hle
schleifen! Pfui Teufel, Sie Bestie! Ich
kindige Ihnen, Jetzt aber Beine gekriegt
ihr und heim zu Muttern, ich gehe gleich mit!

Die Jlngere (weint stdrker., )

] "
Die Altere ole kann nichts dafilr, Frau.

Die Hausfrau (nimmt beide bei der Hand) Regnet es jetzt?
20 ein Volk! Na, ihr seid hier auch nicht
die einzigen! Der tut dick in Schwlnen! Der
hat noch ganz andere selig gemacht und die
Hdute auf den Mist geworfen! CB33)

‘This kind of heightening effect is to be found in various guises
throughout the play. Baall's exploiters Mech and lijurk are particu-
larly vulgar and cynical typess the "Strolch" and the inmates of the

poorhouse are exiremely depraved specimens of humankinds and the

"HolzfH8ller" in whose company Baal spends hisg dying hours are excep—

tionally tough, unsympathetic characters.

The resources of the stage are also used to provide Baal with
settings which are clearly saturated with his moods. The wind and

the sky frequently provide a symbolic backdrop for his various
encounters. Trees with their multiple associations are of course a
favoured "Kulisse". In one scene Baal is shown composing a poem
celebrating summer, the zenith of life 1in the natural year, against
a contrasting background of music from a "Bettlerorgel'" which here,

as later in the Moritat and the Salomo-Song from the
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Dreigroscheno €Ly exXpresses the exiguousness of life as it rolls

mechanicall ' ]
y on. The contrasts in Baal's consciousness are allowed

to acquire an almost Baroque grotesqueness and antithetical sharnness
1n the poor<house Scene, where a baby cries in the background as a
mixture of cancerous, mad and syphilitic adults carouse and attempt
to fornicate in the centre of the stage. (B65-73) The relatively
loose, balladesque structure of the play also helps to suggest the
richness of Baal's experience of the world, because it picks out

only such moments of his life as are imbued with significance for
him. In short, Baal is given a heightened, at times melodramatized
world to live in, in order to express what Brecht imagines to be the
"feel" that life has when experienced by a man who never forgets

that he will soon have 1o die,

Baal's unrestrained pursuit of self-gratification leads him o
behave 1n ways that*would normally be condemned as immoral. In a
good number of instances, however, there are factors present in the
situations which tend to shift attention away from his guilt. His
uncouth behaviour at Mech's party, for example, 1s 1n part an
excusable response to the importunate behaviour of those he meetls
there. When he "robs" the lumberjacks of the dead Teddy's brandy,
or decelves the ?easanﬁs into bringing their bulls into the village,
his actidns are little more than harmless pranks. Such guilt as 1s
involved is further lessened by the fact that his treatment of his

victims is, in a sense, a form of retribution for offences which
they attempted to commit. The lumberjacks can hardly feel moral
indignation at his theft of Teddy's Schnaps, because they too0 had
intended to steal ity similarly, the peasantis are only deceived

because they think they are doing the decelvinge.
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OUn the one hand, then, Baal's aggressive exploitation of
others is partly justified as a retributory response to his victims!
own attempts at exploitation. Further, the radical existential
perspective in which Baal's aggressiveness is seen, has the effect,
in many scenes, of making ethical condemnation of his behaviour seem
narsh and out of place. Yet, on the other hand, there are moments
in the action when his behaviour becomes so monstrous that ethical
considerations are bound to override even the most sympathetic
awareness that his violence towards others has aﬁunderlying meta—
physical and existential cause in his experience of the world as
essentially destruotive.lB In the scene "kbene., Himmel., Abend.',

for example, even Ekart, Baal's close companion in evil, 1s shocked

by the brutality of Baal's determination to rid himself of tThe now

pregnant and unattractive Sophie Barger. In the course of this
scene, horror at Baal's cruelty alternates with powerlessness to

regist his charms, as the following passage from the end of the

scene makes clear:

Ekart Stehst du noch da, du Vieh? Hast du keine Knie?
Bist du im Schnaps ersoffen oder in der Lyrik?
Verkommenes Tier! Verkommenes Tier:

Baal Schwachkopf &

(Ekart zuf ihn los, sie ringen.)
Sophie Jesus Maria! Bs sind Raubtiere.

Exart (ringend) HBrst du, was sie sagt, in dem Gehdlz
' und jetzt wird es schon dunkel? Verkommenes Tiersd

Verkommenes Tierd

Baal (an ihn, presst Bkart an sich) Jetzt bist du an
meiner Brust, riechst du mich? Jetst halte ich

dich, es gibt mehr als Weibern#he! (HYlt ein.)
Jetzt sieht man schon Sterne Uber dem Gestrduch ,

Bkarte.

Ekart (starrt Baal an, der auf den Himmel sieht)
Ich kann es nicht schlagen.

Baal (den Arm um ihn) Bs wird dunkel. Wir miissen
Nachtquartier haben. Im Geh¥lz gibt es liulden,
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Wo Kkeiln W?nd hingeht. Komm, ich erz#hle dir
von den Tieren., (Er zieht 1hn fort.)

Sophie (allein im Dunkeln, schreit) Baal! (B 64=65)

Moral revulsion at Baal's behaviour 18 not only felt by others, but

1s also present in the protagonist's own mind, although he does his
utmost to suppress any scruples he feels, 1n order not to be hindered

by them in his pursuit of an animalistic way of life. In a moment
of drunken, jealous anger he murders Ekart for being unfaithful with

a glrl and thus breaching their homosexual pact of revolt against

1
nature.9 As soon as he has killed him, however, he is filled with

remorse (B 86). Baal 1s not able truly to escape beling caught 1in
the conflicts inherent in the complexity of human nature. He has to
experience a conflict between his need for companionship and his
"loner'" philosophy of regarding others as mere objects to be exploi-
ted for his own pleasure, between his cult of animalism and the
human burden of consciousness (particularly of transience), between
his will to live amorally and his sense of right and wrong. The

last speech of the play, spoken by Baal as he crawls out to die
beneath the stars, concentrates into a few lines the unreconciled

conflicts in his mind:

Baal FEing zweli drei vier filinf sechs. Das hilft nichts.
(Stille)

Mama! BRkart soll weggehen, der Himmel 1st auch so
verflucht nah da, zum Greifen, es ist alles wieder
tropfnass. Schlafen. Eins. 4Zwel. Drei. Vier,
Man erstickt hier ja. Draussen muss €S hell sein.
Ich will hinaus. (Hebt sich.) Ich werde hinausgehen.,
Lieber Baal. (Scharf) Ich bin keine Ratte. Es
muss draussen hell sein. Lieber Baal. JZur TUr
ommt man noch. Knie hat man noch, in der THr 1s%
es besser. Verflucht! Lieber Baal! (Er kriecht
auf allen Vieren zur Schwelle.) Sterne...hm.

(Er kriecht hinaus. ) CB92) |
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It is Baal's fantastic (in the literal sense) good fortune that

000000000

By giving to the hero of his first play the name of a Canaanite
god of fertility whose rites represented a challenge to the worship
of Jehovah, Brecht was clearly aligning himself with a tradition of
anti-Christian polemic which had Nietzsche and Heine as its best
‘known literary champions in nineteenth-century Germany. Like his
predecessors, Brecht directed his attack against the asceticism
which he associated with the Christian religion. The Corpus Christi
scene, where Baal 1s enraged by the thought of Christ's celibacy,
1s only the most explicit instance of a polemic which is conducted
tnroughout the play through Bzal's pagan worship of strength and
untrammelled sexuality. As has been seen already, however, Brecht
cannot fully endorse Nietzsche's outright rejection of Christian

ethics. Baal expresses not only a paean to his Dyonisian hero,

but also, perhaps unwillingly, clear moral reservations about tne

cult of immoralisme..

If Brecht's adoption of a Nietzschean admiration for the strong

individual with powerful instinc{s doeg not lead him to rejectd
Christian values altogether, it does allow him to make a stand
against the opposite cult of a Schopenhauerian 'contemptus mundi',
such as was being promulgated by a number of hils Lxopressionlist

contemporariesmzo The point in the play at which Brecht's atftack on

Schopenhauerian nihilism is formulated most clearly is the scene



- 27 -

in the "Spitalschenke"., Here Gougou sings an aria extollinz the

Gougou  (zu Ekart) Das Sch¥nste ist das Nichts.

Bolleboll Pst! Jetzt kommt Gougou's Arie! Der Maden-
sack singt!

Gougou L 1st wie zitternde Luft an Sommerabenden,
sonne, Aber es zittert nicht. Nichts., Gar
nichts. Man h¥rt einfach auf. Wind ceht,
man friert nimmer. Regen geht, man wird
nimmer nass. Witze vasslieren, man lacht

nicht mit. DMNan verfault, man braucht nicht
zu warten. Generalstreik.

Bettler Das ist das Paradies der H¥lle!

Gougou  Ja, das ist das Paradies. Bs bleibt einem
kein Wunsch unerf#lllt. Man hat keinen mehr.
bs wird einem alles abgewShnt. Auch die
Wlinsche, So wird man frei. CB69—70)

Baal recoils in fear and disgust from this longing for annihilation:

Baal Hier werden meine Gedirme demonstriert (...)
Das ist kein Schlammbad. (B 70)

The sight of Gougou praising nothingness makes Baal feel that one
of his inmost fears is being paraded in public. Although just as
aware as Gougou that life ends in nothingness, he refuses to accept
that this prospect is more alluring than life. Like Nietzsche,
Brecht believed that life ought to be affirmed, not denied. 1t 1s
because Baal is aware of the ultimate imperfection of life, the

finality of death, that he is spurred on to dedicate himself so

wholeheartedly to the task of living intensely.

In 1919, when Brecht was revising his first draft of Baal,

Hermann Hesse published Xlingsors letzter Sommer, a Novelle which

clearly contributed to the same debate between the negation and the

affirmation of the will to live, as had prompted Brecht to treat

his theme in Baal in the way he did. Klingsor, like Baal, 1s
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an artist whose sense of transience drives him on to enjoy life

to the full:

In allen guten, fruchtbaren, glithenden Zeiten seines
Lebens, auch in der Jugend schon, hatte er so gelebt,

hgtte seine Kerze an beiden Enden brennen gehabt,

mit einem bald jubelnden, bald schluchzenden Cef#hl
von rasender Verschwendung, von Verbrennen, mit einer
verzwelfelten Gier, den Becher ganz zu leeren, und
mit einer tiefen, verheimlichten Angst vor dem Endem21

Not only do both men revel in the nleasures of the cup and of the
flesh, they also have a similar attitude to artistic creation.
They both indicate symbolically that they want their art to reflect
the transience of all existence, Baal, by hanging his poems in the

"Abort", Klingsor, by deliberately working in the medium of water-—

colours which will soon fade away:

Melancholisch klagte der Doktor mit der menschenfreund-
lichen Stimme: "hkg ist ein Jammer, Klingsor, Ihre wunder-
baren Agquarelle werden in zehn Jahren alle weiss seinj
diese Farben, die Sie bevorzugen, halten alle nicht",

Klingsor: "Ja, und was noch schlimmer ist: Thre
sch¥8nen braunen Haare, Doktor, werden in zehn Jahren
alle grau sein, und eine kleine Weile splter liegen
unsere hilbschen frohen Knochen irgendwo in einem Loch
in der hrde, leider auch lhre so schfnen und gesunden
Knochen, Lrsilia. Kinder, wir wollen nicht so spdt
im Leben noch anfangen verniinfitig zu werden '22

!

Looking back on histﬁovelle'from a distance of almost twenty years,

Hesse regarded it as a typical product of the post-war mood:

Klingsors letzter Sommer und die mit ihm damals 1m

cleichen Band erschiene Erz#hlung Klein und Wagner

sind im selben Sommer, einem flir die Welt und fir mich
ungewdhnlichen und einmaligen Sommer, entstanden. Is
war im Jahre 1919. Der vierjdhrige Krieg war zu bknde,
die Welt schien in Scherben geschlagen, Millionen von
Soldaten, von Kriegsgefangenen, von Bilrgern kehrien aus
Jahren des starren uniformierten Gehorchens in eine so
ersehnte wie gefHirchtete Freiheit zurlick. Der Krieg,
der grosse Weltregent, war gestorben und begraben; leer
wartete eine verdnderte und verarmte Welt auf uns ent-
lassene Sklaven. Jeder hatte sich nach dieser Welt und
nach freier Bewegung in ihr gllhend gesehnt, und Jedem
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war doch auch bange vor der Entlassung und Freiheit,
vor den unveritraut gewordenen Bezirken des Privaten
und Ligenen, vor der Verantwortung, die jede Freiheit
bedeutet, vor den lang unterdriickten und beinahe zu
Feinden gewordenen Regungen, MYglichkeiten und Trdumen
des eigenen Herzens. Auf viele wirkte die neue
Atmosphlre wie ein Rauschgift. Viele hatten im
Augenblick der Befreiung zu nichts anderem Lust, als
alles in Trtmmer 2zu hauen, wofllr sie diese Jahre
gekdmpft und geblutet hatten. Jeder hatte das Gefthl,
etwas verloren und vers#umt zu haben, ein Stilck Leben,

ein otlck vom Ich, ein StHck Entwicklung, Anpassung und
Lebenskunst .23

The similarities between Baal and Klingsors letzter Sommer would

suggest that Hesse's remarks are relevant to the understanding of

Baal. Although Brecht was a civilian for most of the war, it seems

quite probable that he was prompted to write his first play by this
same feeling of wanting to make up for lost time which was evidently
widespread amongst young men towards the end of the war. Yet,
although the immediate historical context was doubtless important,

it is also necesgssary to see Baal 1in a wider perspective.

Before the war broke on the world, the animal, vliolent aspects

of human nature had already found expression in the dramas of

24

Wedekind, whose influence on the author of Baal 1s unmistakable.

Brecht, like Wedekind in his Erdgeist, overemphasizes the untamable
beast in man for polemical reasons, in order to protest agalnst the
oppogite and equally extreme tendency of advanced civilisation to

smother the asocial, existential needs of the individual. That

Brecht should have incorporated elements of Nietzsche's and
Wedekind's critiques of civilisation in Baal, indicates that he
was aware of standing in a tradition which extended back 1nto the
nineteenth century, a tradition of opposition to the over-rational-

ization of life in modern society. Clearly, he already viewed the

problems of the individual in relation to the social context and
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the pressures exerted by this context. Bazl ostensibly has =z

private theme, the existential problem of transience, but the
polemical treatment of this theme gives the work public relevance:
1t is ultimately the soclially aware moralist in Brecht who both
condemns Baal's worst excesses and holds up his vitality and
freedom as values which are threatened in a society so concerned
with "rationality" that it can regard men as so much "Menschen—

25

material',

In 1926 Brecht produced a revised version of the play with the
title Lebenslauf des Mannes Baal. The overall aim of this adapta-

tion was to give much greater emphasis to the socio-historical

significance of Baal's behaviour. To this end, Baal's companion
Ekart is now given the function of commenting on the historical

situation:

Ekart Es ist mir in diesen Jahren immer klarer geworden,
dass eine grosse Zeit im Heraufziehen ist. Die
Landschaft verklmmert. Ich habe Phoitographien
cesehen von Bauten auf der Insel Manhattan, die
eine grosse Kraft der Rasse anzeigen. Dile
lMlenschheit, welche einen H8hepunkt wvon
Unempfindlichkeit erreicht hat, schickt sich an,
ihre Gl#cksepoche aufzurichten. BEs kommt alles
darauf an, in den betreffenden Jahren, welche 1in
ihrer Zahl beschrinkt sein werden, zur Stelle zu
sein. In den letzten Wochen nun bemerke 1ch an

mir eine zunenmende Uhruhet26

It is suggested in this version of the play that Baal's race against
+time is as hectic as it is because it 1s alaso a race to consume his

share of nature before it is devoured by the rapidly advancing

civilisation of the great cities:

Baal Der Wind wird wieder stirker. Bbr ist das
einzige, was man in diesem Land umsonst bekommen

kann, aber er beridhrt nur noch meine Haut.
Fiir mein Ohr kann er nicht mehr stark genug

sein, Deine Fuge ist auch nichts geworden.
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hkart DMeine Fuge baute sich auf Ger#uschen auf, die

nicht schlechter sind als die gewdhnlichen.

Was ihre Mathematik betrifft, so ist sie
mgthematisoher als der Wind. Die Landschaft
W?rd'auch immer mathematischer. Das ist der
elnz%ge Ausblick fHr das menschliche CGeschlecht.

Pas 1st Jjetzt schon ein Blechschuppen, morgen

18% dort eine Eisenkonstruktion. Die grossen
Stddte strecken ihre Gelenke (sie sind austauschbar)

Uber die alte Landschaft. Zwischen diesen langen
GehHusen wird der Wing messbhar sein.

Baal Wir sind die letzten, die die ebene Fliche noch
sehen. In 49 Jahren kannst du das Wort Jald
ausstreichen. Holz wird man nicht mehr brauchen.
Der Mensch wird dann Hbrigens auch verschwinden.
Aber, um im Bereich unserer Lebenszeit zu bleiben:

Zu der Zeit, wo deine grossen St#dte heraufgekommen
sind, wirst du das Delirium haben. Statt der hohen
Konstruktionen wirst du Ratten wahrnehmen.

bkart Das wird zu der Zeit sein, wo du schon ganze

FTaifune brauchen wirst, um ein leichtes GerHusch
wahrzunehmen.

Baal Mensch, ich will noch ohne Haut leben. Ja du bist
 ein bYser Mensch. Wir sind es beide. Leider.2f

The opposition to contemporary society which was implicit 1n the

original conception of Baal is here made explicit.

The new version of the play also contains formal innovations

which help to state its message more plainly. A "Vorspruch" read

by an "Ansager'" in a dinner-jacket relates Baal to his historical

slituations

In dieser dramatischen Biographie von Bertolt Brecht
sehen Sie das Leben des Mannes Baal, wie es sich
abgespielt hat im Anfang dieses Jahrhunderts. »ie
sehen die Abnormitdt Baal, wie sie sich zurechtfindet
in der Welt des zwanzligsien Jahrhunderts.28

Many of the '"Bilder" are introduced by captions:

In den Jahren 1907-1910 finden wir Baal und Bkart autf
Streifzligen in Stlddeutschland.

Baal erliegt in Jahre 1911 seiner natirlichen
Bestimmung zum Mdrder.

. 29
Baal stirbt elend unter Holzfdllern im Jahre 1912,
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Brecht's desire to present his hero's fate with historical object-

1vity also affects the language of the play. The earlier lyricism

1s now largely replaced by a laconic tone of voice:

Baal  Wohin gehst du?

bkart Ich schitze, nach SHdfrankreich. Da ist anschei-
nend unter anderem ein anderer Typ von Stddten.
br unterscheidet sich schon im CGrundriss wesentlich

dgroh die Ordnung, die durch ein genfizendes Mass von
Licht garantiert wird. Kommst du mit?

Baal Ist Geld da?

bkart Teilweise.

Baal Zum Fahren?

Ekart Zum Gehen.

Baal Wann gehst du?

=
ﬁ .
0
3
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Heutes 11430 verlasse ich dieses Café.

Baal Wiego?

ikart Ich habe eine Photographie von Marseille,
Drei trostlose Ellipsen. Kommst du mit?

Baal Bs 1ist m8glich. Ich weiss es noch nioht.3o

Ekart's "Verfilhrung" was expressed quite differently in the earlier

versions

Ekart (hat sich erhoben, kommt langsam hinter dem

' Schanktisch hervor zu Baal. &Er ist hager und
ein midcatiger Bursche) Baal! Lass das! Geh
mit mir, Bruder! Zu den Strassen mit hariem
Staub: abends wird die Luft violett. 4Zu den
Schnapsschenken voll von Besoffenen: 1in die
schwarzen Fliisse fallen Weiber, die du geftlllt
hast (es.) Komm mit mir, Bruder! Tanz und lMHusik
und Trinken! Regen bis auf die Hauti! Sonne bis
guf die Haut! Finsternis und Licht! Weiber und
Hunde! DPist du schon so verkommen? (B 23-24)

Notes made by'Brecht between 1920, when he completed the first
published version of Baal, and 1926, when he made the Lebenslauf-
adaptation, indicate that objectivity and historical relevance were
values which he considered important well before he gave added stress

to them in his adaptation. While working on a new play, Im Dickicht,
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1n 1921, he made the following observation:

kines ist im Dickicht: die Stadt. Die 1nre Wildheit
zurldckhat, ihre Dunkelheit und ihre liysterien, 'Iie
Baal der Gesang der Landschafi ist, der Schwanengesang.Bl

T o o . " -
his mention of the Swansong of the landscape", an idea which, as

has been seen, was made qulte explicit in the 1926 adantation,

lndicates that Brecht saw his work as having a socio-historical
dimensi ;L ‘ » ‘ '
nsion at least five years previously. However, it cannot be

sald that Brecht achieved in Baal the obJective, distanced presen-

tation of his material which he had come to demand of himself by

19222

Einen grossen fehler sonstiger Kunst hoffe ich im Baal
und. Dickicht vermieden zu haben: ihre Bemfthung mitzureissen.
Instinktiv lasse ich hier Abst#nde und sorge, dass meine

Effekte (poetischer und philosophischer Art) auf die Btlhne
begrenzt bleiben. (GW15, 62)

it could be argued that the larger—than-life presentation of the hero
1s ironic, an attempt to provoke emotional distance through the
exaggeration of his enormity. Yet, as has been seen, the stylistic
qualities of the text are generally such as to foster emotional
involvement with the hero and his world rather than the cooler
aesthetic response aimed at in the above remark. The development of

a stylistic technique which will elicit such an effect begins, as

the next chapter will show, in Brecht's second play, ITrommeln in

der Nacht.

In the following chapters it will be argued that the basic

conflicts revealed in Baal remain virtually unchanged, although

subjected to considerable variation of expression, in all Brecht's

dramas up to and including the opera Aufstieg und Fall der Stadt

.EEEQQQEEEF(1929)w It will further be argued that the transition



to Marxist activism in his writing after this point, although

involving the suppression of a whole range of unresolvable conflicts

which had hitherto preoccupied him, does not represent a complete
"volte face" in his development. The decision to become =z political-
ly comnitted dramatist, taken as it was in 1929, at a time when the

outlook for the working classes in particular looked blacker than it
had for a long time, ought not to be dismissed merely as a quasi

religious "conversion" prompted above all by the playwright's need
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t0o establish order out of his own subjective chaos.,. This may be
involved, but it is not the whole of the matter. The new phase in
his writing emerges, rather, naturally enough from a strengthening

of the moral element which had been present in his work from the
beginning. Nor is there such a wide gulf between his early anarchic
individualism and his turn to collectivism as is sometimes suggested.
Just as his early radical individualism contalned an element of

social protest against the impoverishment of life 1n modern soclety,

so his later commitment to collectivism 1s probably best seen as an

expedient to remove at least the unnecessary causes of suffering which

the individual is forced to tolerate in addition to his existential

burdene.
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All references in this form are to the version of Baal
published in 1922 by Kiepenheuer in Potsdam.

As B. Goldstein remarks, Baal is particularly impressed by
the "abiding nature" of the sky, "Bertolt Brecht's Baal: &
A Crisis in Poetic Lxistence", in PFestschrift fHr Bernhardd

Blume (Gﬂ'ttingen, 1967), pe 338. There 18y of course, irony

1n meking the emptiness of space a symbol of eternitye.

Baal's aggressive, combative tendencies are stressed to the
exclusion of his capacity for acquiescence by L. ohaw, "The
Morality of Combat: Brecht's Search for a. oparring Partner',
in Brecht Heute 1 (1971), pp. 30-97. C. Lyons goes to the
opposite extreme of making Baal's passivity his fundamental
characteristic, "Bertolt Brecht's Baal: The Structure of
Images", Modern Drama VIII (1965),jgp.318-

In the first version of Baal no such dramatic motivation was
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