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IRTROLUGTION

The alm of this thesls ia to examine several aspects
of the somedy in Dusrrenpmett's worke, The examination will
geyer Four chapters:

The firet chapter, by way of introdustion, will be
ar attempt Lo make a ghronologleal survey of the development
of Dusprensatt a8 2 dramatier. This chepter will also try
t0 degeribe she appearence of gertain forms of comedy which
begows charasteristis of bis own brand of bBumocuy.

The sacond chapter will have as ite alm;, the in~
vestigation of Dusprrenmatt's theory of comedy. This chapter
will be based maianly on his own theories about gomsdy and
sragedy & expresead in Theaterproblems and in the plays
themselves, Avtantion will be glven to the status of comedy
and tragedy inm the twestisth century, with particular vrefer.
pnge Lo the purpose and form of comedy nowadays.

In the thierd chapter, the writsr will endeavour to
agcertain and disgues the form and styles which Duerrenmatt's
somady vtakes; particular attention will be paid to the
mathods which Duerrenmatt employs to evoke comedy; practicsl
examples from his works will be given. CGomie features which
gesr o be charscteristiy of the modern theatrs, such a§ the
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grotesque snd the abesurd, will be examined in greater detail.

In the fisal chapter, the influence of past snd
predsent dramatists and weiters in general wpean Duerrenmatt's
work will be discussed. The authors concerned will be taken
ohronglogieally, begluning &t the Oreek thestre and snding
with the present day.

Puring the esourse of this thesis, csrtain drametic
forme will be mentionsd and eertain tersa, such as comedy,
tragedy, eto., will bs used to deseribe them. However,
these terms ofben have, for gertain sodern drasatiste, and
for Duerrensatt in pacbicvlar, s different wmeaning in the
theatre of today from vhelr original mesoings; or rather,
one wight say, the barrisrs between the forms have bsen
broken down to such an extent thet the traditional impli-
gatione of dramatic forxs are no longsr wholly walid. |
Pefinitions will now be given for the tradivicnsl meaning
of these terss in Gsrman-speaking countries and throughout
the world in order to facilitete 2 compavison with the
modern usage of the tersa,

The first term to be discussed is comedy:r The
Engyclopadia Britanaules says that the general term of qomedy
is applind to a type of drama, the chief object of which,
according to modern notions, 1s to anuse., It is dissinguishe
ad from tragedy by its happy ending. This was considered for
& long time to be the essential differvence botwesn comedy
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snd tragedy. domedy 1s alse characteriased by quaint sit-
uations, & lightness of dislegue and of charagter drawing,
Pure comedy differs from the burlesque vy farce through
the subtlety of the plov and of the dialogus in the former,
The Bneyolopedia Britannioa alse explsing under the heading
gomedy that the line ef demarcation between comedy and farce
is rather difficult to draw and atates %%a% there is a dig~
tinet tendenay to cowbine Lhese two forms.

~ The definition of comedy in Oerman llvtersturs was
developed by Oerman dramatists and theoreticlans from the
Greak concept. Already in vhe seventwenth century Opits
defined the eharsotsr of pomedy in the following words:
« » « Die Comedie bestshet in schleghtan
wosen vnnd personen) redet von hovhzelian,
astgeaboten, aplelen, betrug vnd schalekhelt
sy kneghie, rohurastigen landtasknechten
buhlersachen, leichtfertigheit dur ﬁgﬁ&é,
peltue dosg &l%ﬁrag Sapplevey wad soloher
suchen, die taeglish viater gemelinen leuten
?@r&ﬁﬁ§£aaa 2
¥rom this quotatlion ons can detent the tendency in
Pormer timen, which still exists to & ¢ertaln extont aowe
adays, to regard comedy as an inferior dramatis feram.
flotseched, howsver, saw that comady could have &
didaotie puvrposs: He sxplalins that conedy need not provide
Benton, Vol. &,

2
_  Martln Opise, Heutaghe Urssaturgle vow Barock bis sur
Rlageik, od. Benno von Wisss, luebingen: Hax Hlemeyer
. 1956, p. 1.
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solaly &aﬁsﬁ&aiaaanﬁg_far, by the depietion of man'’s weake
nesses and faults, the psople in the audisnos may learn
abeut themselves and lmprove their own moral cheracter:
“Dis Comoedls ist nlcht anders, als eins Naghahmung einer
lasterhaften Handlung, dle duveh ihr laﬁah@wziekgg Wegen
den Zuschauer belustigen, aber auch wugleich srbauen kaaaﬁ%

Gotteched defines one diffsrence between tragedy
and gomedy: He states that Lragedy almoet $Zﬁ§y§ deplots
gﬁﬁgia'ﬁfva a&aiall? supsrioy class, whereas the charagters
of aomsdy are the bourgeocls, servants snd people of the
lowar clusass, lewsing resffirms the statements of Gott-
sghed, that ls, that cowmedy should be didactio, but stresges
that itw true use lies in laughter iteslf: “lhy [ Die
Komosdie J wabrer allpemeinsr Hutzen liegt in dem Lachen
selbat . * ’

The cheregteristios of tragedy, as laid down by
German drapatiets, ave based on the theoretical works of
Ariatetle. Havsdoerffey, Gottsched and leseing in eertain
periods, are agreed upon the fact that tragedy should be
like an lwpartial judge, whe punishes evil and rewards the
good, The hero should be a garasaa of virtue and he must

¥

,smm Qﬁf&%@sﬁ% Mﬁsﬁsﬂﬁ, Dgutache iramsturgis vem
.- g : M o % o : ,"' 1 -~*’ - :- :a‘ &m@ ?@n *“? % ﬁs‘ﬁg :
f»xmaytﬁ ?ttqaﬁ, 1986, p. 6.

&@%&Miﬂ Epbrals lesaing, Dautsche Dramaturgie yo!
pek _big sur Kls mﬁ%pé 2d. Banng
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prove himeel! magnenimous in every situutlion and be sble to
tolerats all pain with eourage.

Govtached deflined the purpoue of tragedy and stressed
that 3 tregedy should awaken pity, fear and adsivation., The
dramstiat should shoose & particular moval lesson, whigh he
then should weave into a well-kaswa amyth. ODottvachsd also
would goastrust the play accerding %o Arlstotle, namsly,
with five acts, throughout which the walties of place, time
and action are preserved,

Lesaing 1e perluaps the weet declisive influence wpon
the defining of vhe atructure and purpose of tragedy in
Sersan llteraturs,. He wag nob alradd Lo rvejest statements
mads by his predecessors, and does vajest for exemple, the
maxie that tragedy should leprove ssd reform. Howsver, the
difficulty s discussing his theatriesl viewn lies in the
fact that he changed his splaiona so sevkedly during the
years. in sarly Leseing definitlon of tragedy la: "Die
Trageedie soll Leidmschalten arrag&a*? later, howdver,
he dafiﬁ#&éﬁﬁagaﬁy evon mors atristly as a poom that axe
cives pivy. He skillfully srguss that what Aristotle unders
stood by fear is alveady imgliaé by yiﬁy, so the iandlusion of

2

ﬁ%%tkﬁlﬁ &pbr&in lessing, ?1??,f;3hf;5;g§4;;ﬁ;_:;a
Barpck big zuv Klaasilk, ed. Benne ven Wiese, lusblngen:
.tﬁmyﬁ* Varle g’; %55; pe 11
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fear into the definition i{s redundant. He slso disslainms
that tragedy need be didactic: "Die Bestimpmung der Tragoedie
ist disee: sie mell unsers Pashigkeit, Mitleid su fushlen,
&rnaiﬁsra*?

It must be remembered alao that lessing stresses

that both tragedy and comedy are ssseatlally for purposes
of sntertaiament. However, didaetlie purposs should also be
agparsnt and the two are very elosely related, so much s
that the one is inconveivable without the cther:

Seydey Nutmen, des Traverspisle sowohl als des

Lustaplels, 1st von dem Vergnusgen unssytrennlich;

denn die ganse Haelfte des Kitleids und des Lachens

igt Vergnuegen, und o9 lat grosmer Vortheil fuer

den dramatischen Diohter, dass er weder nuetslich,

nogh angenshm, eines chne das andere seyn kann, 8

in the sourse of this thesis, the terms martyr-

sragedy will be used. Martyr-~tragedy differs fros the
ovdinary tragedy in the following way: In a snormal tragedy,
the here sulfers as a result of the slrcumstancea or fate
which effest him persomally. In & martyr-tvagedy the hero
guffers because he reprasents a bellef or attitude which is
gontrary 0 the wishes or beliefs of those surrounding him.
The hers of a tragedy suffsrs personally, the martyr-tragedy
hero suffers as & representative and pevforss a saerifics in

e
Gotthold Ephrain lLessing, Dsutsche Drasmaturgie yvom
gk 5A1,4“;ugﬁg;a;;§ ed. Henno von wisge, Lluebir

%t P 130




dolng ao.

Ansther form of drame 40 be investigated in ite
%raﬂitiﬁngi senss is tragi-comedy. Tragi~comedy as & term
was defined by Plautue. He saw the difficulty of clasei-
fying a play as & comedy when the content wis humourous
bur the characters aristodrate, or vhen gods were represented
in the play. Asgcording te the rules of the Gresks, the play
asould not be tersed a comedy, because the chavacters wers
nos fyvom the lower olassss, and the action wae not serious
enough to goneidey 1t & tragedy, Faced with thease diffi-
culties, Flewtus solned a new vers, "Tragi-comedy”, which
conbines these slements.

Lﬁﬁﬂiﬁg’ﬁﬁfiﬁﬁé tragl~ocomedy in the following way!
*pDis Vorstellung siner wichtipgen Bandlung unter vorneheen
Personen, dle elnen vergnusgbes Ausgang h@%ﬁé

Frow the following chapters it w»ill be seen Lo whad
sxtent Dusrrensatt's conuseption of thess terms differs from
the definitions sat out here and to what extent his ldese
and repreosentations of thess forms in hias drames are in
tune with the traditicnal meanings.




LCHAPTER I

Thin ehapter i an examination of the svolution and
praciios of zomedy in Desrvenwmatt's major worka, and an
ALLERPY Lo tirsce bhe progression fn Wis plays In respect of
the predosinunes of tvegie or semle foram.

in dealing with this REpSCY, it must be pointsd out
thaet any astenpt bo define any play as purs eomedy oy pure
sragedy 1s uob possible in the eawe of thie austher, since
Duerrsmuatt lutvoduces gowmis slosents into his most tragle
phays, and sny somedy is slao marked by pathes and twagle
sharagberistios. There is, howewer, 2 general direetion
towards Sragedy 4in bis early plays, and sway from tragedy
to oemedy in hie siddle perled, from hers to Sragi-oomedy,
and fually to oomedy. Tn faet, he gives subtlitles to hie
piays in order Lo )et the yvesder know which fore he has
ghosen. The writer intsnds $o examine ths plays from the
point of visw af subjest matter, idess, vegurvisg thenes
and drasatic techalgue, Avtention will be paid to the
predomivanss of partisular forms of comedy in the light of
the developeent of the use of comedy. These forma will be
examined in detalil in chapier iXl.

Duerrenmatt's werly plays (Eopoadie, Eo steht pes
hen), though not wishout literary and dramatviez serit,

8
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ave, in the opinion of the writer, obvicusly the aitempis
of & begplaner, saperiwentiang with the forme aﬁ&n to him
wnd trylag %o find the form in which he oan express hime
self best,

The first play which Dusrrenmatt wrote resained une
published. ‘The play hed so many titles that no one gould
remenber the proper one a0 it was raferred to a5 "Komvedie®,
which sesms rather inept considering content and style. It
wakes the form of & horror piay, and all the gruesons &éﬁﬁ$
of 1ife ave depicted; the Intention is to show man in his
depravity. Henws Baonsiger describes the play in these
wordss "Ungebeuriiche aaﬁlzﬁggﬁaaiaaiﬁa pit Ruren, Besoff-
snen, Technikern, Verstuspoelten.®

Yhe sesnes follow ons another without regard to
surugture and thers iz no divislen into acts. A powerful
maching 18 favented with saoraous destructive sapaclsy, the
hero ddam is put in charge of the sonsbtruetion of the mach-
ine but anothey man takes over and sxplodes cthe bosk whioch
destroys sverything. 7The dranu could be seen &% an sKpres-
glion of nikilistic philoscphy, & portrayal of the downward
path of man, who will wltimately aﬁé inevitably destroy him-
self. There seems te be no hope for mam, at least on this
sarth, and there is ne mention of a world bveyond. Thia
play would seem to have tyagio componants, Can it still

. _ ,

Hans Baensiger
Muenchsni: Francke gﬁgi&¥ 1880

uerrenmatt, Bern und

.




. 10
warvant ite title? It has in & way a charvacteristic of
comedy, ansioipating one of the forms which Dusrrenmats
laver sasters and which may be regarded so humourous,
nawely, the grotesque, The desgeription of the animal-like
state of man here is taken to excese, that is, it is no
longer reallstle; it could be vegarded as comic. But here
it would sesm that Duesrrensstt has not yet developed it and
it a%il)) remains 2 horrifying ploturs. He shows a predil-
sobion for ridiculous nawes for the figures of the drams to
eshanes the gosedy; here, for instance, one charagter is
given the name of "Habelpfiff™, he 1z & ocex manlac.

The play which Duerrvenmatt first susveeded in having
gﬁblighgé and which 18 ofven referred to as his firet play
for that reasovn, ie entitled Ep asteht geschrieben. The
a%&h@r‘giiﬁﬁ 1t the full title of Eiwjffiﬂ,§§??3ﬁ;i??ﬁn; ain

and & cowedy which leaves the posaibilivies er interpratation
of this play as tragedy or comedy to the auwdience op reader,
The theme itsel! is & ssrious one, namely, the pracecupstion
with belisf, and the interplay of the rich and the poor man
in & elty vhreatensd by enemiea., Historlical and Biblieal
themea sesn 0 have interested Dusrrsnmatt t0 a great exieny,
espeolally in his serly plays. Another theme which runs
through nearly all of his werks is the question of justice -
God's and man's, The drasa is serious ia subjest matter and
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thought, The msin characters vould be salled tragle figures.
Berahard Kniprerdelinok, an affluent citisen of Huenster,
glves up his riches beouunse 4t is sesler for & camel to go
through the eye of & needds thar for a rieh man to enter the
kingdom of Ood, He leswes his home, his wife snd children
to practize his bellef, Zvaatuslly he ie killed by the
snemiss of the Anabaptista. He endures bthe death of a
mariyr orueified at vhe whesl.

The figuve of Boockelsen, the man whe is appointed
king of the Ansbaptists is also & tregie one. His tragedy
liss in his inabllisy te believe, and the poverty inflicted
upon kinm sakes iz nesd a suterial sne, rather than a spivit-
val one. In the realisation of his lack of vellel he ubtters
this ery of despairt "in den lasrysn Himmel, an diesen %all,
an Beine ungd Arme, Geozicht und Hasnde and an die Hrde, unter
allus &iﬁgﬁlﬁ@ﬁ?ﬁ wie ein Frauesnlsibl ZEs glbv alchts
aaﬁ&gﬁg*ﬁ

Yo suffers the sauwe fate ap Knlppsrdelinek without
the sonseling hope of eternsl redespltion.

The languags of the play a2leo sesms o point towards
the definition of the work as & wragedy. The spesches ave
written in a style reminfigoent of the rhetoric of the trag-
adier of previous senturien. For sxample, Knipperdolinek's
speoch on his étginiau to relinguish his sarthly riches:

g i .
Friedrigh Susrrenmatt, Ea steht gewshrie

ben, Zuerich:
Arche Verlag, 1959, p. 62.
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SHusee, Busee, Dusse. ¥ehe, wehe, wehe., Tubt Busse und

bekehret oauch, dundt ihr nichy dis Baghs des himsllschen
Yaters usbapy oush relsey.” ,

Rowever, thore are elements in this play which prove
8 good argawent for 1ts classification as » gomedy. The
play introduges & conio devige which Dusereamatt uses mont
frequently in the plays to follow, nasely, parody. The
parody of the Wwiiafl of the Anabaptists, and a parody of the
fundamentalist bailef in the Wepd of God. In this raapact
eyan the title con be taken and {nterpreted in a paredistic
guuee. Deda ﬁ.ka@ﬁa& dess oot consider Na atehs xeschrishen

te 5o & problew play, but rabther & pavady of a gamblm ;;:Layi
but this writer consldare the subjset ¢f the play %e be
serinug 258 one gould somelude Crom this play that, st this
stage in hiz 1ifs, problems of fsith wers well-known %o
Dugrrenmatt. He must have sxperienced, for at least s
gortain portion of his Jife, conflicts between his own sceph-
fvien and his mlﬂgﬁw& upbringisg. For he refers to hism.

Be stebr pegehvisten through Matthison in the follow-
ing wayr ¥, . . Helten wivr & fuer unszers Pflicht, davauf
kinsvweisen, dass der Scheaiber . . . nishts anderes ist als

o

¥riedrich erﬁmﬁi‘q Ks steht geschriaben
Arche Verlag, 1939, ». 3

&

&d& antma
yon ¥Wiese he i
Verlag, 1 §
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ain im weitssten Sinne sotwursslter ?mwa;tsaﬁ, bohuftet
oit der Beule des Iweifels, misstyrauisch gegen den Ulauben,
walil er ihn verloven . . o In &h%s respact the writer
is in agresmant with another eritic, who suggests that 1%
i just in the parody of belief that one finds belisf and,
in the form of supsrstision, a form of belief, On the
other hand, the parody begomes gomis when placed in the
mouths of minor charvacters of vhe play, and they contribute
muek %o the humour ia the play in general. One of the best
sxemples is the figure of the Landgrafl of Hessen, who
deploves the Ansbaptisss for thelr polygasy, while he bas
two wivea himsell, and ssems blatantly usawars of his own
hypoorisy. The Landgral's wives are in themsslves comie
- Pigerss. Kargeveis constantly repeaty the words of
Christina with only & vardation in syntax, not ln mesuning,

fhe suens whick, according to Zlisabeth Brogk-Sulser,
ga:&mﬁ the et ﬁiﬁ?ﬁ:‘%ﬂl from the first sudiences whe saw
Eu bt geaohr: + Waz the one in which mtpmr&@mmk

jg :
k&séﬂa& Emmnm%%, Ep
srohe ?M‘Iag, iﬁﬁg’; P Ly o

&
faae Beensi
Husachen: Fransks z'

7
) m:sb&ﬁh Bmkwﬁnls
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the olty in the moonlight, perbaps the most grotesque soene
in the play. ,

(ne of the devices whieh has been rentioned as ussd
in the Tirst play Kowoedis van be found hers again, and dess
not sntirely disappear all through Dusrrenmatt's plays, is
the use of bisarre snd therefore humowrous names for the

characters in his plays, such ss vthe monk whe is valled
Faxisilian Blelbegana.

The characters' apeeches are often full of yeferences
to the past and the future used for a dual purpose, namsly,
alienstion and comedy. Bockelson, for instance, doss not
only state the date of his birth but also the Qfﬁa of hiag
death, ancther character refers to the author personally.

dnother polnt sust be mentiomsd to put the case for
the gomedy: Duerrenmatt often introduces death by the hand
of the sxecutioner, generally ia his later play supposed to
portray sn arbitrary, ssoabre sad untragical death, as
opposed to the predestined sathurtic dsath of traditienal
tragedy.

This play hes perbaps produced the most sontrovers-
f1al opintons 1n yvelation vo its classification as tragedy
or aomedy, Just becauss of the apparently almsst equal
nusbar of characteristice (if one approaches 4t in a mersly
avasistigal way) of both forms to be foumd in it. Bede
i 3 - - . ,

 Friedrich Duerrenmett, Es steht pegchriuvbe
Arche Verlag, 19%9, p. bb.
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ilhmng thinks that the smphasia j@lﬁ@zg on parody exeludes
it from belug oalled tragedy. ﬁum&g&r sppraciates the
seriocusness of thems and Yaldeon coneludes that the play
points towards tragedy or at least %ggﬁ Buerrenmatt haue no
intention %o am%%mgmy. Truempler cousiders it s tragl-
gomsdy, and Outhke, & farce with elepents of paredy. In the
writer's opinion, the play approsches tragi-comedy, a form
which Dusrrenmatt achievas in later yervs, bub &e yek the
balanes of tragle and comic elemente hag aot yat buen aghiev-
od, wo that it does not yet Jjuatify this eclassification,
Duarreamaty obviously sensed this problem and this explains
his reluctance o olaseify It as & tragedy or a gonedy, and
settled for "Drams® by way of a compromise. Ferhaps for

4

Pada Allesann, Duerrenmaty: ¥p gteht geschrieben, in
Bonet Tooa s fl’:" B SGULBONE Uprahg. LU 10 ;1 August
Bagel 195¢, 1X, 433 AL.AES

m .
Hann Baensiger, Frisch ung
Busnchen: Francke Ve ria

in 1&1&& Hatan
» 1964, ILI, 339,

1 _
o t ﬁ,gﬁ; Arigdrich bugrrensatt

12
BeS. ‘rruwylar *Zuy Literatur der deutschen Schuweisx
van ham, Mons te, ILVI

i1, 1955,

dis, Oosttingent E, 1901,

i3 .
" a’sﬂs. Outhke, Geaghiy
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lack of a stronger definiticn, the term a tragedy with somic
slsments would serve to desordbe 1¢,

The probless of classification do net oceeur in the
seaond play to be published, Doy Blinde. Again Busrrenmsatt
did net ulassify iv but galled it Ein Drams, but 16 may be
ragavded &8 his mont sonsistent and only tragedy, and marke
%’!@ firsy and highest climax in tﬁa prograssion towards
tragedy. The play was in faet withheld from publieation
for more than ven years, and in the asantime the suthor was
in the provess of degiding whether to use the word tragedy
with reference %6 his play. Finally, he decided for “Drama®,
possibly besause he senwed an inslination in his dramstic
thinking and %&ﬁhﬁi@ﬁﬂ towards comedy. |

This play has very close conneebions with she first.

The place and histordoal background sre the sams and the

wain fesus at stake im the sams, mamely, the problesm of belled
and the gm@m@iﬁgi@m betwean realisy and illusion, belief
and practica.

* Only the approash is mush more sericus because of the
lack of comlc slements and beosuse of the flgure of the Duke
sround whom the play revelves. The play was eritieised at
first for failing to bes what 1t set out to portray, nassly,

& purs drame. The orities suggested that it was undramatio
bavause ﬁim mxiaﬁ was not sufficlently expressed.
Duarrenmatt is writing # sartyr drams, but sthough he has
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guffering herpes, there is no oppoaition to the villain

Hegra da Ponte,. He L8 given fres reln by all shose around
him ¢o commiv streoities with lspunivy.

The tregedy lies entively is the figure of the blind
- Duke, who stdll retaing bis faith in & supersstural ideal
wordd, in face of the destrustlion of his outwerd happiness
sad ssourisy in & way that peealls Bchlllerts fdea of the
tyragle horo iﬁ_m~4;;i;;_¥;5ﬁf@g§&
by vhe bibliesl pethos of the langusge, which Duerrenmatt
bas mastered te & fay grester extant thae in his Lirst play.

Bome of the Ligures arownd the Duke are alwo tragle.

The tragedy 13 enhanced

His non experlenges gnpplete disilluslonment with 1ife; this
leads him te sxolalm that truth 18 ae grotesque aad orual as
iife aﬁé be therefors prevents his father from issrsing the
truth whieh he ¢an himsell not segepi.

There are some Jarciasl olementa in the play, bt
in most csses evenm the faree 13 not humouvcus and turng o
tragedy., Da Ponte pretends that the Duks's daughter is
desd, until vhey find the deughter ham really killed horself.

Apurt from this, the play saturally abounds in irvony
but this can hardly be oalled oowmie an 4t goes at the eapenue
of such 4 pathetic figurs, that is, the blind Duke.

The duke at the end of the play shows his traghe
greatnens. Xn spite of the injustice he haa aaf@aréﬁ, he

— , SS— -

. Benne von wieee, Deuvsche Drapajurgie vom Barosk bis
lageik, Tuebingen: kax W
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neverthelese yetains hls faith and do prepared to atoept
21l slafortune as part of his fate. Hven Hegrs da Ponte
undorgons & catharsis and finally receives a blessing from
the Dukte, and this vsatharsis is only possibles beosuse of the
greatness of charegter and aplrit whieh the Duke has shown,
throughout the pley and sapeeially at the ead.

The wmoat marked change in the progressien of Duerren-

matt's writing coours between the twe plays Jer Blinde

Bonulue Dey Gropse 2% 45 18ke & caemura marking the trans-
itien mg &ﬂgsdy and comedy. There is no glear iadication
why Dupvrrensatt ghanges ao radically fros tragedy 4o comedy,
but thers sre certain possibilities which might eonsuitute
the ressons for this trensition. Firstly, there say be an
axternal reasont & drazatist cannot sreate in & vaouum,
he i» dependent upen the reaction of hie audience. The
fivet two playe slthough sow yegerded sp having liserary
worth, by reason of the amount of sesundery literature being
written on thes lately, were not regedved with the aeelain
which Duerrenmatt would have expected. Rather, they were
eriticized Yor what wers gonwidersd deficlencies in form sad
for their long, lyrical passages. Thua, Dusrrensatt may
have falt that they wers an experimsnt which, sines it was
not completely soceptabls te the audienoe, should be abandon-
od and ancther form should he tried,

inother reason buy be that Duerrensatt may already
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have worked out the basis prineiples of his dramatic theory,
which he publishad seversl wears later under the title
Thesterproblawe. In this boek, whieh will be disgussed in
' ﬁhag&ﬁ&r xz, he declares $hat 1% i lspossible to write &

trus tragedy in thie dey snd age, that tragedy flouriched
ix the past conturies but that the only possible ferm pompate
fhle with the sitvation of whe world %oday is comedy.

It may have besnt this idea in esbryoe form which
pmﬁy;ﬁaé this ghange. Altersetively, apsrt frow hip own
theory, the moders trend is away from the atylietness of
glaseical form towards pometking whieh will have mere effect
today. In the writer's opinlsn, the tregie plays, sush aws
thoss written in the past centuries, have little appesl for
the sajority of the publie today. They asgept thes, snd
shey may even bhe movsd by thex, but begsuss they have beooms

8o eonditionsd to tham, they no longer vreduse the reagtion
whizh a modern wrlter wants %o effect through his work.
Hor doss she audlencs of today respond to them in the sewe
way as the audiesnce for whom they were written. The drama.
tintn of &é&ss# seaveh for new forms of whock-effect An order
to shake the publie out of tha complagency of this century.
This ean be sesn in the thestre of Brecht, and the destrug-
tion of 1llueion which is so common teday.

Dusrrenmatt therefore #iémﬁ AWHY frm anything
approaching tragedy and turng towards comedy from this point
DB,
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JBomulug der Grosse is Duervenmatt's firut effort to
suter the world of gomady. It is the first time also that
be gives a definive subbtitle to his play and that he writsa
a "Hachwort” to help the reader to underatand the subtleties
of his werk. Duerrensatt gives this work the subtivle
pine ungeschiochtlishe Kemosdis. Iu his Lirst plays he

shownd already an interest in history but alrsady denisd ia
a very short iatroduction his intention of writing hilstory,
that is %o stlek closely te hiastorieal faot. Here he goes

aven further by calling the play "ungeschichtlioh.®

This play also marke the beginning of & new kind of
strusture; whereas the preceding plays ars virtually a
eolleation of disconnected zoenes, Duervenmatt from this
play on, divides his drasas into acts (with the sxeeption
of Prank ¥.)

Deaplite vhe fack that Dusrrenmatt has, 8¢ o speak,
turned his back on tragedy and his forser plays, there are
8t11) some charmoveristics in his play reminiscent of the
fivets. The tain connection is probably the idea of the
BRYYYr. Whereas in his first plays the fors took that of

rarcyr trvagediea, 8 great change can now be sxperienced and
the work becomes wartyr-geownedy.

The hero alone with himsel! faced with a world with
whigh he cannot communicates in the normal way, torn by &
eonfliot within himeelf, has now beceme the subjeet of comedy.
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Tet the poasibility of detecting & tragic note behind this
gharscter 1 there. Duerrenmatt sxzplains the tragle note
in this way in his "Naovhwort®: “Hemschlishkeitv ist vom
Behavepleler hiﬁgi? Jeder seiner Uestalten zu wrkennsn,
sonst lassen sie alch gar nlght syi&iﬁﬁf* In depioting man
in his plays, Duerrenmatt aims vo be realistic %0 the sxtent
that ha'waﬁﬁg hip characters o live, Man is composed of
tragic and comic slements end therefore the characters will
be, tos., It is the preponderancgs of either tragle or comie
elements in the figures of the plays whieh determines the
way 4a which the charasters are to bs interpreted and the
Judgement made in the theatre will depend on the interp-
retation of the role by the metor sud on the reagtion of
the audiencge.

The rhetorie which was to be found in hies first
dramas also punctuates the comedy from time to time, and
aeama ingongyuous when spoken by Romulus » sspecially in
the third act, begause we have bheen acoustomed to hear only
wittiolsms and deliberste buffoonsry from his mouth wp till
then. The iancongrulty of this spesch contributes to the
comedy and at the same time has a sericusness which is nov
realiged until the end of ﬁh& play, which will be discussed
later., An sxample of ths contrasting foyms of spesch can
be sean by compardng one of Romulus! speeches in the first
act to one in the last act:

Frisdrich Dusrrenmatt, K

I, Zuerich: Arghe
Verlag, 1961, p. 85.
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ACT 1

Pyramus: Carcellsa haben 8is vorgestern sit
Philipus Arsbe su den Spargela
gegessen, Falestast, .

Rowulue: Dann aoll er meinen Amtevorgaenger
Julius §s§§a nehmen, der hat auch
niohts getaugt. ﬂhﬁ in Zukunft
moschte feh die Zisr der Henne
Odoaker sul meinem Morgentische
finden, dins meine vells Bympathie
be xi‘éﬁ& - 3&%

AUT 133
Romulus: Hieht i¢h &&a.angﬁixiffaa, ich
grﬁ ifa ﬁaah aﬁ.
klsgt, 1oh klage such an,
Wﬁ et wueh 1 Wiset Lhr niohs
vor wem ihy steht? Ioh habe
wissuntlich das Vaterland su
fOrunde gerichtes, das ihr verteldigen
wolle, 17
Parody was ssen in the first two plays %o be one of
the deviges whareby Duerrenmatt schieved comic effect. Hie
magtery of parody i3 shown partioularly in the langusge.
The use of different levels of style i one of the chief
sources of ¢owedy in this play. Several sxamples can be
found to Allustrate this point. Mares, the Hinister of
sy, wses wilitary voesbulary for his spesches with Nasl
1dioms, Caesar Rupf, the industrialiet, uses & modern

German businesspan's sxpressions and Phylax the agtor talks

16
Priedrich Duerrenmatt, Eomosdien
Verlag, 1961, p. 15.

17
Mw; Pe &6,

I, Yuerich: Arche




£3
in clichée from the langusge of the theatrical world.
Thus sach oharaster is glven the langusge sulting his bagke
ground and ogoupatien; ench styls of spesch is unrelsted
to the othery elten deliberate anashronisus osn be found
in the speoches, Nanwples will he piven in anvthey gounege
tiocn in ths shird chapier.

Comedy can slsn be found in the namss whieh Dusrren~
matt choosss for his charseters as in his sarlier plays, but
there 1z a slighs 81f0srence,. The names are not only un-
usual but now se a Turther development from the eariier
pleys they aften censtitune pung ov pley with worda, 7he
twe chasberlains sre ¢alled ‘%ﬁ%ﬂg@ﬂéﬂﬁ“ and YPhosporides.®

Duerrensatt latroduces & new elsment iante the play
for oomic ofTect, nemsely, abaurdity. The figues of Romulus
at the beginning of the play sesms ridiculous for instance,
hag interest a8 an omperor ssemd t¢ lle alpoat sntirely in
his ehiokens, and he seemz to havs no sense of responsibilivy
for his empire or for his peopla.

‘ @wmﬁag effects are hardly present in thia play.
Binse 1% is a form which was present in the first two plays,
Eopoudia and Lg steht sesohrlebsn, but not so mueh in m |
Blinds, one might assume ﬁh&ﬁ Duerrenmatt had sxpsrimented
with 1t in the begluning of his theatricel csreesr and had
noglested it later, but in actusl fact 1t reappears in the
phg- ﬂhigﬁ ia comsidered by sany aritics to be the most




an Ropulug der Orogss be considered a gomplete
braak from the tragic tradition whioch Duerrenmatt has aeb
up with his first plays? It has & great comic appeal and
cevtain slements typlesl of & conmedy, but Duerrenmett haes
net zompletely lost his predilecuion for depleting pathetic
aven tragie figures. PFor the figurs of Romulus, however
comle and absurd as the beginning, 18 intentionally made to
grow in stature with svery act. The first version of the
play was 8 deliberats attempt Lo keep the play consistently
on the level of light comedy, but in the revised edition,
Duervenmatt rewrote the last two sots; he changed the play
particularily with vegard o the character of Romulus and to
the langusge. The rheteric of 'ghe third agt fits 1n well
with the chunps from the farcical comedy to a more serious
tone.,

Duerrenmatt rewrots the last two sots in the sesond
vergion of the play in order to give the figuve of Romulus
greaater dignity and heroissm, and in doing #o he ¢changed the
charaster of Romulus from & stupld old pan to 2 role as
tragic 1f not more so thun the figure of the Duke in Jep
Blinde. The tragle elimax in the play, when Romulug is
aost pathetla, comes at the end of the play when he is not
allowsd to die the death of & martyr but is frustrated in
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kin last awbition. He bugowes tragle besause he is not
allowed to preserve the dignity of an old but brave ruler
and instsad of & gloriouws and {llustrious death he is
"pensioned off.® Tetv Duerrenmatt by introducing the idea
of Homulus' pension may Yo trying by very virtue of the
snashroniem of o ygﬁﬁiﬁﬁ,vﬁ produst of the modern age, in
Hosan vimes, 0 regapture the lighter humowurous mood of the
first acte. Duerrenmatt himself commenta on this parviculay
part of the play, and obvicusly sees &&@ danger of his
gomedy, whish he refers to as “elne sghwers Kowosdie®,
overstepping the bhorderline between somsdy and tragedy:
ﬁaﬁhﬁ@?&§§§§§:§&?a§$§gggggﬁéi§§§r§§§;§;kggigziiésggikviﬁhﬁﬁra,
dessen Traglk gevau in der Xomoedie seines Endes, in der
Penglonierung 1ilegt, der dson aber<und nur dles macht ihn
gross-dis Blasicht und die Welshelt hat, such sie gu
akwaptieran.

bespite the sericus eids of Rosvuius, ke alrveady shows
the tendsney vo progress towards gomedy in the plays, for
if one sompares hie to the hercss of ﬁhg first two plays,
Lnipperdolinek and the Juke, one reslises that what is a0
appoaling about the Bepsror 1s that he dees not take hime-
self ae serioualy as the others take theomaelves.

If the veader did not know the chronclogical develop-
penty of Duerrenmett's plays, he would bs inslined at firast
glanew to gonslder the play Die Ehe des Jovrn Mizaissippt

- -

Prisdrieh Dusrronmatt, EKomoedd
Verlag, 1961, p. 86.
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to have bean wrltten sarlier than Romulus dey Grosse.
Firstly, the issue st atake is ones moye &b lesst paytly
a religious gne, and the way in whish 1% 1 presented
reminds one of the grotesque scenas of Romgsedie or Ep
] iehan. A partigular affisity with Eg steht
can be sean in the surreslistie touches with

gegsurienoyn
which Dusrrenmatt intyoduges the play. Ia the firvst scene
a surtain opens on the shooting of & man who rises unharumed
from the stage and procesds to tell the story in flashbacks.
The author gives a lengthy desaription of the sebtting of the
play and the room 1teselfl has & very surrealist appesrance.
The view from one of the windows ia completely different
from the view frow the other: one shows a Hordie oity wivh
& Gothie oathedral, the other an encient tesple and &
oypross tree. Moyrors and ploture frases hang in smpty
space,

The characters although representative of different
baliefs and political perties are united in their desire to
change the world and stand togsther in principles like the
Anabaptists in B steht geschyieben.

Howsveyr, here the sisilarisy ends. The play ie no
ionger aset in the past of Rome or Muenater, but Dusrrenmatt
depiets the world of today, even if the sstting ls uncertain,
1f therse are grotesque elements in the play, they have loet
sope of the biting sruslty of the first plays and can be
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interpreted move in the apivit of comedy. The characters
are themselves consoious of thelr own comie appesrange, and
are willing to be regarded ap olowns on the whele, but at
timen their awsrenees of their own comie appearance and
roles makes them resentfuls Missiseippi sayst "Wie lange
soll sich dlese fuer belde Telle entwuerdigende Kemwedie
nooh abspielen, gnaadige~?ra§g“

This ean, however, be interpreted in two waysi
aither as sbove, the ¢haracters ave aware of thelr voles in
the play and of the fact that they ave not real, that isg as
a form of alienation, or perhaps Duerrenmatt is being ivenic
when he desgribes life for Missiasippl and his wife as &
humiliating comedy, Ueberlohe deseribes his appeavance in
this wayt "Mein Auftritt ist laaahayiiah, unzeltgemaess,
wie loh selbst, wie mein groteskes Ligsn.“

Comedy is again produged by the attitude of the
characters towards the audience, sddressing them, explain-
ing the action to them, and giving stage dirvections.

In the opinion of the writer, the weskness of the
pley lies in there being for the reader no astual "here.!
If the play is performed, the producer or actoy may give
extra welght to one part and in so doing create a Yhero",

or at least a main character. The characters themselves

19
Ibid., p. 103,
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are more the representatives of gerteln idess, or possibly
the parody of ildeas, than sotusl individuals. 8o there is
aot as much comedy of character as in Homulus, but nelther
are they traglie charactsra although thelir lives snd in
digaster. Hovertheless, Dusrrenmatt was obvisusly intent
upon writing s comedy and yeaffirms bie belief in having
written a comedy by the lanmt lines of the play:

Eine swige Komoedis

Dasa aufleuchtst seine Herrliohkeit

flenashrt durch seine Ohnmacht. A

The next play Eip Engel komwt nach Babylon
titled Felnes Bomesdis®, but lﬁ%ﬂ? the au&har'nhsngsd.%ha
subtitle te "eine fragmentarische Komoedie™, the reason
being that he intended to portray the tower of Babylen,
an idea aever sompleted owling te the ismensity of the under-
taking, As in Dig Ehe des Heryn Masissippl,
of the stats ls ﬁhrt&ﬁﬂ&ﬁﬁ &y r&v&luﬁ&ag.

For comady this play relies more on individual
gharacters than the others and for the last time until Die
Phygikey, the sein characters are the ghiel souree of

gomedy. In the plays te follow, the stress of the humour
Jies 42 the niner characters. The comedy is often quite
erude: Nebukadnesar particularly is ons of the chief sources
of laughter. While Iw 1s a2 king he can be a great mani as

2 beggar his efforte are clumay and his clumpiness arouaes

AN
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lavghter.

In his depletion of the angel Duerrensatt again
effects comedy. 7The sngel is ne lunger the vouventional
higher belng as we would think, frees from fzults and devold
of the characteriatics of a human being, but he prasents
the sngel in the forw of & young givl, who often tends to
ba 3#@&1 and 39 net lacking in a senss of huwour bersslf.

Thie is perhaps the lightest of all Duerrenmats's
playe; the atmosphers 12 one of a fanclfyl faley tale but
not without the tracss of satirical hamsur.

At gne podnt thw langusge reminds one of Homulug

oy Urosge, numely, the speegh of Akki in which be proclaiess
the senselesgness of all bercic desds: "Heldeataten alnd
sinnloy, sie verreten die Chuwmacht des Schwachen aﬁ%;ﬁim
Versweiflung bringv die Macht aur sus Laghen . . ¥

There s, howaver, an essentisl differsnce between
the Romulus of the seeond wersion and Akki, Akki realines
the purposelecsnuss of heroloe sotlon and scoepts it as part
of 1ife. However, for him it is nob a 4iffioult taak,
singe he is not fighting old iémlégiﬂ oy sebting up new
ones. His mexim la: "Stell’® dish dumn. S0 wirst du slt.®

He cumnot experience the tragic side of life because
for his it doss not sxist.

23
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The play iz eptimlistieo throughout. EBven the ond
of the play, at whieh point Duarrsmmmtt introduces some
*disauter® however small, rotains the 1ight meod of the
piay in ie¢s sarly parts. A& hymn is sang about the in-
possibilisy of ﬁ@@@mﬂ@ 1&:’&, rhose whe aoeept this will
find iifs sasy to 1ive and to m;gg,.

‘ﬁm lsnguege of the play corresponds to the general
attitude, witey and 1light. Constant refersnces are sade teo
the w&r}@l of teday; thess prove humorous because of the
incongruity of the &i&%&iﬁ# of the play and the tine in
which 4% 1z set. Heferences ars made Yo wodern advertising
aaghaiqmg in sush §iama§ #8t "Babylonische Pasvioten
trinken Hgelwilah.® Or there 18 & touch of ireny when
Duerrenmakt talks of the g;w&%im of the g:%&ss *¥Was bleibe,
atifee ioh dan Dichtern.” or, ;ﬁa‘% saucht diess Person
mf,_ gehen meine Kunden dlohtes,®

Irony as & sesns of producing sowady is 4 devive which
haa not been used to such s exvent in the sarlisr plays but
whigh Dusrrennats uses raquently Trom this time on.

Bome of the conlo deviges are quite primitive: Two
charasters sey the same thing to eagh other in almost the
pams words, but sach 1s 59 pmaaeﬁymé mah the im&mam

o '
é&iﬁu pe 185
2
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af his own words that he peys no sttention to the otvher,
ool

Engel: "Wenn das Jetst nlght wieder der Bettler
Akki 1at, werde ieh konfus.®

Hebukadnesar: “Wenn das Jetsy night der Hettler
4 dst, wird such- a&ah der Innensinigter
gohaengt," 27

The angsl bimaslf is s f@g& of parody, as is the
bezgar and the giaiatﬁr Berghahs polots oub that this is
#ty, but suggests further that all Dusrrenmatt's characters
are paredies., This may be true in sons cases, but often
there is move to a charaster thau Just a smeans of parody.
Romulus, for instanes, may be a paredy of an smperoy, but
not the paredy of an individusl,

The grotesgque elemsnt which has been pressnt in
mopt of the plays, and especially in the sarlier ones, can
be seen in this play in the third sob, whers an idiot Jumps
over 2 rope over the stage and drupken poets stusble about.

This play can be sonsidered to be the Lraest of
Dusyrenmatt’s comedies and also marke another climax, for
the next play showa another change in feorm. It is Dep
Bs sug r Blten Dame, which Duerrenmatt subtitles a

does he come so

%ragi»&ax&dy; in ne play sinee Jep Blinde

ﬁ '
M‘* - 179.
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¥, aﬁrghahn, ”?riaéria& Bu%rféamatts spi@l mit den
Tdeologion) Prankfurter Hefte 11, 1956, p. 103,
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neay to tragedy and in no play doas he achieve 1%t agaln or
sven atrive to ashieve iv,

- Yhis play has &ﬁﬁﬁtﬁiﬁg in comwon with Der Blinde
It 4a an &sﬁ&gﬁal i@r&e which destroys the harmeny of the
world and causes missry to those around. Xa\&;;ﬁgfaga¢
it in Hegra da Ponte who is the externsl force spreading
disanter and deatroyiog dhe illusions of the Duke, killing
his son and foreing his daughter to sommlt sulelde. Here
the external force comes in the shape of Clairve whom
Duerrenmatt describes as “parsenbaft®, recalling the
anclent Orask tragedies. Tragedy comes graduslly e Il)
&8 1% 414 to the Duke. The characteyr of I1l himselfl is in
a way moye Sragic than that of the Duke. The Duke awskens
in ue pity and fear, and so does Ill, for he is powerless
to act in the fage of death, which awalts him inevitably
Jike a tragle fate in glassical playe, but Dusrrenuatt

introduces another Pesturs in this play, namely a catharelis:
Buring the course of the play the sharacter of 11l develops,
Fiest he ip usaware of his guils, then losthe to recegnise
it. As the play progresses he confesses his gulle untll
his final remorse, when he 1s purified of his gullt through
his suffering. At the same time, while 11} is shown to be
& tragloc hers who kﬁa to undergo & searching process of
emotional purifiqation, Duerrensatt laeists that it le
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epsential to recognise the somedy in the play as well am
the tragedy! "Man ifnsseniers asloh aul dis Richtung . . .
nioht wiv Zorn doch such mit Humer, deun nishts schadet
dieser Eomuedie, dis tragisch endet, mihy als tleriacher
, 51*&:&%3 |

The essential difference hﬁ#&m this play and the
other ones in reapsct of @hs comedy is thet the main oharscter
op ﬁ#ﬁgiﬁ hers, {am will be sesn in the ascond chaptsy,
ﬂﬁammﬁ is loathe %5 use this term with regurd o his
sharasters) ie nov endowsd with any characteristics which
vould be saken as cewic. The humour in this case lles al-
wost sntiraly with the sinor charaoters, and iu the sisuation
which is wvoked by the oivisens of Guellen ia sonnsstion
with the arrival of Claire,

The figure of Glalye herselfl ls intended o be comie,
Hep very appearance is oo srranged to preduce gomic effeqt
but, without her eatourage she would produce little amuesensnt.
Dusrrenmatt turns bagk here to his most tried comie device,
namely the grotesqus, and this 1s the most apt adjective to
desoribe Slalve's appsarance and that of her sstellites,
Hoy sntourage consists of Buasbends seven to nine, the twe
erindnals with the appearance of moneters, Toby and Koby,

RERIE i o o

m o
- Friedrich Duerrenmatty, Komosdiasp 1
Verlag, 1961, p. 353.
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and the twe blind sunucha Keby and Loby, the formmr wit-
nesnve of I1%.

Dusrrenmatt also tekes pleasure in being setivical
sbout 14fe 1in 8 smsll town, especiaelly in the first scene.
?%y praparations heve been se carsfully planned for Cleivets
grrival, but te the vonfusion of all the arganigers Claire |
gﬁﬁs thes to grisf by arpvivisg at a differsnt tine on &
ﬁiﬁ?&?ﬁ§§~%¥aiﬁ$ The townepeople ave osverwhelmsd by the
influence Claire bas in belng able te stop the sxpress
train; an event which never ocourred befors in their town.

Irony, of whigh the audisnce graduslly becones a-
wiare i used t¢ 4 great extent by the author ia thie play.
Slaire repestedly drops hinte sbout her purposs in coming
te gﬁ#ll&ﬁ; and viv by bit her lntentions are revoaled to
the audionce, who aps Llrmly convinced of the end of the
play, while the eitisens, sltheugh taking advantage »f their
new found prosperity, nevartheless do not fase up 4o the
future but rether aveld thinking too bard shous the situ-
ation and the ilmplications of theler prosparity.

Perhaps one of the remarkable features of this
play, az far as the comie aspect 18 concernsd, is that
fusrvanmutts does nob make suseh an exbenslve use of one
form of aopedy which sne would up to this point have re-
garded as spsential for this partioular comedy, nawely
pavody. The ecens which has the most parody im 1y is
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really the last one in which the characters on the desath
of I11 join in & chorus which could be taken 48 & paredy
of & traglo Gresk chovus, However, vonsidering the form
of the play, it is equally possible that it is only meant
o be an inltation of a Oreek chorus, net a parody.

Three years elapsed b&%ﬁﬁﬂg the appearance of Der

ben Dame and Frank ¥, as maeh as the difference

Bin Eneel kowmt noch Babvlas and Dar Bessuch der

alten Dame and yet it is essler to trace & connection

batween the Tirat twe plays than betwesn Dep Heauch der
Jame and the opesrs, It sesws in ssversl ways to be

a step backwards se fay as Duervensatt's development as a
drapatist is concerned and yet at the sase time 1% ia an
sﬁ@triﬁaa% with & new fors of theatre, namely the @ﬁeﬁa;

Duerresmtt has been opriticised mors for this
play than any other on ageount of fmitetion, Kost erities
ses great similarities between this play aud Brecht's
reigroschenapar. Thers is of gourse the obvious sisl-
larity: Hoth are operas and on this charge Brecht hin-
s2lf would he guiley, sinve he took his idea frox The
Boggar's Gpers. But there are other Psatures which the
two drasatists have in common whigh will be diascussed in
chapter 1V,

HreLs A 53 AL EITIEE0 LT

Octher aspescte of the play can he eriticliged,
particularly with relation to the cemedy. Duerrenmatt



often tends townrds allegory in his works, #.g.t Ein Engeld
kopat nash Bebwlon, but normally he can manage %o make the

allegery compatible with his own brand of huwour. Hers the
allegory gains the upper hend and vhe slfforte he makes to
kessp the audience jaughing seem gpeclous. W%hy de they fail?
Because the allegory of s bank of griminaels ss the world full
of eavil and depravity is oo horifying %o be humourous. The
charasters are no longer human. Adadstedly, they display
wenknesges in thelr shavacters which show & slight touch of
husan gqualities. Uttillie apparsntly loves hey shildren, but
her love displays iteelf towards them in an apxiety o proe
vide for thelr material welfare, not o show them any watorn-
a8l love, Apart from this weakness, her erueliy and lack of
congolence is the lasting lepression which she makes, as for
exauple, her ftrestasnt of Bosekeanun. It is also barely
pessible te fesl pluy For the viotdms of the bheod of gange~
stery, for one knows they are squally sapable of committing
the sawe if not even more appalling ovinmes.

Dusrrenmatt muy heve been attempting to ssery on in
the veln of tragi-comedy, for in the prologue Lo the work
he lebs ¥gli say:

Heerts an erhoshien Eintrittsprelisen
Tells ale Tragoedie, @ailg als Sehwank
Dies Opsy einer Privatbank.

ggiaéri@& Dusrrenmett, Feank V., Zuerieh: Arche

Verlag 1959, p. 7.
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The play bscomes Increasisgly terrifying, aeither
oomle oy vraglie and reaches it clisax in the revelation
that the two ehiidren of Frank and Uttilie are not to be
she saving graze of the family or of the play, but are
thenaelves orisinale and in thelr atsitude wmﬁ ‘&hﬁﬁ-
parents in lagh of feeling sad in ﬁm@n

The play aslso bears ne similarity to the foregoling
in ite drasstle structure. The play is divided into soenes
with nusbers but ne partieuviar stiention is gless to agts,

Elisabeth Brock-Bulaer comes nesrest ts sn appreci-
stion of this work whan ‘a;m gayé that Duerrenmati ﬁ&ﬁ%ﬂé éé |
portray 1ife with siuister characteristios on the stage,
but ended by producing horver itself: *BEr endet mit seiner
selbsansn Oper iu Usgelieursn, im pioht mehr Geheuren, weil
durohaus Unmenschlichen, in der ‘Ww@iwagé

Bevause of the horror which is produged, nelther
tragie or somle slements ave able to come to the fore, in
gonneotion with this 4% must be pointed out that Duerrenmats
@14 not subtitle iv elther 4 sunle or & tragle or a tragl~
gomie opura, because he was awsre of the inabllity of the
work to cosply with any of these forms, anid by <alling it
sizply "Eine Gper® he was mot ecommitbing blmsslf iu any way.

The last work of Bwrmm% te be published, Dis

‘ Eli&&ﬁiﬁk 9@@&*5&15&3’; Erisgrigh Suerranmatt
LA ONnen pecnas oLt ﬁﬁﬁ?iﬁﬁti hrgho Ver. HE » 1500 r Be ’mﬂ
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iiker is wors 1a lins with the prograssica traced before

it seons that the opera 1a guite out of place.

in the devslopment of the play. Ia the firs% et the three
physiclats appesr as complete lunstlos, absurd in their
spesch sad sotionn. Yo, as in Romulus dey Grosse

Isughter and the comedy subside as the audience or reaader
gains & prue inslght inte the sanity behlnd the peose of the
selentista, Just ap one is disposed to laugh at Romulus
and his ohioken-bresdiang ot the begioning of the plsy so
in thie play one reallses that the sclentists sve deliberatsly
sspuming & foo)’s sap Like Romvlus. The issue at hand is vwoo
serious, even more serious than in the sarlier play, to onuse
laughtey.
The humour tends in some cases to be grotesque;

gazzaw'kumﬁﬁgﬁ a8 one Eaglish oritic termed 10 when the
play was perforsed in london. This ters could aleo be used
to deseribe some of the humouwr in other plays, espeelully
the two which have been mentiovned in comparison to the most
recent play. However humourous the cheraeters say appesy
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at the beginning, one is not allowed to forget very soon

that these men are dangerous, murderers, or potential
murdersrs,
The affinity of this play to Der Bes:

Dame, lles in the mingling of comic and tragie alements,
which here again.sﬁrike a balance which could egqually en-
able it to be termed a tragi~-comedy. The impression which
Duerrenmatt has made eubside &@fmanaspeaking countries is
that of a tragi~comic writer based on ﬁhe success of Der

Thus one ¢ritie in a lLoandon news-

e F "The play 1s by the author

of ;h;;V ”it an% the auther calls it a comedy, but anybody
who saw that eag&iar play_will know how much weight to attach
to that éeacrip%ion . ?3

ne, the heroes have to

make a séerifiaé. In this ease; in order to prevent the
destruction of éhe werld; ag Ill sacrifices himself in order
to assure the péaspsrity of the tewn; 80 the physloelists
sacrifice themselves by tying themselves te the mental
hospital as a gesture of heroic self-sacrifice to the world,
Dr., Mathilde may be seen to have affinity to Claire,
Her entrance and her appesarance in the first act make one

unaware of her sctual significance, As the last heiress of

Bernard Levin
amatt® Datly Mail
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an old family ahe may be tersed as sceentric butr not dangey-
ous. Her final revelatlon, however, that ahe 1a the only
one who posassses Moblius' theories and in this pozaesaion
beoomes the most powerful and at the sswm time most dengerous
pernon in the world makes her akin to Claire, Howsver, the
aonle is grester. Olalre with her righes gould gontrol
Susllen and probably other ssall plaess, but her power is
not cemparable to Mathilde's and its destrustive potential,.
The knowledge of ¥athilde's possesaion comes right at the
sud of the play introdueing 8 new techaigue of drame, but
net new %o Duerrenmatt's works, for in & way 1t 18 a detective
story teshnique - nasely, & twist, The reader or audlence
of the plays, though perhaps net realising the significance
of the characters or setions at the beginning of the play,
1g allowed to share in the author's perception novmally long
before the end of the play. Here the twist comes as & redl
surprise. The sffect is ene of complete disiliusionment,
the sudience go away without the senss of optimiewm or at
leant good humeur which one might expect from & comndy,
and theiy hopes for the future ara dashed by the line:
®Die VWelt ist in die Huende siner verruscktan Irranaserstin
gﬂi‘allaa%

¥hat the writer has tried to polnt out from this

gguﬁﬂ.ah BDusrrensast, Die FPhysiks

: )5 . i, Mew York:
Oxford Usiversity Press, 1965, p. 09
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aurvey of the drama, apart from the agtual progressien ia
the plays, is that iv would &?ﬁﬁ%}“? inareasingly cleay that
the fors in which Duervenmstt finde himeelf most at home
ia in the tvagli-comedy, Judging by the playsz thesselves
and by the success whiech that play hed which was written
in that fore and alsc the popularity of thoss plays which
tended in the direction of Sregi-cosedy. In other plays
it sesms difTiculs for him o keep the forms apart and in
2ll ocomedy with hapdly an exospilon thoere appsars sonw
tragedy.

Why did Duervenmsatt lasist that his playe wers
nomedies and Jdefend them as such, and why did he not call
thew tvagl-comedien or at 1saat adapt them sliightly o they
would £it into that forr? This can ouly be sxplained dy
taking o olose look 4% his swn theory of cousdy, and the
fsmplicavions of comedy in the twentieth century.



CHAPTER 1T

Thias chapter will be an attempt Yo explain the reasonwe
fﬁr.ﬁalﬁrﬁaﬁﬁtﬁiﬁ predilection for comedy and an examination
of bis own theory of that dramatic form with relation to its
significanes in the twentieth oentury.

| it is iaﬁgraaﬁiﬁg o neve that tan the history of
German literature until the twantisth aﬁﬁ%ﬁrysv@amaéiﬂa
appear only iafrequently in the works of German playwrighte,
Those comedies which do appeay, and which bave suvvived
suegeusfully through the cesnturies, in the sense that they
are still belng read end perforsed today, stand out as great
works, such a9 Lessing's Mlups von Bearphelsm, Klelst's Jer
gerbrochene Keug and Hauptoann's Der Bibsrpels. Howsver,
although thase works are excepticosal, German literaturs has
& pather small sharse of sucosasful comediss, vhen compared
gland,
for example, comedy has taken a £ive hold Crom the earliest

36 otheyr Buropsan wations. Ia Italy, Franee and Bgo

timea. From thess facta gertaio assumptions may be drawn.
It might be inferred: that the Geroan public was not
appraciative of comudy to the exteat that other nations
weys; segondly, that the trus merit of o dravatist for the
German lay ia his ability to writs ssriocus plays; that
comady by 1ts very nature, was regarded sa something

W2
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inferior -« this can be sabsﬁantiated by the faet that the
dramatists named above do not rely for thsir réputation on
thelr 3emedies; but rather on their more serious works.

The twentieth eenturyrﬁhews a marked change in the
attitude towards comedy and in iﬁs presentation, Breeht;
Frisch and Dusrrenmatt; three outstanding dramatists choose
to write eamediea; or if not actual eamadias; they introduce
comie elements inte their plays. At the same time; their
comedy has often serious underlying themes; it ean of course
act as relief; as in Brecht's for instance. The comedy often
tends to be gr@tesque; absurd; vulgar; faraieal; and a great
uge is made of parody and irony. Comedy may be said there-
fere; o have taken a gpecific direction in the twentieth
gentury.

Duerrenmatt's eemedy; and in particular his theory
of eomedy; are essentially modern. His whole outlook on
the world tmday; the ﬁheatre; and the forms of drama are
regulated by the gurroundings and thinking of the twentleth
century. He is more conscious of the public for whom he is
writing today and the eanditiena of man in the age of
automation and the atom bomb, than of the tradition of
drama. The example of dramatists prior te him play a great
part in deeciding the form which his comedy takes and they
influence the dramatic structure of his works; the substance

or content of the plays, however, 18 a product of this age,
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Any writer attempting to comment on Bnerranmatﬁ's
comedy or dramstic theory hag a great advantage, whigh he
would not have with most éramabi&ts; for not only dié
Duerrenmatt write prafagea and elaborate appendices to

his works, but he alse wrote a book specifically on these

subjects, which he entitled Theaterprobleme and it is from
heres that the reéder can gain insight into Duerrenmati's
understanding of the purpose aad form of comedy in the
twentieth century. , .

Duerrenmatt begins the portion in the essay on
comedy in this work with a discussion éf the role afvthe
hero in the twentieth century., This egviausly has an
important reflection upon the main.ehaﬁaeﬁera in his plays.

- Duerrenmatt defines the eharaetérisﬁigs of a tragic
hero partly in the tradition of Aristotle: +the hero must
awaken pity and he must be e¢redited with an equal number of
good and bad eharaeﬁeriatigs. It is interesting to note
that Duerrenmatt makes no mentlion of the fact that the hero
according to Aristotle should alse awaken fear in the
audience. The prineiples of the Aristotelian theory re-
mained, it 13 only the way in which pity is evoked that
has changed, In the tragedy of the Ancients and Shakaapeare;
the hero belonged to the aristocracy or at least to the upper
middle @lasseé. The public was impressed by the hero but it

. -

 riedrieh Duerrenmatt,
Arche Verlag, 1960, p. 4l.

Theaterprobleme, Zusrich:
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gould sot ldentifly itself with the problems of ths sharag-
ters on the stage, even if the smotions were familliar %o
them, With the advent of the "Buergerliches Traverapisl®
as written by Lessing and 3chiller, the scelal positlon of
the here was changed. He no longer had %o be & senber of
the nebilivy, but he was not vet a wan like those in the
audiense, and it was only in the ailneteenth gentury that
the ordinaery man gould undsvrstend and sympathize with the
hero and asssooiate himself with the aotion of the play. Yet
svon though the here came from & lower ¢laas, he was nons
the less stlll a2 hers at this stage, he geuld be admired,
his setivns and chavaster still resalned noble and pralse.
worthy even if his status was cshanged. He was vigtorious
over avil and vtemptation and 4f hils snd was tragle, it was
for a noble eause, it was great and illuetrious and he could
still be adwlved.

If one takes a look at comedy in times past, one
finds that the comic theatrs has deploted swmall men; pessents
sud beggars are popular figures. There were no great person-
agen ﬁh§>&§§sar§é a8 the ssin charasters of a somedy. Shakos-
pears, for instance, never depleted a king as a comis figurs,
nor were the smperors and leaders of states sver the subjest
of laughter in the sngisnt plays. The fool or glown was
introdused into Shekespasare's tregedies to provide comie ve~
l3ef., The public could feel ne fear or pity for them; their
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anties and thedr dress aud thelr apesch made the audisnce
lsugh.

The twentieth century, howsver, upsets the whole
iden of the hero and in so deing partly dissolves the strict
barriers butwesn Yragedy and somedy. Ia Theaterprobleme and
in his plays Duervenmatt shows that 1% is no longer possible
to deplot a hero., The whole situation in whioh & here in
the sg¢eepted tradition can exist or is placeible has dige
appeared. Mun 1o g0 age which ia characterised by such
features &8s the abom bomb and sutomation has lost his form
#r significance. He 1z no longer capable of wielding in-
flusnce, he is no lengar responsible feor the delining of
the laws which govern the world. Soclety aseumes bath the
responsibility end the guilt. Dusrrenmett sees the people
of teday as the product of heredity. They are visited with
the sing of thelr fovefathers. He formuletes hils 1deas on
regponsibility and gullt in the following words:

Cabras 50 S iReen asser $10% 28 Seine.Sobclotgon. st s
Haben 48 Righs GoveLis. 5 gebt VARELLoh onme, Jedsh: i
wird pitgerissen und bleids In irgendeinem Rechen hsengen.
Wir sind su kollektiv sehuldig, wu kollektiv gebettet in die
Suenden unsever Vaster und Vorvaeter, 2

Thus Duerrenmatt deseribes the state of man today.
It 18 & state in which a here é&ﬁn@t exiat. The hero is a

Mt pe 47,
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thing of the past, he has disappsared fronw the wordd in
whigh we live and so he cannot be represented on the stage.
Sehiller was sbie o deplet 2 hero on the stage bucause he
saw heroes in the world round Bim. Duerrenmatt puts it
thin WAyt | - ' |

Way doch NHepolesn vielleleht der letste Held in
alten Sinne. Dle heutige Wels, wie sie was erscheiny,
lassnat sich dagegen sabwerlich in der Form des geachiohtlichen
Dramas Sohillers bewasltipus, allein sus den Orunde, well wir
keine tragischen Helden, sondera nur Trugesdien ?ﬁ?%iﬁﬂ&ﬁ,
die von Welumetsgern insseniert und von Huckmaschinen
susgefushrt werden. Aus Hitler und Stalin lossen sich
koine Wallenstelns mebr machen. ) : :

The power which ¥allenstein had was visible and
reprosentables but the power of the deapot is tou grest and |
toy terrible to be portrayed on the ebage; today's state s
anonymous and bureaveratic. This doss aot refer %o ong
apecific gounsry, but it is walid for every country in the
world. There are po more beroes, no trus representatives of
power or of herels qualities.

Art can sbill refleat vthe saoyifiees, they still
pogur, bubt if 1% ¢sn poreray traglie situstlions it can no
longer deplov the mighty and the powerful and thoss worthy
to b orlled heroes, for the true ?ﬁpﬁ&g&ﬁ%&#&?&ﬂ ars lack-
ing and the wragle herces are snonrymous.

3

Ibig. p. 43
4 |
Abdd. pe &b

5
4bid.
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¥hat i the vesult? The haro of tragedy begomes
the hers of ggméi and the fool bevomas mors and more &
tragie figurs.

Thus the *hero" has found 5 new place where it is
alons possible ve portray his in the world soday. Ne hes
become the object of laughter. His #fforts o portray
charagteristios which wers berois in former #ﬁ%&ﬂﬂiﬁ and
under different cireusstances, become laughable besause they
are gonfronted with opposition in whakever divection the
here turns. He 12 out of place, becavwse he 18 out of dute.
Rowadays we laugh at berolsm besause of its incougrulsy in
pur time. The modern here gannet change the world because
alone, he in powwrless; the ﬁgmiag Forues are tou strong:
the world is greater thas man.

Bis desperate slforts ave fercioal. Has the tragie
hore died forever, and is there no one 4o take his plase but
thin fool or clown? There fs still o poesibility, and
Duerrennstt points out the alternative: If one gannot pore
tray the here, one Qm At lenst portray what hs velers to
as the "brave san®,

The »alin charasters of hin plays, are often ﬁx&@l&t

Ibsd. p. 42
7
m,t - 2 L9

& .
Abid.
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of these "susige Menseben.®: ®Deyr Blinde, Romulus, Ueberiohe,
Aklkd #ind sutige Mensshen. Die verlorene Welserdnusg wird
in ibrey Brust wieder hergestells,*

The *brave man® is a vharacster whe is olften hidden
oy migtaken, not resogaised for what be 4s, fights his
battlen by undorstatement, hw does not give up or despair
right to the end, although his seuse iz & hopsless one,
These "brave seh® are at the same time the snly snlightened
men, for the rest of thoe shavasters are deceived, they act
out of fear, whsreat the *brave san® &6t sut of pringiple.
Bosckwans in *Frank VM, saprasses the situation of the rest
of momkind explicitly, when he saywt “Alles was wir sua,
sun wiv aus Fureht, auve Furdht vor siner Entdeckung, aus
Furaht vor dem Gufmengals, hus Fursht vor der Schande, aus
Parcht, asus Purobs, und nun stehe 1¢h auch umiigér den
Tod, nun bat wisk suf slseal die Farcht elngebole.®

"Brave men®, aceording o Duerranmatt say not be
salled tragle horees. Hewever 1t has beon pointed out
that although they often appear is the comedies, Duerren.
matt by describing them as *bHrave sen® and portvaying thea
a8 sueh, vemse very aear to portrayal of the tragle; sone-

10
Privdrich Duervenmavt, Frank ¥V, Zuerich: Arche
%ﬁ&g; 3»?59' ?tnga !
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tines his chiaracwers are seswntially tragic in their werds
and resctions. Der Bliande s, of courss; the most ¢en-

slatent tragle sharacter, bue Romelus as the main figurs
of & comady also dleplsys dragle &ba&a%ﬁati% at the
and of vhe play.

- # Theaterprobiepa Busryenuatt sekes several dis-
vinstions betwesn tragedy and comedy and at che sais tise
shows how qomedy is the sultable ferm for the dramatisse of
woday .

 He dallnes the task of the sodern dramatiet as belng
the grestion of Topm snd sousthing soncrets out of the ehapo-
lessussn of she wordd today. He stetes thad this ean be
achiaved bust by comedy, because a tragle play prosuses a
world alvendy formed, slvendy soulded. The world of comsdy,
{whon Duerronmsty %alks of the wardd of somedy, he makes 1%
elear Shat be deds not imolude under thie hesding *lesells
sohaftukonsadie® such as the nomndy of Mellers) is very
gch in tune with the werld of the twentisth gentury. It
fo & world in devalopmans, resdy to s2llapse, sothiag is
soable, mothing is prvsanent.

Duorrenusts is wory presceupied with ereating what

ke salls *Distans™, that 1u vo say & kind of alienation.
He provides seversl Qxaup;tt itsyaainlxy in comedy), of
how *Distsne® Gﬁﬁ»ﬁ! @ffhﬂﬁ#ﬁ; ﬁktrtm# #?&g&ﬁY‘ﬂﬁhﬁﬁﬁri

i o i

w i | b N -
Friedric Ww&m&t » Ihaaterprohlemy
Avrahe gﬁf‘lﬁg; 1960, p. 45,
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*Diakana®, for it brings the myths of the past iato the
present, somedy ersates "Distans®. By ﬁma:fawmg the
action inte an allegory, comady creases "Distans” in the
play itself and between the audience and action on the stage.
Duerrenmatt maken uae of this devise ffagmatly, it can be
gean oapecially in the play Bin Engel Kemmt nagh Babylen
The setving of Badylon begouss m alhgary af she awlﬁ.
"Histana® 4s aloo often areated in his plays by setting tham
aither in & favaway countyy or in aneient timen, for sxemple
Romulus whioh is set in ancient Rome, or ¥g gteht gegchrisben
whors the agtion s sot in Musnster in the ﬂamamsk aentury.

At the game tine anvther seans which gomedy naes 1o
sreate Distang 48 “der Binfall®. Buerreasatts polnts wﬁm
that, in genmeral, Sragedies lask "Binfall" or originalivy.

Dusrrenmatt rofers to the writers of vragedy today
in particular, but shows alse thet the snelent tragedy
writors were not oviginal beosuse they 4id nov nesd %0 be.
The tradition which tragedy had sev up was thet the material
arousd whioh the play was constracted wes based on the syths
handed down from generation to geaeyation, sc the anclent
drasatiste hed zo need to Lfavent, simply te improvise and
adjust the legends Yo sult their own purposes. He citee
Arim;mam;. one of s&u fxm amay m“u, as the prim
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ixwglﬁ of an anclent dramatist whose comsdies rely for their
success on originalityt “Seine Stoffe sind nickt Mythen,
sondern wﬁ%ﬁaﬁnﬁm&m&, die alch nioht in der Vergangen~
mﬁ sondera in der Uegenwart abepielan. te fallen in die
Welt wie @uh@m; i, &nﬁcﬁ aie siaen Trichter sufwerien,
die -ﬁtscm%ﬁ ine %ﬂam, sher dadureh auch ins Stohtbare
veywandely

Duerrenmatt takes the theory of oviginality and somedy
further, Besause of the invention asd the originalivy in
eomedy, the publie¢ is propented with something aew, and seme~
thing et the sane time wivh which 1t feele & certain assco-
lation. Without realising 16, 4t becowss invelved in the
play, to the sxteat ti;gis it will listen to vhings vhich it
would ovherwiss ignore,

Dusrsansatt compares w&d&g& & mouswbrap in which
the publlie is caught agaln and sgain., IV is & mousetrap,
basause the public is unwittingly caught in the theatre and
forsed to assvplate itvsell with the charasters and the setton
en the atage. There are no lenger posaibilities of gomplete
devaghment .

This 1s nob the ocase with tragedy in our times; it
dﬁu ags hau «m W to iﬁwlve the w&i&ma %0 the same

14
m:k p. 50,
15
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mﬁeﬁ because it i:amﬂ 4 socleny which s unot imaginable
Goday.

1u sennestion with the here the writer ;ﬁgs sention-
¢4 the gusstion of wedern responsibility and gulls and hae
tried o show that this makes & tragio hero chsolete in the
plays of shis era, hesauss sragedy represents features not
possible today: “Ole Tragoedie igtw fehuld, Nov, Mass,
Vaberaicht, Verantwortung voraus."

48 he fecls that there is 99 perdonal responaibilicy
w gakle, m}%wﬂy 4% no longer pousible and comedy has
taken ius plage.

However, slthough Dusvrenmatt s of the opinion that
somedy 18 the fors moet sulted to the authors of today, n
dnen 1ot sxelude the possdbiiity of ineluding traplie alements
in the plays of our tise. It muet be pointsd out that aa' %0
maken a cleay dintinevion between purs tragady and the traglc.

Ducrrensstt says that a sodern drass need not be pure
poredyt

*Bas mm nan mahﬁ, ﬂass ﬂa hmﬁim Drame nur

mﬁ pe 50
17 -
fies this thaais, ah. I:Q P &6,

14
Priedrich ﬁﬁtmmtt s Thesterpraklome
dvche vﬁi’m, 1?%5 Pe & T
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komiseh gedn koenne., Die Tragosdie und die Komoadie sind
Forsbegriffe, dramaturgischs Verhaltenswsleen, fisglerte
Figursn der Aewthetik, dis Oleiches su umschrelben
verasagan. Sur 44e Badiasgunyen alnd snders, unter densn
sia sntatehon, und diese Eggiagﬁagﬁa liagen nur zum
kigdinevan Tell 4n der Sunst.®

The gonditions Dusrrenmatt is referring to are form-
ad by the state of the world dn which we live, and by the
posaibilitian of twragedy and comedy in life which detersine
the pradominanse of eithar form on the atage.

14 is possible to sxperdence tyagedy even in comedy.
it qan be experdenced an 4 teyrible moment or an ﬁ?ﬁﬁiﬁ@
shyes: "¥ir koennen dasn Tragische aus dor Komoedis heraus
eraielen, harvorbelngen sls g%n&a sohrecklichon Momeat, als
einan sich peffnonden Abgrund.”

In the first chapber, the writer has attempted 4o
point out how on several cecesions comedy is punetuated by
tyaglie moments in Dusrrenmatt's plays. They often appeser
in the plagg Just in the marner in which Dusrrenmatt has
degoribed them above, “einen schresklichen Moment, einsn asiech
esffnenden Abgruad”. When, for exampls, in Dar Beguch der

hon Dame, 111 lesrna of Claire's purposs in coming o

Abid., pe 47.
a2 ,
ibid., p. 8.
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Gusellen he tries to board the train and escape from the
terrible fate awaiting him; he is held baek; he is unable
to move, This aeu}d'ba palled a terrible mcm@nb; the abyss
of despair opens b@feré Ill; Romulus sexperiences the same
tragie despair when Odoaker pronounces his “"retirement
sentence" on him., It is interesting to note in this connect-
ion that Duefrenmabt has not illustrated examples of the |
introduction of tragic elements into comedy in Theater-

robleme from his own works bub cltes Shakespeare as the

prime exampie of a playwright whe lets tragedy intervene
into comedy.

Duerrenmatt describes comedy as samething formless
and eha&tie; without restraint; in fact - grotesque. Duerren-
matt asserts that the state of the world has led man to this
vay of thinking and ascting. World and stage are related; if
the world is groteaque and paradox 1t follows that the stage
will pertray Just that. The dangers in the world are reflected
in the drama, The threat of the atom bomb is ever present;
influencing and ferming our actions and thought. Duerrenmatt
has a preoccupation with the atom bamb; he mentions 1t several

times in Theaterprobleme and it is the subjeet of the Hoersplel

modern comedy, The grotesque is the face of the faceless world.

He puts it thus: "Unsere Welt hat ebenso zur Groteske gefuehrt
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wie sur Atombombe . . . Dosh das Urotesks ist nur ein
sionlicker Ausdruck, ein ainnliches Paredox, die Gestalt
n&ag%iﬁh einsr Ungeatalt, das Cesicht einer gesichtslosen
¥elt . |

In the first chapter the writer has trisd %o point
aut how often groteague slemente penatrate the plays.
Duervenmatt in Theaterprobleps polnts out that this is

aet so much a churagteristic of his personal styls but
of the modern trend or writing. Throughout vhe eseey,
he emphasises that hie dyramaviec theory is 4o be interp.
reted a8 & product of the age in whieh he is living, and
that thers 18 a close conneetion hetwesn the world of vo-
day and the stage of teday: %gﬁiﬁ Welt {die Buehne somit,
die dlesge Welt bedeutet) ., . .7

Thought in the modern sge has also bevome parsdox
and this reflecty itself 4in ary and in particular in the
art of the stage. Many of the plays batrsy this tralt:
¥Genau wis unser Denken ohna ﬁ&nlﬁagriff des Paradoxen
nicht mehr augzukomsen schelnt, sc auch die RKunst, unsere
¥alt, die ﬁﬁfé&@ﬂh ist, well die Atowbombe sxieblert: aus
Fureht vor ihe®

Mt; P 5‘3‘
ik
Ibid., p. 49,
25
Ibid., ». 48.
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This passage by Duarrenmatt 1s reminiscent of the
9aas§ga quoted before from Frank V., whers Boeckmann says
that our actions sre pulded and diregted by Lfear.

The way in which Duerrenwatt has deseribed the sube
stance and purpose ol comedy 1g strange snd pessimistic. |
it is 8 Tormlesa, chaotie pletuve of the present day; noe
thing has ssnse opr purpose any longer. He formulates his
pleture of the world in the following words: "Die Weolt
e o +» 8teht fuer mich ala ein Ungsheurss da, als ein Rastsel
an Unhell, das hingenommen ﬂ@féﬁa,musa, vor dem ea jedooh
kein Esplvuliersn geban ﬁﬁrft

Duerrenmatt pealises that the comedy of today must
present 4 strange and pessisistice ploturs and he defends
it in the following words: "Hun iiggg der debluss nahs,
die Eomoudie sel der Ausdruck ﬁarégﬁrﬁﬁﬁi£iaa§, doch ist
dieser Schluss nicht swingend . . %

Hle states that this despair is not & conseguence
of the world in which we live but rather an answer:
"Oewins, wer das Sinnlose, das Hoflnungalose diessr Wely
sisht, kann vearsweifeln, doch ist diens ?argge&ilaag nicht
elne Folge dieser Welt, sondern eine Antwort.*

m*! P 49 .

27
Ibid., p. 48,

28
MH pe 4B,



58

The despair of man can be related to comedy in a

new way. Romulus explains it in the beginning of Romulus
d@,‘G ”

¢! "Wer nur aus dem letzten Loch pfeift wile wir
alle, kann nur noch Komoedien verat@haﬁ?“

Duerrenmatt shows that there is another way in which
man e¢an face up to the seemingly hopeless situation., That
is that one should unot despair; but that one should try to
exist in gpite of the world: "Sein Entschluas atwa; dle
Welt zu be&téh@n; in der wir oft leben wie Gulliver unter
den Hiageg?ﬁ

The redeeming feature of this world aecording to
Duerrenmatt and oneé of the arguments which can be made a-
gainst the many erities who regard Duerrenmatt as a ﬁihilist;
cann be found in that he can see sem@tbing'wcrthy'of hope in
this world in the shape of Yder mutige Mensch". His "brave
men" can see or learn to see the purposelessness of existence
and of heroic¢ action; Romulus confesses at one point: Y“Ea
ist alles absurd g@weréen; was lch getan habg%“ or as Akkil
pronouncest "Heldenbaten sind.sinnlas; sle verraten die

Ohnmacht des Schwachen, und seine Verzweiflung bringt die

Friedrigh Bu@rr@nm&tﬁ, Homulus der Grosse, in
Komoedlen I, Zuerich: Arche Verlag, ol, p. <0.

30 -
Friedrich Buerranmabt, Theaterprobleme, Zuerich:
Arche Verlag, 1960, p. A8.

31 |
Friedrich Euarrenmatt Romulus de ,G.os e, in
Komoedlien I, Zuerich: Arche Verlag,
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Maght nur suw Laghen.* |

Yot in spite of this parseption, “brave men” spild
munage 4o 49% and be men wosdhy of adeivation) they provide
bops for mumkind if oot oy the wordid, and they alse provide
probably the snly opiimlatie fouture we gun Dind is Duearren-
sabL's playi. |

Another sopde Jdevide vhich Dusprensatt mentions s
parody, Duerrensatt devotes 4 portlon of hls ssony to &
defsngs or rativr & Justifivatien of the use of parady in
She modern age. DVOPreRBAtt saye that the geners) tendenay
of this eva 48 o2 vrogard 1% ag something of an Anbotween
stage: 5t is Just a byddpe batuess the glerious past snd
the Tuburs whiok 4 Lte potential hey gomsthing mores sttrsotive
about 1t. The suthors of today ave ia a diffigvls situation.
Bith suek an Lilustrious pust in the theatrs, most of the
Lameus chavastars in hlotory have been bullt wp, glorified
0 sueh an extens that 1% 48 ne longsr pesaible 1o squal
the wfforte of the paet writers and the pyvhs of snoleny
timos bBave lodt thelr vesning. PYor tk@aié ﬁmm, the arts
et oust, inateed of ﬁuﬁﬁm@ up hiz chavstbers, reduss them
if ho whishes to uae then in bis work, that is he muat meke
tim& mmd&w ax tmy iﬁmr niv&s: *ﬁr mméiwﬁ !i%;

Pl d;% ] ﬁﬁarmmm b nash Babylon
ﬁamﬁim T, Iuerioh: Arohe Verlag, 1V0L, P« 07+
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das belent, or stells sie im bowussten Gegensats su dew day,
was ple geworden siaﬁza

Through paredy the artist regelins his freedon and
through the paredy srigins)ivy,.

Basrransatt oxplains thad she vyrants of today are
ne longer moved Wy the works of *sevieus” weiters. They yawn
6% their laments, and laugh av their herolo epies and fal)
aelenp while readiag religlous writinge. The only whing
they fear is thelyr mockery, Thum paredy, the eply weapon
left with vhich writing san be effective, has orept inte all
thrase gonves of literature, epie, drams and lyrie. Duerren~
patt goes on to say that parcdy has srept into parts of arb
and musie and with 4%, 1% has token the grotesquer % , , .
e dor Parodie hat sioh auch das Oroveske elngestellt, ofy
getarnt, ucber Basht. Bs fet sinfach auf ednmal da.

Busrrensatt puts in a defence of his comedy and alao
shows the difffieultiss which he has had 9 sncounter ia write
iag comedy. First he explains that although he has made
gonsral statenenss about comedy in Theaterprebleps
plays and his roprssentation of comedy will reveal more
perasonal themes than genorsl ones and this faet must be
taken inte Msmm vhen rnasng &1: wwﬁm "Wau sun meine

mmh ammmm, Theaterprobleny

Arche Verlag, 1960, p. 35.

Bua.
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Dayatellung der Komoedie angeht, so glaube ioh, dass auch
hiey perscenliche Orusude wiohtiger sind als allgemeine,
die Ju deoh su widerlegen eind . , , Der ﬁa&mhr &&tmt-
i nmer aa. Welt und siek awlber mz

He indigeves some of the problems he hus te face in
angther gasm of the ismy! He shows that it is not easy
to intreduse his vype of comedy to the publie. Por time and
convension ave hard to break., The tyadition of the theatrs
has been such that the publie has been sccussomed to look
for ssrtain sharasterietivs in cevtain arts. The theatre
has always been somsthing holy and worthy of reverence.
Comedy has slways besn regerded as somsthing inferior, dubious
‘and awkward. Kow ho wante to bring sonething new to raise |
the level of somsdy; it has become somsthing deagerous and
rovealing and thie avouses che suepleion of vhe publioy
“hoult &n dem Foment, wb das Bomisehé ale das Gefacheliiche,
Pordernds, Moralische erkeant wivd, laesst man &8 fahren
wie sin beloses Kisen, donn die Runst éﬁ alles sein, wae
sis will, wenn sie aur gemuatlich blsibe.®

¥hother Buevrenmatt will susceed in bullding wp a
new tradition of somedy, whether bia own brend of comsdy
will become accepted in the way the former was, iz suill
act detersined. It is too esrly Us tell. A% the moment
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the audiences and reoaders are atill toe iatrigued by the
novelty of this new form. Oply the test of time will prove
whether Duerrenmatt's new approach will break through and
whother 1% wil) be regarded as pary of the *Usbergangestadiun®
whieh 1g how Duerrenmatt thinks one yegards the art of the
present day in genoral.




CHAPTER 11X

From the lust two chapters it has become incrsasing-
1y sbhvious that Duerrenmatt in his comedy makes recurresnt
use of the forms of comedy which are characteristic of the
drama of todsy. Heverthelese, he also relies on the estabe
1ished devices of the sople theatre to arcuse laughter, In
this chapter, it 42 the intention of the ﬁﬁitﬁy t0 examine
the different types of comedy in his works, yith particular
atbention to thoss forms of comedy which have bacoms most
pepular among the authors of today, and which esn ba called
typical of this era. |

ne particular form of comedy is striking in Duerren-
matt's works, from sarly works to the last play. The writer
has polnted out how often grovesque elements infiltrave
themgelves into the plays; they ars aleo present to & great
axtent in the Hosrapisle and in Duerrenmatt’s prose works,

The grotesgue is often considered to be an artistic
phenomenon cheracteristic of the modern age, and indeed it
is very much present in playe and novels of today. But in
faet it appears in works of the eighteenth, ninetesnth and
twentisth genturiea, and appeared in other forme of art such
as seulpture, painting and srchitecturs as sarly as the six-
teenth century; there are also sxamples of the grotesque in

63
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architecture in the middls sges. It is 2 feature oommen in
the works of artiste of many different Buropean countries.
Acaording %o Klaus ?agikag, in Gormany the ﬁraéz%iaa.gf the
grotasgus in liserature goes baek ap fayr anm 3torm and Stress,
and he has traced the history and recurring grotesque
features in llterature from then until the present day,

One can, however, find sxamples in the Schwankdichtung of
Hans Sachs' time and there is a great tendensy towards thie
style in the late Baroque peried, siai;ar'éavglaymﬁaaa
gould be asen in the Wiener Volkstheater and in the Commadis
dell! arte. However, the main starting polnt and reccgnition
of the grotesques in Germen literaturs as such can be sald to
atart in the period of Storm and Stress. Voelker cites ger-
taln authors from different periods and different schoocls of
writing, who vepresent grotesqus features in thelr work.
From the Storm and Streas period he selects Lens and Klinger.
Lens, he saplains, helped to promote the grotesque style of
in 1775,

writing by his "Selbstresension” of Der neus Menous
whers he states that comedy need not have as ite sole purposs

the aim of making people laugh, bhut it should be a presentation
which 1is for everyone and should reflect soclety: "Komosdie
ist Gepanlde der mnﬁaghliahsa Gegellachaft, und wenn die

S Y

E&ms Voelker, Dag Fhaenomen des Grotesken im neueren
deutachen Urams, Theater umamr Leit I Stuttgart:
Baalliue Presee, 1962, vol. I1I., pe 1 ﬂ-—lpﬁsg
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2
arnsthaft wird, kann das Gemaelde nic¢ht lachend wesrden.®
Yoelker sayas thet Klinger'ts work is grotesque in
ita paradox and in the mingling of tragle and comie form,
From the later perieds Veelker takes Buechner and Urabbe
az his examples. Buschner sven uses the word grotesque
iteell in his Fragaﬁﬁh ligygealk: _
Hauptmann: Mir wird gans schwindlig vor den
Fengehen, Wie schaslll Der lange
aehliaggl greifs aus, als lasuft
der Schatten von sinsw Spinnbein,
und der Kurse, das svokelt. Der
Jange let der Blitz und der kleine
der Donner. Ha he . ., . Grotesk!
Grotesk 1 &

The third act of Urabhets Spherg, Satpirs, Irenie und

j}ff&jﬁwﬁii;;iggf has & grovesgue slimax in the death of the
charaster, Yordax.

Later etill, suthors such as Nestroy and Wedekind
portray the destruction of the burgssis in the mirror of the
gr@ﬁ&a&nﬁt Sehnitsler writes a one-agt plsy sntitled Jer
grusne Kekadu which ha subtitles EBine Grotesks. Bub it is

on the most modern authers that the grotesque made its greate
sst impreagion. Iwan Goll prophesies 1t: “Die Hunat soll
den Menachen wiader sus Xind machen. Das einfachste Mttel
18t die Grotaske, aber chne dass sis sum Lachen reise. Die

g o
Jbid., p. 12,

3
ibdd., p. 13.

&
ﬁuarf Buechnsr, koysegk, Stuttgart: HReclam, 1960,
Goune 9, p. 18,
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Honotonte und dis Dusnhelt der Menschen wird so enorm, dass
man ihnes nur pit Bnormitaeten belkommen kann. Dan neue
Dreamn ael ﬁa@wmf”

Before turning to Dusrrenmatt’s particular use of the
groteaque, and the role it plays in his comedy, it is necwasary
Lo examine more closely the grotesgue as a phenomenon in it~
self,

Alvhough several eritics have sade clsmar the charaster-
fotien from which the groteaque is formed and have come oplose
to & fairly clsar understanding of the term by cowparing it
to other forms of comedy and showing whers ih@ differsnves
and similaritvies 1le; 1% ls remarksble that ac one has aob-
uvally attempted a gomplete definition of the word grotesqus
as applisd to the wmodern theatre. The Oxford dictionayy
gives varicus definitions which refer partly ¢o the plastice
ares but also bear relevange to this subject: *Figures or
designs comdeally distortad or &x&ggeyagad. Charaoterised
by distortion or unmatural sombinetions.® The definition
gous on, (and this refers specifically to painting bus it
will later be asesn how much bearing iv has on the meaning
of grotesqgue in the modern litevary ganﬁox&)* A kind of

glﬁﬁﬁ ?Mlkﬁ?, '
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degorative painting or sculpture, in whicgh portions of huwan
or animal fgrms are fantastiecally interwoven with féliage
and Llowsrs."

Three eritics have glven thely own interpretation
af the charaoteristies of the grotesgue: Wolfgang angkr,
who is recognised as an authority on the grotesque in art
and literaturs gives ite basic features which will be dealt

-giﬁh lateyr., He also glves a definition of a certaln type
of grotesque whiech, although not covering the whole field,
is aogurate as far as it goesr "Dig Usstaltungen des
Grotesken 1st der Versuch, das Daemonische in der Welt mu
bannen und aa,hﬁgahwasyﬁn;ﬁ

Justus Moeser much earlier characterised grotesque
ag a apecial kind of laughter: He says that what is cons
aldersd humorous varies from individual to individual vo
such an axtent that one person will laugh out loud about
the same thing which esusen another Lo weep.

Willi Jaezgl who wrote the introduction to Dasg

roteske lm me nen Orama alse sees the mingling of
tragedy and eam&ﬂy in the gré%asqus.
S é -
2bid.

7
Wollga ang R&y”?; 1 A Fetesne
S3talling Verlag, 1957, p. 204,

8
Juptus MNoeser, in Klaus Voslker, Das FPhasnowen deg
Lgakar m-»4,,a;¢gﬁ;&.?m@rwmmr%¢.
Fresas, 1962, vol. 111, p. 10,
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Klaus Voelker gives furtheyr elues to thie goneept:
*Das Groteske usberaschreitet den Bereich der fatire,
Usbertreibung und Steigerung und Paradoxe finden stabtt.
Groteskes Theater usbernimet glelchseitiy die Aufgaben der
Komosdie und der Tragoedis. Dasz gagenwaertige Theater
siaht sich siner grotesken Welt gegenuveber.®

This lust ssntence recalls the passage alrsady guot-

ed in the second chapter from Theaterproblems. namely:

"Unsere Welt hat sbense gur Gretesks gefushrt wis sur
Atombombe, wis ja die ag&kgiyyﬁia&&aﬁ Bilder des Hiercoaymous
Busoh aush grotesk sind.®

However, these quotations ars not enough o gover
the many forme which the grovesque takes, Kayssr while not
giving a complete defimition gives the bewt idsa of the
characteristics of the grotesque. He summarizes the thsmwes
whish the gyatﬁaﬁﬁﬁ art portrays and the forms whish it
takes. Osnerally, the idess portrayed i the grotssque
are pessimistie and negative ones. The dlassolution of the
statio, the loss of identity, the distortion of natural
propurtions, the destruetion of the convept of personelity
and the annihilazion of historie order. Thers are cértain

Klaus Yoalker, Ilbid

10
Priedrich Duerrenmatt, Theaterproble
arche Verlag, 1960, p. 48.

e 5 zﬂﬁ? i&ht
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yeeurring motifs such as: monstrosities, the singling of
the mechsnic and the organie, anissls particularly insects
and those which appear at night, psople are represented as
puppets, dolls, or marionwttes, desd bodise snd masked fuves
appesy fg@quaagiy and often the characters portrayed are in~
sane, As far éa the atructure of the play is concerned, the
asrme) order of life is turaed upside down, time and place
lose thelr meaning. OCrotesgue literaturs iz & pioture of
our sinister, satranged world, The atmosphers is fantastie
and unnerving and the characters in the works experience
not neuslly fear of death, but fear of life. The surprise
or & sudden change in fortune or a kind of deus ex machina
is another popular festure.

How doss Dusryrsnmatt fit into the ploture which
Fayser and the others have gonjured up? He compliss very
well with soast of the characteristies. Kayser quotes
Duerrenmatt in his introduction as one of the leading expo-
nents of this form and says thet Duerrensmact cangiésra the
grotesque the only legitimate form of writing tﬁdi§, in
the light of thie, 1t is strange that Kayser dees not deal
with Duerrenmatt's work at any length in any shapter. He
1ilustrates with grotesque elements from other suthors in
whose works the grotesque plays only a minor role.

%&;f RBE Kaygsr Pag Oroveske, Oldenburg: GOerhaprd
Ssalliﬁg Yor g&g, 1957, %.':t !
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Bagh featurs of the grotesque listed above will
now be considered in the light of Duerrenmatt's works.
{The writer doss not intend to discuss the mingling of the
comic and tragie elementa as a feature of the grotesgue,
as this was illustrated in detsil in the firsy chapter).
The world of Dusrrenmatt's work is very suech the
world of the grotesgue. Nothing is static and nothing
permanent. Life itsalf is sometvhing which can be lost very
sasily. The gharacters of the Hoeraspilel Unternehmen dew
Yega do not fear desth becsuse they know 1ife can be lost
go gaally: "Wir fuerchten sure Bomben nleht, ﬂﬁil‘ﬁiﬁ'ﬁi%ﬁégg

im Tode leben und lernsn mussten, ihn nicht mehr su fﬁf?ﬁﬁ%ﬁﬁ;g
life oan be lost so essily, as those people in Jar
annel sxperienced. They only had to board 3 train snd they

found vhemselves on a perilove Journey out of 1life, whers
time and place lost all meaning ss they fell into the heart
of the sarth,

gippd is the prime sxample

of the inaig&ifiaana& of time and place. Halint-Claude rises
after having been shot dead and takes us back in tisms or per-
haps forward, the direction i as {rralevant as the setting
of the play.

Loss of xdanﬁiﬁy san be seen in the play Bin Engel

F%&adriah Duerrenmatt, Hoerspiele, Zusrich: Arche

?S!"l&g. 195?; B 1.
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on whers the begger Akki snd the emperor

ﬁ&bﬁk&éﬁ&ﬁ&?‘#k@ﬂgﬁ places and thersby luse their identivy
at least for part of the play. In the same play, we san

sae an exampls of the distortion of aatural provortions,

The town of Babylon takes on gigsntic propertions. It is

ne longer a small 40t on the map but there it is ths ghowe
plags of the world, To esphasise the importanes of the
heaven from which the angel stape and its signifieance in
the play, Duerrenmatt glves the following stage dirsctions
in the isntroduction: "So hasngt ein vnermessiicher Himmel
danebel schwebt, etwa

uebar allem, in dessen Mitke der Androme
go, wie wir ibhn in den Bplegeln des Mount Wilsen oder der
Hount Paluomsr sehen, b@ﬁfﬁkxigh nsh, faat die Heelfve des
Buehnsnbintergrundes fuellend.®

Several examples ¢an he found in Duerrenmati's
plays and pross werks of the destyustion of the gongept of
personality, something to which Eayser vefers. {Thia ie
not the zame a2 the loss of identity, for the charasters
soncernsd here do not take on a new form of persenality,
but rather fade inte the background and beopme puppets
and marionettes, anvther festure of the grotesque which
Kayssr bag mentionad). The best example gan be found in

The entoursge of Claire gonsinta

??ﬁﬁdriah Dusrrenmatt, Komoedis

» Zuerich: Arche
Verlag, 1961, p. 173.
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ef several characters who no longer possess personality bug
are Just mechanical figuren. UClaire pulls the strings of
the puppets and they perfors before her. Their reduction
to puppets i3 Turther insrsased by the faotr that vthelr names
have besn changed by Claire sc that they sach resssble sach
other, &.g., Koby, lLoby, Roby, ets; thaey no longer have
geparate personalivies in thelr langusge and expresaions,
but Koby and lLoby speak constantly in unison and repeat
their lines in & pathetic attempt to glve then extra smphasia:

Die Belden: Wir sind swr Stelle, wir sind sur
Ve haben wnb verasaderte ta T
Duerrenmatt underiakes a deliberate destrustion of
historieal order by bis E&ﬁ?,i%ﬁwa&i,éﬁfhggiijiav Although
he takes a histordesl flgure, he changes the character and
avents ééli&aragﬁiy in order to maks bBistory, az he puts 1y,
“ungagchichtlich®. In Eg steht gesehrieben the historical
truth s kept only as far a8 the characters are congernsd
and in respect of theliy desths, but simultanecusly the

normal pattern of time and date is confussd. The characters
can look into the futurs wnd prodict thelr own desath at ths
exaot time and the exact date.

Ap far as the sonstrous clement ls concerned in the
grotengus, therse ars avmerous examples to be found in Duerren~

-
Ibid. p. 287.
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patst's works. The deseripticns in the prose works often
tond to b monstrous and human characteristics are dia-
torted, ineressed or redused; natural things assume en-
prmous proportions. Une exsnples la the description of
the arrival of Claire, Dusvryensmmtt often refers ¢o his
sharaoters or the sovlon of hls works as protesque ag in
"Youn rechts komet Claire

Zaohsnaseian, swelundewanslg, yothaeripg, Perlenhslsband,
viesige goidene Armrisge, aufgedonnert, unmosglich, abay
geyade darun wisder eine ﬁa&g vor Welt, oit sinsr ssltsamen
grusie, trotz allse Grotesken.”

The praoccupation with machines and the mechanic
singling with the organic is a conmon theme of Duerrensatt's
playe. Kayser talks sbeut ssohines sz dengerous instrussnts:
“Das Oerast wurds sum Trasger dsemoplechen Vernichtungedranges
und sum Herrn weber sainen %ﬁﬁ@@gfﬁ%fﬁ

This reealls very strongly the first play written by

Buerrenmatt, Kopsedie., in whieh the terrible weapon invented

by man gets out of hand, that iz man loses contral over it
and it degtroys its saker and the whole world, In the saume
gontext Rayser talks about motor wehieles: "Die spitsen
Gegenstaende ¥ilhelsm Buschs sind in der Fodernw von den

iﬁid., B ﬁéﬁs

gﬁi §3”ﬁ Kayger, Dag Oroteske, Oldenburg: Gerhard
Svalling Verlag, 1957, p. 197



Th
nsuen Instrumentesn der Technik abpelosst, besonders den
gerasuschvallen Eﬁ%&rﬁg&rsﬁugga.*

In Big Falle Duervenmatt writes: "Von weltem
glitten Motorraeder heran, gfaiiﬁahﬁsli vor fernen Hggiﬁanﬁ
her, pfeifend umhuellten ihn die Wolken der Oeschosss.®

Kaysey also mentions the predilection of exponents
of the grotesgue towsrds the vee of rigld bodies or gorpass.
Cartainly Dusrrenmatt includes several particularly in his
prose works, but this theme occurs in the Hoersplel Sira-

nivsky und dex Hationsiheld., Duerrsnmatt shows all the
harror of the grotesgue in his desoription of the twe
corpsas of Straniteky and Antont "3ie keamen vom Neer

her, von der Flut getragen, swei rlesenhafte Wasserlsichen,
dey Pussballapleler auf dem Ruscken des Blinden, Korallen
und Tang aul den gﬁﬁl&i&hﬁgi Schaedeln und Seasterne und
Kuacheln in den Augenhoeblan.”

' Duerrensatt has two grotesque pletures of insanivy,
The one which has alvesady been disevesad is Die Fhypiker
whare the insanity is doubly grotesgue beceuss the charagters
are not really inssne, but have to Jefend and preserve the

ganity of an alvsady chactiec world. Secondly, the insanity

o
’.“‘ A5
18 .
Friedrich Duerrenmatt, Dle Sta
Verlag, 1959, p. 101,

gk, Zueriech: Arche

%?iaériah Duervensatt, Hosrsplele, Zuerieh: Arche
Verlag, 1959, p. 152,
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of Albrechtohen selig, where ths horrible secrst of his
insanity comes to light at the end of the novel Das

There are no actual anleals whiech play izmportant
rolas in Dusrrenmatt's works, with the excesption of the
' n, but the des-
eriptions of inzovts appear, and he uses snlwal-like ast-

donkey in Prosess usher des Bsels Schattes

aphors in order te inoresse the grotesque situation, the
monptrous and bsaves atwosphere particularly in hiz pross
works, In Mle Tails

we find this r%galﬁiwg desoription:
"Hin und ﬁi&éﬁ?‘k&& der Wind, heulte von woltenm wnd brauste
dureh dle Basunme, Jagte den ¥ond durch die soden Felder,
dase disser weber den Buegsl rolilte, grodss wis sin Haus,
ale #in fahler Eopl vell Schwaeren ﬁﬂﬁﬁ%ﬁ%%k&?t aus densn
Rissenfliegen und gruens Kaefer krochen.®

The mesaphors servs %o unite the human and the plant
world, (ef. the digtionery definition of grotesque), Boekel-
son and Enipperdolinek on the wheels at the sud of g steht
geschriobsn ave desaribad {n the followlng way:s *. . . Zwel
Fensshen, recht traurige Subjekte, welche sich aul der
steinernen Flaeche dieser Fauwr den Himmel wle die Beleba
einer gehelmnisvollen Hashtunemone ﬁﬂ@gwgaanmigagf“ Or &

—T3 - O—

Friedrich ﬁaa?ranaawtg s
Verlag, 1449, p. 101,

s duerich: drche

21
Friedrich Duerrenmatt, Es stioht sgeschrie
Avohe Verlsg, 1959, p. 108,

ban, Zusrich:
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human smotion is comparsd to the plant world. At the end
Der Bsgugh der alten Dawme we find shis wetaphor: “Sie
[ deine kisb&é% ist stwan Hosses geworden . . . wie die
bleichen Plise,”
Finally, one {inds s¢ often in Duerrensate's

works the characterdstic whish Keayser deggribes as the
*ﬂ&&a??asahaag”r In the sidst of aaggiﬁﬁni and r#éai&ing

over their new-found prosperity, Clalre veveals the paymsat
they will have to make, and 1t is significant that the last
worde &flﬁﬁgﬁi&iﬁg before the revelstion of Claire's true
purpose are spoken by Ill, hey vietism: *Die Klars i 3@%?&@2
Wunderbar! Zum Kugeln! Voll wnd guns mein Zauberbexchen I

Similarly in Sle Papne, Trape learns that the gane
he is playing with the judpges bas suddenly Lwoone serioua,
The game has begome reality ~- the suddenness of this

realisation oan also be described a3 4 "tarrible soment.”

Thus Duerrensatt's grotesque Ls very much in tune
with the features Kayser attributes to the grotesgue. Hows
ever, aslthough Kayser's work is in wmest respects somprehensive,
and his snumsration of the themes and strueturs of the gro-

?riaﬁri&h 5ﬁ§¥rﬁﬁ§&%§; Fomopdien I, Zuerich: Arche

Verlag, 1961, p. 338,

a3
kid., p. 266,
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sesque 18 quite spplicabls to Duerrensatt's work, he doss
not sonpletaly cover the grotesque in every feature as one
oan 2e¢ by taking a furthsy look inte Dusrrenmattls repre-
sentation of 1, Thers ave two more types of grotssque
whigh Kuyser doss not mention in his work and which Duerren~
waty uges fraquently in his. They are the faneifyl and the
1dyllie grotesque. fReinhold OGrimm poinss this out and he
plue mentions paredy in this eontext, which wlll be considered
daver.

Under the gategory of the faneiful grovesque cne oun
place suah charagters as those in Bin Engel kouwwt nach Babylon,

who are sxaggerated &aﬂ distorted, but not wmonatyeus vhayag-

ters like Akki and Burpubl. Ths audience eun laugh at thesm

without any fesling of distaste. Hurs also the sook in Hg
hit ghriebsn snd there ars numersus other exuuples,

The 1dyllic grotesgue which sesms te be almost &
pontradiction in terme 1s & very interesting and at sthe same
time an integrel part of Duerresmstt's works. The way i
which 1t makes {teslf felt i2 this: Dusrrenmatt deseribes
the moat terrible svents in 4 most powtie way, #o that g
strange sontrast arises betwesn the gontent snd form. There
ars several examples of this, bubt perhups ons of the best is
ﬁhs ésaaripﬂiﬁa of ?gap$ xftsr he hasg huag himselfl a@ the
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"im Fensi-

W

snd of the Erzashlune version of Die Panps
ervabsen bing Traps, unbesweglich, eine dunkls Silhoustte
vor dem ﬁ%gnﬁfaa Silber den Himmels, im schuweren Duft der
Rogan . . 7 Similarly, the two tortured bodies a§§§ha
end of kp stebt geschrd
A device which in an latrinsle part of Duerrenmatt's
gomedy has been inmcluded by Reinhold Grimm in bis stwdy of
Dusrrsnmatt's grotesque ae & form of the grotesqus and he

bricben are comparsd to anemenss.

{8 supported by Hegelhsus on this point: "Auch Heselhuue
betont, unter Berufung aul Justus Moeser und Oottfried
Kaller, dae ®vitale Elesent™ des Grotesken; auch er erksnnt
als Mlttel des Oroteshen die Parodie, dessen ”ggrﬁﬁﬁg“
Kayser offenbar nicht su durchachauen vermochte,.”

It will be remesbered that Dusrresmatt himselfl has
ghown how elosely the two forms are velatsd: 8¢ hat slch
denn die Fargﬁtgviﬁ alle Gattungen geschlichen, is den
Roman, ins Drame, in die Lypik. Welte Teile der Malerel,
der Musik sind von ibm evobert und mit der Favodie hat sich

25
Frisdeich Duerrenmatt, Die
Veplag, 1960, p. 120.

26
Frisdrich Duerrenmait, Zs ateht geschrisben,
Zuerich: Arche Verlag, 1959, p, U8,

27

Reinhold Orimm, Parodis upd Groteske im Werk Dusryen

gggaag, Theater unsersr Zeit, Hassl/Ltuttgart - 11 e
reese, 1962, vol. IV, p. 95.

Panne, Zuerich: Arche
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auch dag Groteaks eingestellt, oft getarnt, ueher Eaﬁggg*

Duerrenmatt has alse polnted out Lo what extant
parody glves the svdern dramatist his fresdom to use sub~
Joets which have buwen traated before in a serious way,
without the faaliﬂg of having plaglavised or having
produced & weak im&%a@iﬁﬁ, Alse he bhas sald that nowadays
one must reduce and §&r§§y figures if they are o be
original and 1life-like,

But Duerrenmatt's form of paredy is not always
Juet the conventional ridiculing of classiosl authors,
Bistory, religion, eto., by simply veduging the characters,
mocking them and making them ant in foollsh and fareloal
manner. Duerrenmatt is top ingenlous for that. It has
besn pointed out by Duerrenmatt in the ghapter dealing with
the thaory, that one of the cheracteristics of comedy and
one of its highest qualitiss 1s its originality. Conseguently,
‘one gannot expest from an author who makes such & statement
that he will simply imivate (for psrody is a fors of im-
itation) his predecessora in & comic way slmply 0 elicit
a few laughs from the audiende, Hven in parody Dusrrenmatt
introduces something whish Brecht gouined as a literary form,
namely "Segenentwurf,® We mey infer that vwhile Duerrenmatty
imivatens the characters and form of a pgrtiaalar play or

28 ‘ '

Feladrich Dusrrenmatt, Theaterprs
Arche Verlag, 1960, p., 55,
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event, he gives the content a slight or even great twlat,
in order to ;atrééaﬁg PEinfall®, sven in parody. UOrimm in
his s%uﬁy of Duerrensatt, pointa out thet the reader must
not expect parody ia the sonventional farm from this author:

£8 handelt sioh um Parodie. Absyr um ﬁazahg Art von
Pavedia? Wirklich us jene altbekesnte, usber dio se sich
nicht lohnen woerde grose Aufhebens su machen? Geschieht
auch bedi Eg&rrsga&té nichte weltar, ale dase sine bherushets
KElossikerssene aul sine weidlich hiiii Yelse v&r ALY
wird - well w8 hals dem Autor, dem wis ar»azaaﬁl nichts
hellig ist®, gerade #inflel? VYer so dechbte, hastite die
&&gnntliaha Absicht und laistung Euﬁrrﬁﬁﬁgtts wsbarhaupt
night srkannt., 29

Onerrenmatt &&&a&lf* in Thesterproblsme zives us hie

own interpretation of the mesning of paredy: "Er parodiery
sie L the characters 1, das helsst, er &%ﬁlé% sie im bewusaten
Gegeneats su dem dur, was sie geworden sind,”

Where then does che pavedy lis? DSometisss in the
naines of the gharagters, but mainly in the form in whish the
events take plaece, The fore of the originzl work remins
the =zame, but the content is transiorsed,

Several examples gan be found in Duerrenmatt's work
of this wype of paredy. Perhaps the most salient example
¢an be found in the scene in Frank ¥, )

§§’

Redinhold ﬁrimm,_P;x~@;g,eé;‘*;;;s;gf:bepAi;;
Dusrrenmatie, Theater unserer Zelt, Sasel/Dtubigart:
pasili »vwasn, 1962, vol. IV, p. gﬁe

gr&aﬁr&aﬁ Duerrensats, Theaterproblens
Avehe Verlag, 1960, p. 55,
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Seene 10). It comes ab spproxisately the saee place in
koth plays. It 18 8 queation whigh interests Duerrenmetvt
Lo & great sxtent, namely justice snd merey. Both Ottilde
and Don Carlos have committed unpardonable crimes and both
face vetribution. It is ﬁaiy that Ottlilie wants Justice
on her own goaount and the king fer Don Carles, The king
is s%4l) hoping lor merey for his awni "Igh 1&:§£ ihn
flishen, wann ioh ibn / Sicht sterben lasssn kann." Whils
- Okeidie says: “loh will kﬁiﬁg Gnadel , . . Gerechtigkelt,
augh wenn sie smich vernichtet ™
The twist which is an ironde ons, is that the king
must put his sen inte the hands of the Inguisitor and Justice
will be done: “Heenig: Kardinael, ich have / Das Meinige
getan, Tun Ble dus IThre.” While the Stastaprassident says
to Otedlie: *Nein, nein, §?ﬁ§?¥$ von #ir heine Strafe,
erwarte von mir aur noch aﬁaﬁﬁe
Other parodies of literaturs ﬁggé# in the Hosrsplel
ig Sehatten, whars Dusrrenmatt disge-

;iigdriﬂk sehiller, ,éif;;¢;

08 1paigz Graaahsrsa
¥ilhalm Ernet Auvsgabe, Inssl ‘éﬁﬁ. ¢

ps 550

%riﬁdrieh Dusrrenmatt, Frank Vv, Zuerich: Arche
Verlag, 1960, p. 87. ' ' .

33
Friedrich Schiller, Don Carlea, leipsig: ﬁraunhara@g
Wilhelm Ernst Ausgabe, Inse)l Vorlag, aééﬁ; pe 554,

34
Eriedrieh Duerrenmatt, Frank V, Zuerich: Arche
Verlag, 1%60, p. 87. '



gloses the parsdy in the gahgizla, Baeh Fleland - aker nioht
gehy, and ke changes the snding and sakes his version of the
tals end in dlsaster,

Dr ke takes Schiller's work agaln es the subjest of
his paredy; the scens in which Bosckmann adeonishes Frank V

for his orimes recalls very atrongly the scgene in whioh
Hoger adimonishes Frans MNoor ln Dis Rasuber
matt ahanges it by an ironigal twlet, for Boeckmann i an

Agﬁiﬁ ﬁnﬁrrsﬂn

steaped in guilt and erims as the one on whom he is pro-
anouneing Judgement.,
esse Duerrenmatt sffects both &

parody of ii%&raﬁnyg and of history. Parody 1&$§»a1r&aéy
in the faet that he calls the play "ungeschichtlieh®, He
sust have intendsd to parody Shakespesre: PFiret, the play
is set on the Ides of March, A.D., 476, although, sccording
to history, the deposition of Romulua took place in the
Sapsember of that ysar; he obviously set the play on that
date to satablish a parallel te Caesar's death, Agt IIX
with its sonspirstors! sgaa@ ie an Q?1é§n$ parady of Caesar's
assamsination in Shekespsarets play. Baspesially effsctive
fg the lins in which Romulug turns to the cock and asym!
¥Xosgh, aush dégﬁ, abvicusly an sllusion to Cassar's famous
"8y teﬁEm&#?ﬁ

35 ' |
Friedrioh ﬁmwmmw, Romosdion
Verlag, 1961, p. 63.
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Shekespesre is agaln the object of both parody and
irony in the opers Frank V. At the begloning of the play,
the Pevsonalchef appears like the prologus in Shakespeure's
playes and expiains that the “herces” of the play will shed
no less blood than Shakeapeara's.

tomulue der Grosse one finds Dusrrsimatt ridisuliog

another classieoal suthor: the Esperer's daughter recites
vayses from Sophooles in the second ast and ubters gquotations
from Antigone's spesch &8 she 1g led sway to death in the
nidat of the squawking chickens and fiying faathers,

How is Gosthe spared. In Eg steht peschrieben ¢
is a marksd resemblancs betwess the ?rﬁlag im ﬁi&m&i in
Faust and the first scene with the Anabsptists knseling on
the atage. The pavody las espeolally effectlve in the laeb
line gf ths scene where thsy declare: "Ehrs sel Oott in der
Hoshe,"

Fawous characters in history are also parodied. The
death of I1l 4s very slmilar to the death of the great Swiss
hero Arnold von Winckelried. Both perform sagrifices, one
for his country, the other for his town., One saorifieial
act sogours in a "Canse™ namely I1l's and the othey by'ﬁrsain
ing a "Casse”. Their modes of death are different. Ill dies
of a heart attack, and Winckelrisd loses his 11£% by sthrusting

&Qﬁ!’i#k) Zﬁmmmm. Es gteht gesch
Arshe Verlag, 1959, p. 12.

isben, Zuerich:
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the spears of the knights into his own bedy. Dusrrenmatt's
parodistic twist lies in the fact that I11's im an unwilling
gaurifice and not for o wmoral veason, simply for the greedy
eitizens of Ouellen, in opder to lngreasge the prosperity of
the town., Winckelried's set 18 & herole one, whilch gained
his country its fyeedom and wmade him go down in bistory as
a national here, but this herolesm is not possible in the
tines in which wa live, accerding te Duerrsnmait,

%ﬁﬁ%&&#ly Herkules, whom we think of s a Uresk
hera, appears in Herkwles und dey Stall des Auglas

parody and ende his caveer as a welght lifter in & clrous.
Thers sre other sources for Duerrenmatt to parcdy.

Twe works are intended by Duerrenmatt to be parodiss of

gertain types of litersturs. ;g;uggsg;;fgig; which he des-

eribse a8 Reonlew auf einen Detelktivropan,

again in the twist whieh Duerrenmatt puts in by noL allaming
his devsctive to catoh the eriminal ae in the gonventional
eriminal story. & |

love story. Duerrenmatt wrote two endings to thle narrative;
one Por lending libruries, sinee it is a2 happy end, and the
other & net so happy end, a rather sharp slight on modern
1iterary taste.

Cartain protetypes of the modern bourgecisie are
presentsd as parodiee in Ein Bnge

Ersminister is & parody of & p@litigian; for example, he



| &3
says: *Leute wie wir komesn imser wisder &@eé?ﬁ

Barghabin has this to say about the figwres of
Dusrrenmattts plays in generals "Sie sind in selinen
Stvecken dis Filguren sle 5&}&%@, saaéxﬁaAga?§ﬁiatiﬁghs
Splegeiungen ihrer Funktionan in desr Wels.”

This may be trwe of the funetions of the fipuree,
but msverthelesn, the oharasters exisy in thelr own vrighs,
and #a¢ ip oot gware that they are Jjust vsprsssntatives op
pretotypes. They are all an Individusl as the plays theme
$t1¥§$; despite the amount of paredy vwhich Duerrenmsit
Antroduces.

When trylng to discuss the intervention or introduction
of abaurd slesents in Duerrsnoatt's works, one ls confronted
by a preblem. In the medern theatre fovms do not kaow the
strdet barplers of the classicsl theatre, where a writer
would not strey from one form to anvther and sagh form was
glearly defined, WNowsdays, forms overlap, sspecially such
concepts a8 grotasque, abeurd and epic thestra. It 1s often im-
poseible to define whad le absurd or grotanque; the declsion
one makes will be wvery sublestive. In Dusyrenmatt's works
the writer is inelined to ases the predominance of grotesque

F‘rmdrish ﬁmfwmﬁ, tpmoedion I, Zuerich: Arche

Verlag, 1961, p. 2

a8
®. waghahﬁ, “ﬁ?ﬁaﬁ#ﬁ&h Dusrrenmatts Splel mit den
Ideclogien®, Frankinp fee 1L, Jg. 1906, Hefe 2, p. 203,
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sver absurd, but thers are definite situations in which the
absurd holds sway.

Farhaps a distinetion c¢an be wade betwaen the two
modes by saylog that the grotesgus reprasents life in an
unresl way in order to make reslity comprehemsible; the
abeurd, howsver, is more defeatist. Iv accepts the usreal
charagter of 14fs and reapresents 1t on the stage without
argument,

Elaus Voslker sess theme diffioulties in definition
and points out how slossly absurd, grotesque and eple thestre
are related:

klle bedeutenden Dramstiker habes grotesks Pittel
singesetzt. Dennogh schaint ¢g alyr niebt gevechtfavtigt,
groteskes Theater su eines usbergeovdaeten Begriff su machen.
Urovesk wis absurd aind nicht als Pormkategorie gesmeiat,
Houte wird gern des splsche Theater gegen das absurde Theater
ausgsspielt. Das splachs Theatsr ssinerssivs arbelvet oft
mit den Mittaln des Grovesken, 3¢

¥arein Esslin writing on the theatre of the absurd
shows that the absurd theatre is a product of the era in

which we are now llving: Hs says:

The theatrs of the Absurd, however, can bte seen as
2 reflsotion of what seems the a%ai&aﬁa nost genuinaly
reprasentable of our pwn tire's contributien.

The hallmark of this sttitude is its sense that the
gertitudes and unshakeable baelc sssumptions of former ages
hav?iﬁaanagawgﬁ away, that thay have been tested snd found
BWEHLL ﬁ& 2 5

Rlaus Voelker, Dag Fhaenopen des Orobesken im
sachen Urame, Theater uaserer c<ellb, Besel/Jturtgart:
Fraass, 1?52' ¥0l . ZI-}:% | <3 L5. .

&0
Martin Eselin, The Theatys
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Camnpg glves the symptoms of the modern thought's
turn to absurdity! |

A world that gan bw Qﬁglﬁiﬁﬁﬁ by ¥¥aﬁ5ﬁiﬁ%§ howsvar
faulty, 18 & famlliar world, But in &« universe that lp sud-
denly éﬁﬁ?&#ﬁﬁ of fllusions and of light, wan feels 5 strange
ar, His s &n {rremedisble axile, beosuse he is deprived o
memories of a lost homeland aw mueh &% he lecks the hope of
& promiged land to some. This divoroe bevween man and his
1if'e, the aoter and bls setbing, truly constitutes the feol.
ing of Absurdity. A1 o

Easyser saya: “Bie verfrapdete Welt erlaubt uans keine
Optentierung, sle erscheint als absurd.”

In an wasay on fafke, lonesco defines his understand-
ing of the term in the following way: "Absurd is that which
is davoid of purpose . , ., Out off from bhis religious, meta-
physical, and transcendental voots, man is losts all his ae-
tions bacome senseless, abuurd, useless.”

In fact, the theatre of the absurd is trying to ex-
press in its own way the purposelessnesas of aetion, the sense~
lessneas of the human gondition and the lavalidisy of any
form of thinking or of falth of former centuries. The way
the theatys proves the fruitleasness of sction is by banning
it from the stage. The play now depends upon the characters,
language and conversations which are in most cases banal,

A e 3
MR ] ?’ﬂ xil!

ang Kayser, Das Orotagk

%ﬁlfg _g Dap Orstaske, Oldenburg: Qerhard
Gtalling VYerdag, 1957, p. ip4

&3 .
Fartin Esalin,

rd, Haw York:
Anchor Booke, 19€), p.
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funsignificant and often unintelilgible. As can be seen in
Duerrenwatt’s repreassntation of Romulus and his conversations
in the first part of Rosulus der Or
are backed by faots.

puge the above statementa

Duerrenmatt also fits inte the pletues of the shaurd
as far g8 his theory is congerned.

G.R., Hoeke, writing of Dusrrenmabt, polnts out that
the absurd is both a form of the Barcque and a modern teond
ency in litsrature: *In der Kunet des Barocks und der
Gegenwayt ist der Rang sum Absurden, Alogischen sur Sensation
und Sohockwirkuwng besonders grgag§”

He goog on ue say that this tendency can be geen in
Dueprenmabtt's works in the following way: He says thet
Duerrensatt betyaysa: %, . o Ein soderass und suropaeisches
Beduerfnis, einen babylonischen ?ﬁgﬁ zu bauen, des Proble-
matische mu 1atﬁgris§ag;“

From Duerrensatt's own words we find the ressons he
has for writing in this way; the ressons he puts forward are
clossly related to his views on the world and 1ife in general.
Un one oeeasion he offered the following defence of what might
be interpreted as nihilistic and absurd elements in his works:
"Igh schreibs usm das Absurde diessr Welt wissend, aber nicht

P -
Q.. Heake in Hans ﬁﬁmﬁimr Frisenh und
Bern und Muenchen: Franke Verlag, 1960, 17
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vayeweifelnd,” L5
In the introduetion of his first but unpublished
play, Komoedis, he writes: "Wir sisd vom Unraum, vom
Unwesentlichen, Bedeutungslosen umgeban, Der Staat, die
Religion und die Eunst sind fuer sich, ohne Besishung su
sinandey, sbstrakt, usberschwenmt von Technlk, dem Bild

don Wesenlosen.” L6

How does the sbeurd make itsell felt in Duerrvenmatt's
works themselves? Mainly in whet we would consider foclish
and farcleal and in thoss cheracters which we might regard
as ¢lowns. Tt i3 not so much the characters which ineorp-
orate absurd elemsntes themselves but their attitudes to-
woards situstions. However, in Duerrenmatt's works the
shuracters which aprear absurd are in antusl faet often
the only enlightensd ones. They heve undsratood the sense-
leasness of 1ife, They realise thelr actions will bs in-
effective in an absurd world; they resign themsslves to
their fates, in such a4 way as to meke the other characters
and the audlencve (unvil the author reveals the real meaning
behind thelr attitudes) regard them a8 ridiculous weaklings
and {in the case of the Phyelcists) sven as insane.

—— , »

#?isdriah Buerrenmatt, Eomoedier
Cover, Zuerdcht Arche Verlag, 196

b6 '

ﬂ&n& 3&%3&1&63’ ¢ ZXASGH ung vuerrenmatd, Bern und
Musnchen: Franke Verlag, 156U, p. 124

1, "Blurp® on Paper
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Romulus 4is, of course, an sxuample per ¢ of sn abaurd
gharaoter. This soperor with his intersst only in ghicken
breeding infuriates those arcund him; vet as the play moves
on we gein insight into his eotions or non-pction. In [g
ptoht peschriobon we find words whioh could be laterpreted

as Romulus' grede: "Dur Fesseh vermag nicht das lrosse, er
vermag nur das ¥leine, und das Klelne ist wichtiger ale das
Grosse. }ﬁ&? kosanen viel Gutes tun aul der Brde Welt, wenn
wir beacheliden sind." 47

Tet, in spite of his ssgaeclity, the world in its senne-
lessness gots the Pettsr of him and he has to confees: “Hs
i8¢ alles absurd geworden was loh %&%,* gand Odoakey shows in-
pight: "Die Zerstoorung Noms, deln Werk wird sinnlos geworden
gsein, wenn dies geschisht.” 48

Baevmiger, writing of Dis El

30 Aatdin EMeL L Sl gmdtelagd o

has this to say: "Es st eine Apokalypse inm klelnen Rahmen.

49

Der Yeg einss verkitasshten Buergsrtums fuehrt ins Absurde ™
That is the basie of Die BEhe des Herrn Mississipnl

Ho longer is one character theught of as absurd, but here

&7
Frisdrich Dusrrenmatt, £3 gteht geschyleben
Arche Verlag, 1959, p. 33.

LB ;
Friedrich Duerrenmatt, Kome
Vﬁi’l&&, l?&l, g‘ﬁ 7? L4

len I, Zuerich: Arche

L9
Hanas Baensiger, Frisgh und Duerrenmatt, Bern und
Mauenchen: Pranks Verlag, 1%5U, ». 47
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sosiety is shown %o have no real ssaning. The old eredos
and maxims have disappeared. Mlasisslippl, a4t the end of
the play, gsing insight and pecownts the absurdity of life
in 1ts many forme:

Parn 4st dae Oesets nieht sinnlos? Dann let ea
nieht sinnlos, dass Sch getostet haba? Hight sinnlos
diese Eriege, diese Revelutionsn, die sich hseuwlfen, die
sich zu sinen sinsigen ungeheuren Trompoetenstons dss Todes
verdiohten? Dann aendert sich der Nensch, wenn er g&a&raxﬁ
wird? Dann het das jJuengete Gericht elnen 3lmm? §

skki in Bin Enpel kosst nagh Babylon 4n bis "Mpkamen"
pointe gut she absurdivy ﬁf‘ﬁgrgiﬁ matdon in the world of
today: "Heldentaten sind elnnios®, be says,

Nowhere doss Duerrensatt point out the absurd char-
seter of the world more strongly than 4n his collsesion of

Pie Stadt, &iﬁhﬁﬁgﬁiﬁﬁﬁ gharacters do not aet in an

#beurd manner but rather become regonniled and lears to
secapt the abeurdlity of existence.

The collection Die Dtadt bears a sertain simllarity
to the thought and cutlook in Camus® Mybhe de Sisyphe. The
main purposs of our modern wxistenge is as Dusrrenmait puts

it: to eresve pomething out of a wold: "ius Nichts etwas
gy machen.” All men's of forts are futils, the character

??&ﬁéﬁ%ﬁé,ﬁuﬁr@ﬁ@m&ﬁ%, I s Zuerich: Arche

Yerlag, 1961, p. 162,

i%zg,, P 227,

42
. Frisdrich Duerrenmatt, Dis fte
Verlag, 195%; p. 535,

de, Zusrich: Avchs
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in Dag Bild des Jigyphus states dejfectedly as he stares

into the fire and relleste upon his poluntless sxiatence,
The student in Depy Tuanel blooks his sars in order to es-
cape the realigation of the absurdity of the cutside world,
At the end of the sxtrast, the charasters alsc see the
hopelesgness of esgape.
of the abasurd, and the way in which man gan overgome life

8, Dusrrenmatt sxplains the danger

avon in the face of absurdivy:

#ir sind FMaenner, haben damit su vechusn, ung dagegen
g0 wappnen und uns wor allem klar dervusber zu werden, dass
wir om Absurden, welches sich notwendigerwelse Llomer deutlicher
und meeghblger selgt, nur denn nlokt scheiterns und uns einie
garmsssen wohnlich aufl dleasr Brde sinrichtsn werden, wenn
wir as desuetig in unser Denken elnkalkulieren. 33

As well a@ these new forms, Dusrrenmatt uees more
traditional methods of achieving comedy sueh as irony and
satira, both of whish ave slso closely velated to vhe gro-
tesque, and olften they involve parody.

Dusrrenmett probably Inherited the setivioal side of
his mature fyrom his grandfather, Vlrich Duerrensatty, the
revolutionary aldermen and satiricel writer. Dusrrenmeti's
gatire appears la meny of his workei the thewes which he

stbacks are wideapread; nothing is spared. All forms of

idealism, religlon, politice and soglety in its many forms

gri&ériak Buerrenmatt, Dag
Arche Verlag, 1958, p. 213,

X3 ';;_- e, Euﬁriﬁhi
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gome under attagk. ,

Reinhold Orimm alse polnta out that Dusrrenmatt's
work hap a strong satirical streak: “Hit den dasmoniachen,
vitalen, splslerischen und parodistiaschen Elementen des
Orotesken, . . . verbindet sich bei ihm [ Duerrenmats 1
inmerwieder ein starkes setirisches Element . . . Der
‘Sativiker will aber nichs rusgen, sondern auch bsaaargf*

The writer is inelined to disagree with the ses~
ertion that 1t i@ Duerrenmatt's intention to eorrect and

improve through his satire. He never in his Ihsaterproblens
or in any other exprsssion of the ldeas buhind his writing
indieated any didactic purpoze in bis work. He is more in-
elined to pressnt 1life as it is and people as they are Yoday,
1f by doing so he wmanages to change oondivions it is by
goincidence, not by intentlion, at least act expressed in-
tention. On the contrary, he does not went Ho use the stage
as a means of sxpressing ldess and theories. As he hlmself
said: “Dis Bushne stellt fuer mish nieht eln Fald fuer
Theorien, Weltanschauungen und Aussagen, eondern sin Instrue
ment dar, dessen Hosglichkelten ich zu kennen versuche, indem

ich demit ﬁp&algg“

5 | |
Reinhold Orimm, Parodie und Groteske 1m Werk Duerys
‘ggggg, Theater ungerer Zelt, Basel/Btuttgart: Hasilius
ress, 1962 wol. IV, p. ﬁsuéég

5
grﬁoéx‘wﬁ Dusrrenmatt, Theats
Arche Verlag, 1960, p. 2.
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Alvesady in Zp gtebh seschiisl

an we find the ba-
ginnings of Dusrrenmatt's satire, Here religion i sttack-
¢d, or rather the fickleness of human nature as regevds
relipgion., Beligion hasp begome n fashion te be taken up,
disearded sy exchanged:
Uayr Feon: Dle habena mit dep Glavben wie mit den
Hemden. Juerat way katholisch dile Mode,
Qut wiy waren katholisch., Dann way
Iuther dle Fode, Out waren wir luther-
isgh, Jetst sitzen dia Tavefer im Rat
und meine Frau ﬁ&g&: #lch warde tasufe~
visch, Ich auch, sagt sein Sohn, ich
aueh sagt meine Toohter.” De sag' ioh:
iy gefaellit's in &ing&m Homd uwnd igh
bl&ik@ lutharisch.®
ﬁﬂligiﬁﬁ is the object under attack agein in gin
Enpel kommb nach Babyic Bere the satire takes s differant
form. The &ﬁgﬁl ia the &yabﬁl of the divine, but in this
play the illusion of the Lafsllibllity of the divine is

destroysd, The angel ls very human; be sakes mistskes.

Kaurprubi falls in love with the king and not the hegger

and yet God intended her to marry the humblest man on sarth.
At one point Eurrubl accuses the angel of lying, whereupon
he replies: "Der Himssl luegt nle, mein Kind, Bur fasllt
a8 ih?.k&#ﬁ#il&ﬁ sohwer, sich den Fensvhen verstasndlich su
machen.” On several oscasions in other plays thers is a

Prisdrich naarrﬁaaa%t, Lp pteht zaschrieben

i, Lusrlehi
Avehe Verlag, 1959, p. 2

57
Priedrich Duerrenmatt, Zomoadien 1, Zusrich: Arche

Verlag, 196}, p. 182,




reforence to %h& jrreligiosity of our time; in Der Besuch

ame thers is this passage:

*Qgr Buergermeistar: Meine Herren, die Miliavdaerin
18t unsers siﬁxig& Hof'faung.

Depr Plarrver: Auaneyr Gott . . » 58
Der lLehrer: Aber doy sahlt nichy .®
Palivics iz satirvised in other works. In Ein Eupel

comut nach RBabylon the Ersminister makes an observeation a-
bout yali%iﬁiaﬁm to the effeet that the move often a poli-
tician contradicts himaslf, the greater he is: %Je ﬁugtara

sin Politiker sich wliderspricht, desto groemser ist ep.”
In Die Ehe des Herrn Masisaivpl it is nob politics
in general, but certain idealogiss and politigal factions

which vegeive the seern of satire. Sainte-Ulaude relates
with pride the distinctions which he has received since he
has besn a mewber of the party: "Ich haby #8 sben such
geschaffe, Ieh bin Busrger der Bowleb-Union geworden, Uberst
doer Roten Armee, Ehrenburger Rumeeniensg, ibgeordneter des
p@lﬁiaﬁﬁzg Parlaments und Bitglied des Folitbueros der
Kominform.” He has besn given orders to reorganize the
Communist party wnder the name: “Partel fuer Volk, Glaube
und ﬁ@iwﬁg“; this might be & refersnce to Bchosnherr's
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aube uynd Heissb in which the Protestant Tyrolsun
peasants stand up agsinet the counter reforsstion.

Society s satirised in ivs sany forme. Elp Engel

mat nech Babvion shows the anxiety of the msmbers of

éiff&?sa% glagses Lo bettsy themeelves or %o giva the im-
prespion that they are hettay then they are, for example by
giving alas vo the beggars:

"Tabtum: Wisviel geben denn dis Demen der grossen
Geselluvhaty?

Akkit Zwai Goldssuecke. N

Tabvumt  Xob kasn dir drel gsbea.®
Hey reward lies 1n Akki's vepliy: ﬂﬁgﬁgiggkﬁﬁﬁg% du zur
gans grossen Gausellsohafy, sehosns Daue,¥

#hen Niaved wante to ilubtroduge the soclisl state inte
Babylon, he doss not mest with much snthusizsn frow the
othars:

"Ereter drbeiter: Wir kennen disse wahrhaft sosialen

Htanten.
Gimmil: Sie dienen nur der Bereicheru

des Zoenigs und der Beamten.®
Ordwe eonaidera Doy Beguch dor alten Dame

point at whioh Dusrrensntt yeaches a4 olimux as a satiriesl
wirlter, In this play, the setire 1s congentratsd mainly
on the gurrupt scolety of today, its materialiem and ite

ﬁ o .V'.
Abid., p. 186.
62

M'? Pe 251 .
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lmmoralisy, with special regard to justice. The atmosphere
of the small town 12 also & grateful aubjeet for satire,
with the gossip, the self-importance of its membevs and
the pride in any of its former inhabitants who have made
govd, sush as Clalrs Zachansssians

“Dar Deitte: Dabed waren wir sine Kolturstads.
Der Zweite: Bine der arsten im Lande.
Dar Erste: In Buropa.

Dey Vierte: Gosthe hat hier wsberanachtet, Im
Ganthof sum Goldenwn ﬁgﬁﬂ%&lsé_

3
Per Drittar Brabms eln yuartett komponlert.®
Fumsrous examples san be found in Duerrenmsttts
works of irony, but perhaps easpsolally in Bin Engel komst

amhigﬁity of language snd situation; a prise exasple gan
be found when Rebukadonesay says the following words to the
sxacutionsrt ®Du bist der elnuige in H&iﬁﬁggﬁﬁi$ﬁg der
sioh nicht verstellt hat, der ist was ér lat." But the
sxsgutioner 18 really the beggar, Akki,

GClaire: “Sehen Sie, ﬁ&rr>£ghrar, die hak& ieh im ﬁagk,

[

Ibid., p. 264.
Gh q
idd., p. 239,
63 |
Aid., p. 272,
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In the snd, Il1) reslises thag 4t is Claire who holds the
sagk and he who is inside.

Irony 18 often uned delibverately for “"disiliusion.
ment® ({.e., the destruction of the stage 3llusion): When
Saint-Claude in shot, he rises and delivers a spesch in
which he refers 1o his own death: *Meine Damen, meine
Herren, ich bin sban belwm Klang verhallendey giggkanglaekun
erschossen worden, wie Sie bemerkt habsn dusrfen.”

But Dusrrenmstt's comedy 1s not always dependant
upon elements such as parady, irony snd satire; elements
segentially dostructive. He is 2 master of style and
voosbulary and dialogue snd these are the ahief sources
of his humour, 1% is sxtremsly witty and varied, He
changen the atyle and vogebulary te sult his figures and
they gain in gk&raatﬁr'hy thelr individusl style of spesk-

sage ong van find perhaps the wittiest

iaﬁguaag %f gii @kﬁ gl&yg, where bhumour depends ¢0 a great
sxtant on the actual cholee of words and thelr relation to
the characters. Dusrrenmett goss o great lengthe in the
charasterisation of all his characters even in the minor
ones. Wittiolsme cen often be found more in the language.
of the minor roles than the main characters. In Homulus
the aﬁ&ra#tﬁrs' names are chosen with particular attention

L3 -
Mc,?&%




99
to thelr charasteristics as 18 thelr language., Both Zens,
the Basbern Bmperor, and Msres, the way minister, love high-
£lown terus suitable to thely roles., Fares'! vocabulary is
often uwlnged with belllonl worde: *Totals Nobilmsohung iet
ﬁié Beselohnung fuer die vollstaendige 2auammg§£aszaag aller
Kraslfve siver Hatdon su militesrischen Zwecken,."

The aetor, Phylax, offuses theatrical language and
averything i# given grest sephasis: *?ragisekgg, Prinzessin,
rhytheischer, mshe Jchred von innen heraus « « "

Several tiwmes the langusge 1s pungtuated by pune and
play on worda: “iir suessen awlechen einem ka%as%rg'galxn
Eapitalismus und eilner kapitalen Katastrophe waehlen,® Or
his charasters proncunce oertaln maxims or proverbs as Rosulus
when he states his objeotions to the new fashiona of trousers
for went "Wo die Howve anfaengt, boert dis Keltur &ﬁz?“

Surrealist touthes are o be found in some of the
plays, and they sontribute also to the grotesque humour of
the plays. Eg gbeht gesohrisbsn has both a Surreslist ele-
ment 1in the stage setilsgs and in the way the charasters
address the audience and talk about their inventor. In

2uid., p. 27,
68
Abdd.s po &2

igig., p. 58,

70
MQQ s 30,
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particular, the surrealist touch csn be seen in the stage
directions in the middls of the play in the painting of the
gamp of the Landskuschte on wrapping paper showing & yellow
rhree~guarter woon, the planet Jaturs with its rings and
Mars with ite canals; lateyr on in the play, there is a fan-
taustic dance on the roofsops in the light of the full moon,
In & latey play, surrealism is present agsin in the scenery
for instance of Die Ehe des Herrn Nississiopd

hanging and digappeapiog plotures and the mirrors with
thely contvary viewa. However, the surrealistic slements
do not axist on thelr own ae comedy; they only serve to
snhanes the commdy oreated by the cheragters sad situations,
Parelesl slesanta contribute to the comedy and they
arve payticularly huseurous when sombined with she deliberate
avaghreaigns used in his plays and prose; 1.¢. in works set
in ancient or bistorieal tiwee. There sre several allusions
to the Hasl era 1z fomulug der drosse: Romulus makes Mares
Redchemurasshall -« probably sn sllueion to Hitler's Relchsmar-
schell Ucering. He alse sensions practices populayr in modern
Purepe; for instance, the givd wh& wrote on Mares' sword was
f8in Disnstresdohen aus ﬁ%l?ﬁti&ﬁ”, perhape & refersnce to

the seny Swiss girla smployed abroad aa house helps.
it has now been sesn that the different forme of

Mq; Pe 35&
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gomedy i Dusrrenuatt's works are partly mﬂﬁm@@ﬂ by his
ploture of the world today. Although a mester in many forsa
of womedy, he tends to favour thoss whieh reflect the world
of todey in ftg horror and incongrulty reprossuted in the
grotesgue and absurd and Iasig satirs and paredy of the past,



GHAPTER IV

~ When & man such as Dusrrenmatt in the twentisth
century, with a cultured background and a vast knowledge of
literaturs becomes a dramatist, it is inevitable that oritics
will examine his work fyom the point of view of the influence
of other authors, and will point out in his plays similar-
jties with other works and that they will go even so far as
to aceuse him of plaglarism, particularly in his early works,
This chapter i3 not intended as an attempt te reduce and
eriticise his style, structuwrs and content, bubt rather to
show the influenue of other authors and their works on the
formation of his own individual type of comedy and on the
dramatie atrusture of his plays,

One can distinguish in Duerrenseatt's works three
kinds of influence from other authora: There is, first of
all, a consclious imitation of another man's style eut of a
sense of admiration, This would be ze in the case of many

of the authors Duerrenmatt mentions in Theaterprebleme, as
for instance, Wilder and Nestroy. Admiration for an author,
howsver, doss not sxplicitely imply that Duerrenmatt will
imitate him and it would be wrong to search in Duerrenmatt's
works for some slight associstion with a particular author,
purely hecause Duervenmatt happened to pay him a tribute.
Thers muat, of course, be reasonable evidence of the influ-
102
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ance in the works themselvea. Secondly, there 1# the un-
consoicus imitation: Dusrrenmatt may at one point bave
vead & play or novel in which something struck him as par~
ticularly effective, and in 1&%@?Ay§&ra he may have used
this specific device in his works under the i1llusion that
it was his own creation {(or, the unconscious isdtation may
be sush that it is really soincidental; Duerrenmett may
Bimaelf not have yead the partieular work, but had an idea
whigh afterwards was ssen to beay ttrikiag siwilar&t?'ﬂigh
the work of another auther)., Thirdly, is that which Elisa-
bath Brock-Sulzer refers to in Dusrrenmati's works as en
"Anti-Sbellung®, yaht says on this point: "Doch ist
Avaeinandersetzung, Feindachaft oft schoepferischer Anlass
fuer Dueyrenmatt. Bein auvegesprochen kuemplerisches
Temperament lassst ihn sich an der Abwshrstellung in-
spirieven, Duerrsnmatt ist ein Anti-Schiller, ein Asti-
GClaudel, eiﬁ.AatiaBre&h§”‘

This Yanti" attitude often expresges itself in the
form of parody (as ridicule). What Dusrrensatt ridicules
is the pertinence in the present day of the idess gonocern-
ing herolsm, and the tragie presented by authors of past
centuries. (As Duerrenmstt's parody hae been examined by
the writer in Chapter III, p. 78-85, it does not geem

3 :
Elisabath Brock-Sulser, Duerrenmatt und die Yuellen,

in Der unbequeme Duerrenmatt, Basel/Stuttgart: Hasil

Premse, 1962, p. 128,
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neceasary to go inte this aspsct in any detall here).

The influense of authors and their works will be
sxamined in the malin in relation to the svructure of the
playe and to the formse of gomedy in them.

Perhaps tﬁg Bost quoted source of Duerrenmati's
own brand of humour and atyle of comedy is Aristophanss,
Gertalnly Duerrenmatt has a great admiration for the Ureek
deasstist and wentions him geveral times in Theaterprobleme

chiefly a8 one of the Lirst dramatists whoe were opriglnal
and who established the tradition of comedy as beling baged
ﬁﬁriﬂfgﬁﬁiak and originalisy. YAristophanes lebt vom
Einfell¥, says Duerrenmstt. At another pelint he mentions
Aristophanes in conneotlion with Hestroy and has this %o
gayt ﬁ&éﬁ hat man Jederueit nichy nur auf, sondern mit dey
Bushne gedichiet, ich denke etwa an die Kemosdien des
Aristophenes oder an die Lustaplele Nestreys, . . .g (vie

aleo know that Duerrenmatt had read many of Aristophanes’

pointz out that Aristophanes also orsates "Distens™ in his
worka and shows the impwxﬁsaea of Distans in comedy: "Da

a3
Friedrich Duerrenmatt, Theaterprcebleme
Arche Verlag, 1960, p. 47.

3 ,
M" ) 25.
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sich seine Kompedien in der Gegenwart abspielen, schafft er
Diatans, und $ebh glaube, dass dies fuer sine Kemoadie
wesesntlich int, DNaraus waere su schliessen, dass ain |
Zeivstueck nur eine Xomoedle im Sinne des Arvistophanes
sein kann®,

He also recalls that Aristophanes introdused gro-
teague elements into hie work,

There 1a thersefore no doudt of Duerreamatt's aégié
ration for Arlstophanss, but what of the influence of
Aristophanes on Duerrenmett's worka? There are ue doubs
similarities betwesn the twe authors in the form of the
comedy. Both rely for somie affest on plays on words or
puns and satirve; the comedy in both gases is usually erwde
and bratal, often faveival, The surface of somedy mostly
govers a bitter underlying theme.,

Thers often is, in Aristophanes, a distinot lagk of
plot, something ﬁag-gancralif finds in the play of today.
By concrete illustrations Aristophunes shows how ridiculous
or advantagecus 1t would be o fallow & gertain poligy.

His plays have often the character of a pantomime, bur-
lesque or musical faree. The characters are often carica-
tures framed in fantasy.

The love ex‘piay on words and yuna in Aristophanes

#rieégieh ﬁakrranmaut, ﬂﬁnmarkung gsur Komoedie®,
sratur, und Xunst, Die Welfwoghe, 20. Jahrgeng, Ne. ?53*&
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naturally must lose in translation, but the translation is
pufficient to give a general idea of the sort of puns he

sakent In The Cleuds, Awnylas says to Strepsiades: "By

God, 1 have -~ wy horses threw me down® and Btrepsiades re-
pliss: YHorses? You drivel, as if ass-sss-inated.” Op

in The Birds, Cleonymous, the glutton is transformed inte
# #&iﬂﬁ*k&é,”

As far as the satire is contersmed, Duerrenmatt's

use differs from Avistophanest. Dusrrenmatt's satire is
directed towards the elassiecal authors, polities, esve.,
and he hardly ever refers to any of his contemporaries,
whereas Aristophanes’ sative ia dirsoted almost without
exception at the authors of his vime. Buripedes and
Sophocles ars two of his favourite subjects bLut his range
Bl again, it ia Philocles the
teaglie poet whe is the vietim of his biting savire in the

ig very wide, In The Blrds

assertion that Philoeles plaglarised the drama of Sophocles
called Tereus. It 1s no longer possible for Duerrenmatt to
make any dirsct attack on & living writer in the same blatant
way in which Apristophanes attacked his centemporaries; this
sort of attack might enailly be followed nowadays by a libel
suit, Satire of this kind is today more the subjsct for the

Arigtophanes, The Clouds, trans. F.lL. Lucas, londen:
.M, ﬁ‘ﬁ‘@, 195*}3 11, 1269 - iV P 411,

6 _
_ Aristopanes, The Birds, trans. Marshall MacOregor,
Cambridge, Mass: Riverside Press, 1946, 1. 351, p. 97.
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cabaret than the etage.

In another field of hie sative, Aristophanes in The
Birds, deals a blow at religion, & very daring attempt in
hi§ day. He shows that Zeus is not the most helpful of gods,
and depiate him as neglesting his worshippers: %, ., . For
you won'ts find us proud flying off to 8 eleud, / As does Zeus,
there to perch, leaving you in the lureh, . . *

It has also been pointsd out in Chapter I that Duerren-
matt smakes gﬁ#&ﬁiﬁ satirioal allusions te religionm and the hy-
poeriay of believers.

In the writer's opinion, the influence of Aristophanes
on Duerrenmatt has bsen grossly overrated by most eritice. It
18 true that there are certain similarities betwsen the two
dramatiets, but the tradition of Apistophanes' eomedy has
been passed down through the centuries and it is far more
possible that the influsnce of Aristophanes game ilndirectly
to Dusrreamatt. Elisabeth Brogk-Sulser suggestz that Duerren-
matt might gt times be hiding Gotthelf's inspiration behind
Aristophanes,

In the opinion of the writsr, the influenes of
Aristophanes ¢ame rather in an indirect way to Duerrenmatt,
through Nestroy, who &8 will be sesn later has a predominant

Inid., 11, 1013 « 1014, p. 107,

|

£lisabeth Brosk-S8ulser
in Dar unbequeme Dusrrenmatt,
?mﬂﬁﬁ’ 1?62, P 1‘3#9
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iafluence upon Duerrsnmatt. The reason for the eriticest
insistence upon the inflinence of Aristophanes on Dusrren-
wmatt lies, in all probabllity, in the faet that Duerrenmatt
obyiously sduires hiw and mentions him so frequently.

Let un eonslder Duerrenmati's relationship to anoth-

er Greaek olassical author: Is Thesterproblesme Dusrrenmatt
devotes & portion of the esssy to a disoussion of the use

of Aristotle's unities in the structure of the Orask tragedy.
Duerrenmatt points out the strlet adherencs of the elassi-
¢al writers to the rules of the unities of time and place
and compares their plays te those of today where one rarely
finds such & regaprd:

Ple Eisheit des Aristobles ist dle Forderung nsch
groasgter Praesision, groesster Dichte und groeaster
Einfachhelt der dramatischen Mittel. Ule Einhelt des
Ortes, der Zeit und der Handlung waere im CGrunde ein
Imparativ, den die Litepaturwissenschalt dem Dramstiker
stellen museste, und den sle nur deshalb nicht stells,
well das Gesstz des Aristotles selt Jahr und Tag niemand
befolgt: 9

Alvhough Dusrrenmatt is no longer forced to adhers
to these rules, he was lmpresssd by the structure of the

r.Sresus and Die Fhysiker

elasasioal play, and in Romulus de
we find Duerrenmatt stisking closely to the pattern of an-

clent drama as far as the structure ls converned. HRomulus
depr Gropse is divided lInto four sets and the unitles of
time and place are not only kept, but Duerrenmatt points

Friedrich Dusrrensatt, Theatsrpre
Arche Verlag, 1960, p. 11l.

63 5 06T o Zuerich:



109

out sepecially by reference to time that the action takes
place within twenty-four hours just as Aristotle dirscted,
The introduetion te the first act states! "Men mashlt das
Jake 476 als an elnem fruehen Maersmorgen der Prasfekt Hpuriue
Titus Mamma aaf‘varaggsnﬂas Pferd den kaiserlichen Sommersivs
in Campanien erreicht,”., The second act states "Nachmittag

" de# unheilvellen Maerstages vierhundertsechsundsiebsig.”,
and &t the beglaning of the third aet it is "Die Hacht der
Iden des Maerz . . " and the final act takes place on the
morning of the next day. Thus the action has covered &
complete twenty-four hours. The unity of place is preserved
by setting the whole action in the villa of Romulus in
Campania, The events move on & realistle plane, Ia other
plays it will be ssen that Duerrenmatt goes to great lengthas
te destroy any illusion of reality; following the pattern of
- modern dramatists, time and plage are deliberstely distorted
and gonfused, Aristotle alse gomes in for pearody in Der
Blinde, the powt Gnadenbrst Suppe explaing the importance

of the work he has written: "Ich habe den Tod des Hestor
geschrieben, elne Tragoedie in Alexandrinern, mit Choeren

in asklepiadeischen Strophen, wobel die Siahci&lgan Ort, Zeit
und Handlung euls peinlichate gewahrt worden ist."

m o %
Friedrich Duerrenmatt, Komoedien 1, Zuerich: Arche
Verlag, 1961, p. 11.

11
Friedrich Duerrenmatt, Der Blin

Verlag, 196G, p. 12 de, Zuerich: Arche
y = " § ® .
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The influence of Shakespeare comes moatly under the
catagory of "Anti-S8tellung”, that is, ss bhas besn stated,
his work is for Duerrenmatt mostly the object of parody (as
ridieule ae has been sesn in Chapter III, p. 78-8%5). Shake~
speare's influence ¢an also be seen to a slight extent in
the way in whieh Dusrrenmatt portrays in detail the minor
charaeters; in thesm the most pure humouyr can often bs found,
without the touch of pathos with which the other characters
are tainted, This is reminiscent of the minor characters
in Shakeapeare's comedies. A similarity might also be
found h&tggsn the appetites of Hockelaon in Ep steht
gegchrieben and of Falavaff in Xing Henry the Fourth

ing the sating soenss.

As Moliére is regarded as one of the grsatest pro-
tagonists of comedy, one would expedt to find that his style
haed made 1tsell felt in Duerrenmatt's works. However,
Duerrenmatt elearly regards Molidvre ae a representative of
"Goselleschaftskomosdie™ with which he himsell is not gon-

cerned, as he points out in Theaterprohleme; he doss not

feel that Molisre fits into his own pattern of comedy; for
comedy represents in Duerrenmatt's words: “Eine ungestaliete,
im Yerden, im Umsturs hﬁgriftana,xgine Welt, die am
Zusammenpacken ist wie die unsrige.”

1%
Friedrich Duerrenmatt,
Arche Verlag, 1959, p. 75«76,

13
Friedrich Duerrenmatt, Theaterpreblume
Arghe Verlag, 1960, p. 43,




111
Folisre's world s teo orderly, too much the seclety

of the seventesnth gentury, teo much & portrayal of the i~
desa of that time to be gompared with Duerrenmatt's, The
somedy is often bound o the time in whieh 1t was written
%o the extént shat the true sense 1s lost in this century;
the main characters such as the miser, the misanthropist,
ete., are mostly representatives of gertain vices rather
then individuals as in Duerrenmatt's works. For Schiller,
Duerrenmatt has admiration, and an "Anti-Stellung® towards
his herole figuress an "Anti-Stellung" because the theatrs
of Sechiller's time presents the tragic hero (in ivs true
sense), a presentation no longer possible in the litsrature
of today. Again the "ainti-Stellung" takes the form of parody
of the kargia sltuation, HNevertheless he sess affinities
between Schiller and himsslf in Sghiller-sine Rede
his words on Sehiller might be equally applleuble to himself.
Bosh Bchiller and Duerrenmatt are voncerned with the dramatie

theery and its relation to greative writing. BStrikingly sim-
1lay is the way in which Duerrenmatt describes the downfall
of Sehiller's hercea, the deseription gould be & comment on
his own plays: *Der Mensch schelitert am vnnatuerlichen
Zustande der ¥Welt . . . Der Menagh geht schuldloes ;aﬁraada.
Sein Opfer bleibt nur in simer iuneren Welse aiﬁnwall.

i,
Fyiedrich Duerrenmatt, Sehilier-eine

Rede, Zuerdich:
Arche Verlag, 1960, p. 26.
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The possible influsmce of Gotthelf, Duerrenmatt's
compatyriot, has been indiested by both Elissbeth Brook-8ulsger
and by Hans Baensiger. Dusrrenmatt himself does not mention
Gotthell, alvhough he usually mentions the names of %§a othey
suthors he admlres. The influence would thersefore poasibly
be an uneouscions one. However, the influenss of Gotthelfl
is in the opinion of the writer & vather angarfiﬁial one and
bassd mainly on the fact that both writers eriginate from
the same town, and therefore thelr netlonal and oivie dack-
groand would be comparable. The Influence of Switserlisnd
itsell will be disoussed at & later point, Baensiger tries
to draw a parallel betwesn Die schwerge Spinne and Der Besuch

der slten Dame., Thers 1s of gourse a simllerity in situstion,

Both works turn on & setting in a small community; the ques-
tion 4in both is whether the soul of one person gan be saeri-
ficed for the well-baing of the gomsunity. Thers, the sim-
Llarity ends. Die gohuwayse Spipne 18 a defisite threat to
the town, an impending g&ggé#, which takes lives; s seeri-
fica of a ehlld, although 1t dues not taks plaes, would de
plausible, In Gusllen the gquestion is one of prosperity,
The promise of money although the town s in a financial
depression, does nov warrant the sasrifige of a human life
and Ill's death is not a necessity. The Gotthelf tals is
romantie and fantastic in character and at the same time i%
has & moral which is made very clesr. The author shows
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guite glearly his Protestant background. Duerrensatt has
no didagtie purpose, but wiashes to reflect in & realistic
manner the woral degradation of the people of his tise. He
donp not present a solution. Deaplite the loss of 1ife the
ending of Gotthelf's story im & happy one, whersas Duerren-
wattts lets the vievim die without showing any sense of
guils or remorse in the other townsfolk. Dar Besuch der

whigh tragic fate comes Lo & person or & place and the

andisnce and the raaders know that there is no escape,
Dusrrenmatt has given an indieation at the end of his play
that this 18 the way in which be iantended the sharacter of
Slaive e be interpreted: YDie relchats Frau der ¥Wely,
dureh ibe Vermcegen in der lLage, wie cine Heldin der
grischischen Tregoedis szu handeln, absolut, grausam, wie
Fades ﬂﬁﬁ%fﬁ

On one polnt all eritics seem o agres. Hamely
that Nsatroy has had a declaive influense upsn the style
and the forme of the comedy in Duerrenmott's works, This
ean be ascertaioed net only in the form of the plays them-
selves bub also from Duerrenmatt’s comms
in Thesterpreblens

bout one of his comedies, he even urges oritics to regerd

nts about the plays

At one point when he is cosmenting a-

18
Friedrich Duerrenmatt, Homoedien
Yavlag, 1961, p. 352,

1, Zuerich: Arche
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him a8 & twentieth ventury Nestroy and therefore one ¢annot
go wrong if one leocks for similarities batween the two

suthors, At the end of Der Basuch der siten Dame Duspyren-

matt says this: "Men insseniere mich auf dies Richtung von
Volksstussken hin, behandle mich als eine Art bewussten
Nestroy, und man wird am weltesten kamxﬁ%%“

Though Duerrensatt maggy gaveral statements about
the Viennese theatre 1n general, he mekes 1t elear that he
does not have the same adgirmtiaﬁ for othey representatives
of the Austrian theatre; he thinks fer more highly of ﬁxa&r&y
and Reimund than of ﬁafmaaaﬁﬁh%g.

Basnsziger polats out that the Velkstheater styls is
most suitable for Duerrenmatt's style of humour: *Die Posse,
dusrfte san oft konstatleren, war Duerrenmatt immer lisb
gewegen; denn auch im Wiener Volksatueck gab ss viel Simn
fuer die Parodie, Einfaelle, Gesang, Eazrﬁn££&iﬁﬁi%, gab es
Jeunen un&rhéert agpressiven und doch nicht bittersn Humor,
der nooh naeher sum Theater gehoert als dies Zeitkritik des
Kaharukﬁ%.“

16 '
ibid., p. 352,

17
Friedrigh Duerrenmatt,
Arche ?srlas, 196G, p. 20,

$k$§-z pe 15.

19
- Hang Baensiger, Friach und Duerrenmatt
Fuenchen: Franke Verlag, 1560, p. 186
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To show how similar are the styles of these two
authors one must examine more carsfully the style ef Neatroy.
Nestroy relies for much of his humour on "Zeltkritvik" and
satire, paredy, fareical elements, play on words and puna,
He portrays the burgeois life with a realistic touch. His
language i often irenie and then crude. Behind his wit,
his light approsch, lies a eynical streak which one might
ignore on first reading his plays and which differsntiates
him from the other authors of the Viemnese Volkstheater.
His oynicien is directed towards ambitien in CAYBEYrE, Ba~
terial greed, striving for scelal position. His paredy 1is
often wapitying. Hans Veigel quotes Karl Kraus writiag of
Nestroy: 9YNeatroy ist der ﬁfuta deutsehe %aﬁigéke? bei dem
sich die Sprache Gedanken macht ueber dle Dinge."

His parady is oftaen directed as in Duerrsnmati's
towards classisal authors and authors of former centuries
in general. He rarely attacks bls contemporaries - which
brings him sloser to Dusrrenmatt than Aristophanes, Nes-
troy's play Judith und Holefernes is a deliberate parody of
Hebbel's Judith. The early play Dep beese Ueigt Lumpaglvaga
bundus is 2 parody of Grimmelhaunssn's Fimplicissimus
form of three "Schelme” and their fates and fortunes. I

eould also be interprated as a parody of the Romantie

§3 .
Johann Negtroy, Aupgewashlt

Aupgewashlts Werke, ed, Hang Welgel,
Wien: Brukner und Bommel, 1900, p. 20,




*Taugenichtagshnsucht”, In ancther play Der Talismen, when
Titus §h¢ main sharacter sess his pose has beon dissoverad
and his garaar-ané hopea will &glaaa&haﬁ he lets out a ory:
*Das ist Ovtokars Gluesek und Bnde”, & reference te Grill-
parzer's play,

In Der boese Uaigt Lumpsplysgabundus again, the
firast sgene takes the ferm of a4 paredy of the "Prolog im
Himwel®™ in Goethe's Faupt. It takes place in the "VWolksan.
palaast des Feenkoenlga" and iz a similar wageyr for the
salvation of the souls of men, this time between the evil
spirie lumpasivagabundus snd the queen of the fairies
Stellaris and Portuna. It is interesting 4o note that
Duerrenmatt used the same parody of "Prolog im Himmel™ in
Ea steht geschrieben (as hus been shown in Chapter III),
although not to the same extent., it 18 very likely that

Duerrenmatt admirved the parondy in Nestroy and used it in

his own work. Der bosse Ceist lumpaszivagabundus could also
be interpreted am a2 pretest againet higher powers; it takes
the form more of parody and satire than of protest., Duerren~

matt'e Ein Engel kopmt nach Babvlon, 1s similar: the repre-

gentative of the heavens is represented as fallible, absent-
minded and often not entirely aware of the situation around
him.

2l
ibid., p. 252,
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Sative is common to both authors snd it often takes

the same fovrms. |
' ndus the represent-

atives of the bourgeols soeisty are satirised, Just as the
repregentatives of cevrtaln professions are the objests of
Soclety

and the supsrficial conventions of iz, 1%&&1&@ %o hypoarisy,
gome in for a great deal of avtack in Nestroy. The importe
anee of ¢lass structure is revealed in Frushere Verhasliniase

where Soheitermenn lives in eonstant foar leat his wife
should diseover his own husble ordigine and background,

Often the satire 1w not s obvious but Nestroy makes certain
raﬁﬁika %o show his contempt amd cynisal attistude to the

custome of the time. In Degr Taliemen Emme wants to persuade

her mether, Fran von Cypressenburg ¢o let Titus grow a mous~
ﬁ&ﬁgg and beard because he would leok fashionable on the
conch.

Duerrenmtt's simlleyr attitude to the hypoerisy of
sogiety has been polnted out previously and illustrated

Both dramstists have a brilliant command of language
and purnning or playing with words is a favourite device in
the playa. Many of the puns are dependent in Nestroy's

22
M" pe 239,
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works upon Austrian dialeect, ﬁakg for sxample Titus' pun in
falisman: "Ich bin herbstellt® (herbestellt, that ia

ordersd, commanded, and ths othsr, phonetisally identigal,
alteraative, ls herbatelt -~ from the verb herbab@ln; t0
begome like sutumn). The punning feature of Duerrenmatt's
comedy has also alrsady been polnted cut and illustrated
but the wrilter will give another @x&épie hers in order to
show the similaritiss with Nestroy's werks. In Romulus der
Grogae

the ewperor makes this pun: "Wir haben uns an der

Groesse unseres Vaterlandes wie wit weigﬁﬁar&aaghﬁ, absr
nun ist Wormut geworden, wam wir liebten."
Nastroy often makes puns in "hochdeutsch”. Partice

ularly effective are the pune in his Doy Talisman: For sx-

ample, the wigmaker threatens Titus: "Vergessen Sie Ja
nicht, dass ihrﬁ&ghiakaal am Haare haengt ~ Thr Kopf ilsat
in meiner Gewalt.”

Behind this jovislity and merriment lies the dis-
illusionment of life which Nestroy seemed to experience
despitve his sense of humour. For despite the "lLebensfreude®

which the characters of Lumpazlvagebundua his lightest play

M" Pe gég!

2l
_ Friedrich Duerrenmatt, Komeedien I, Zuerich: Arche
Veriag, 1961, p. 59.

25
Johann Neatroy, Ausgewaehlte Wer
Wien: Brukner und Rommel, 1960, p. 233

ke, ed. Hang Weigel
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evidencesd we find the fear of the threat of the destruction
of the world through a comet, and Enieriem is convinced of
this: "Aber auch deyr Mindergebildete kann alle Tage Sachen
genug bemerken, welche deutlich bewalsen, dass die Welt
night lange mehr steht, karzumrggyn und unten sisht man,
es geht rein auf'n Unvergang los.”

Similarly the chavacters of Dag Unternshmen dex
Wege fear for their eventual annihilation and the destrug~
tion of the world.

Hestroy sees man's gause as a hopeless oneé, and iy
is perhaps Just because of his disillusionment that he fless
into the “"Pomse" or farce, as & fors of escape. The elenente
of absurdity in Duerrenmatt's plays ocan also be interpreted
as the flight of the charagters from reality. Absurdity
and farce serve as a superfielal cover for the tragic gual-
1ty of 1ife. Nestroy's plays often run the risk of becom~
ing so sgepbical and biltter that the author has to introduce
a "deus wx machina® in the forwm of a happy resolution to
save the plays from tragedy and preserve the somedy.
Duervenmatt's plays alse often start in the comic veln
and progress into bitterness and disillusionment and the
light faneiful mood of the beginning of the play is rarely
recapturad, The farce and husour dissolive finally into

26
ivid., p. 77.
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seriousness often verging on tragedy ae for example Romulus

K
o
"
o
;.

er Uroasg ie Fhysiker: and the mood of the beginning
of the play is not rescaptured, It must be pointed out that
in the sase of Nestroy the above does not apply to his ear-
1y play Lumpaszivagabundue for Nestroy's cyniclem breaks
through increasingly during his development as a dramatist
in his later years.

The eoptimistie reselution of Nestroy's plavs may be
viewsd in s different way: the "Happy BEnd” also bucomes
questionable, His plays often end in the unison of two
people in marriage; on the surface this provides a satis~
factory end for a comedy, However, il one is swave of
Nestroy's attitude to sarriage, the whole ploture is chang~
ed. His own disillusionment with his firet warriage deter-
pined his attituds to marrviage in general and he sums wup
marrisge in the following way aceording teo VWelgel: VYaAuf
Jeden Fall ein Traversplel, weil dag?ﬁuld pder die Heldin
sterben muss, sonst wird's nicht sus.”

Nestroy makes use of the chorus in one of his playse,

namely Lumpa dus where thers is a chorus of old

conjurers and also a chorus of soclety. Dusrrenmatt aleo

uses the chorus in Der Besuch der alte:

r alten Dame for instance,
and both Duerrenmatt's and Nestroy's uses of the chorus

27
Johann Neatroy, Ausg

Wien: Brukner und Rommel, 19¢€
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can be interprated as paredies of the c¢lassical chorus.
Anothey feature of Nestroy's work which may very
likely have influsnced Dusrrenmmatt, is the intermingling
of fareleal and witty language with rhetoric and tragioal
style, This has basn ssen in Duervenmatt's works; in Nestroy
often the vhetorlc style can be seen in the monologues of

his characters. In Der Talisman for instance Titus saye:

#Das stolze Gebaeude m&ia&g Hoffnungen ist assskuransloa
abbrannt, nelne &lanaksaktisa giand um hundert Prossnt
gfallsm « . ﬁhlﬁ schicke deine ﬁag%éer ueber mich, Waslder
lasst sure Reeubar los suf mich ., . %

The mixture of comic and serious elements which
sometimes lightens the humourous effeet can be seen in
hoth suthors: wiﬁﬁ Hestroy, in the song of the "Wsltunter-
gang” which is written in o "lLasndlertakt® snd in Duerren-
matt's opera Frank V. where Bosckmann sings the gruesome song
of Herbert Moltem:

Ala sus Olten

Herbert Molten

Buchexperte kem gefahren

Musst 1¢h schicken, grauw von Haarea
In die Hoelle géasan Rarren

Gnade meiner Tat.

28
ibvid., p. 253,

29
Friedrich Duerrenmatt, Frank V., Zuerich: Arche
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A further similarity between Heastroy and Duerren-

matt is the faet that both authors chooee names for their

gharacters of their plays which indleate thelr partioular
profession or trade., This has been seen in Homulus der

Urosgse for instance, whers the war minlster was called

Mares, to guote Just one of the numerous exampples, This
featurs 1s particularly charasteristic of Hestroy's play
Lumpsgivagabundus., The sarpeater's apprentice 1s called

Leim, Enieriem iz the cobbler's spprentise, Fassl is the
Oberknecht in the brewery, snd Hsekauf is the butgher.

o far attention has been paid only to the influence
of Neatroy on Duerrsnmatt’s comedy as far as verious style
lstie deviges are concerned. He has slso had a csrtain
influsnce on the dramatiae structure of Duerrenmatt's plays,

cheaterprobleme Duarvenmatt admirss the use of the

posaibility of experimenting with the time element: "in

der Zaubseyposse ‘'Der Tod am Hochmeltstag' von Hestyoy aber,

um ¢in Beipplel uu nehmen, gibt es swel Akte, die glelchmelvig

aplelen und mit Ceschick ist dlese Clelchseltigkeit dadurch

vorgetasuscht, dass dle Handlung des zweiten Aktes die

Gepraeuschkulisae fuer den ersten und die Haadlung des araten

die Geraeuschkulisse fuer den sweiten Akt h&ldaﬁ,
Duerrenmatt 4id not use this exact technique himself,

30 ' - |
Friedrich Duerrenmatt, | sbleme, Zuerichi

Arche Verlag, 1960, p. 30.
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but he did experiment wisth the use of the tiwe slement in
his plays. It would not be correet to say that this is the
enly influence, for it will be ssen later that several drama~
tists had an important influenes upon the arémahie structure
of Duerrenmatt's plays. '

Duerrenmatt talks in Thesterprobleme of the Wiener
Velkatheater in general; it ie therefore highly likely that he

was also an admirer of Raimund. Most of Raimund's plays are
far more idyllic, often fantasies set in falryland. DNestroy's
and Duerrenmatt's playse generally move on a more realistie
plans and in the case of the latter do net indulge, in the
main, in the fantaetia. There is however one sxception in
Dusrrenmatt's worka and in thls play theme and plot are 8¢
pimilar to ens of Raimund's that it is difficuls to believe
that 1t is pure coincidence, Hsimund's play ie Der Bauver

ger which bears a marked similarity to Bin Bagel
A very brief outline of the pleot of the

pl&y hy the Austrlaen suthor will be sufficlent to show the
similarity., The play ls a "Rahmenstueck®™ and it is the frame
which 1% oo similar to Duerrenmatt's. The fairy lacrimosa
has taken upon herself & duty imposed by the Queen of the
apirits to put her child on the earth in order that the child
will mayry a4 poor man, becauss in this way she will experi-

ence truve love. The parallel is ocbvious. In Ein Engel
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seareh for the posrest man,

#rank Wedekind must be gonaldersd one of the more
modern authors whose d@xample Duerrenmatt oan be sesn to
have followed., The whela atmosphere of the grotesqus may
have come from Wedekind, partioularly the surreslistie
depietion of chavacters, It is interwsting to nots Lhat
the Tirst act of Dis Ehe des Herrn Mlssiusgivol was so0
simllay to Sohloss Vetterstein that Tilly Wedekind accused
Dusrrenmstt of gzégigriéﬁg The similarity is quite appar-

ent, Both plays have as the subject a marriage which for
both marriags partners is & torturs, While in the first

act of the plays each married couple 12 having a discussion,
tea is served in Wedakind's play, soffee in Duervenmatttis,
In reply to the aecusavion Tilly Wedekind made, Duerrenmatt
wrote Behanntninse sines Plagiavors in which he explained
the significancge of the coffee, and showed how the two
chavacters are really progressions of the flgures of Homulua.
This siellarity between Wedekind's play and Duerrenmatt’s is
noted by Baenziger and he quotes Duerrenmatt's defence: "Der
Stanteanwalt Mlasissippl sel eine Welserfushrung der Gestalt
aes Romulus, der sioh auch damit reshtfertige, dass er ein
Richter sei . . . Aus dem Verhaeltnis Romulus -~ Jullia das
ebenfalls elne Ehe mit einer bestimmben Absicht sei, habe

31
Hans Basngiger, Frisch und Dusrrenmatt
Fuenchen: Franke Verlag, 1960, p. 148
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aieggfﬁlgsriahtig dis Ehe Kississippl Anastasia entwiokelt
« o o7

In the light of this defence it seems quite plaus~
ible that Duerrenmatt was gullty hers of an unconselious
imitation, of the kind santloned st the beglnuing of this
ghapter. There are other similarities between Duerrenmatt
and Wedskind, Wedekind was ustirie, irvonle and antl-
social, and he was & wember of one of she fivst literary
cabarets in Germany. But there the sisilarity snde, There
is nothing in Duerrenmatt’s works of the erotic and the
sexual depravity which appears in Wedekind's works,

If there s any influence of Kafka on Dusrrenmatt
it is concentrated more on the prose works with the sinister,
herrifying atmosphers as for imstance in Jer Tunnel

Baenziger polnts out the strong ressmblance between

and Eafka's short prose work Yor dem

Duerrenmatt's EKomoedie
gggg§§, Adam stands before the sntrance of the eastle and
i# trying to get in, He mests the same opposition as the

man in Kafka's version., Both suthors portray the helpless-
nass of man in situations which get the better of him. In
another play Der Besuch der alten Dame the fligures of Hoby
and Loby part of the grotesqus entourage of Claire, bear s
certain similarity to the "Gehilfen" in Dag 8ch

couplea talk at the same time and both look similayr ia

P -
Ibid., p. 148
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appearance., Their personalities seem to be s0 closely
related that one would be inconceivable without the other.

Again in his prose work, Duerrenmatt reminds one
also of Ernst Juenger. In Die Falle the outlook and the
personality of ons of the characters seem to be the idsas

and philesophy of Ernst Juenger in human form, Duerrenmatt

sesms to have woven the ideas of Waldgane inte a narrative.
Duerrenmatt showa the fear of a man before the threat of
death in the world of today. PFsar is the leading thread
of his 1life, it is responsible for all his asetions in-
1dgang: "Mensechliche

Furcht su allen Zelten, in allen Raeumen, in jedem Hersen

gluding erime, Juenger says in Wa

ist ein und dieselbe, lat Furcht vor der Vernichtumg, iat
Todesfurcht ., » . Der Haldgang ist daher in evster Linis
Todesgang, Er fuehrt hart an den Tod heran -~ Ja, wenn es
sein muss, dureh ihn durch.”

The man in the prose work Dlg Falle

goes through
the wood, his thoughts are on death and there he experi-
enges death; he see¢s & man die and we see the impact of
the man's death upon him: "By lag denn als eine dunkle
unfoarmige Masse . » . und ey wusste nun, dass, wo der
Unglueekliche lag, mitten durgh dessen Leib die lrense
verlief, durch den blutigen Krels sichtbar geworden, der

Ernst Juenger, Der Waldgang, Stuttgart: Nrnst
Klett Verlag, 1922, Vel. V, p. 344
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' 34
den Toten umgab.™
Thrae dramstists nave had a profound effeet upon
the formstion of ﬁaﬁryaama§%¥s style as far as the structurse
of his plays iz concerned, &ll three are mentionad in

deme and their example can be seen te have buen

followed in the works of Duerrenmatt.

He mentions Pirandelle in cennection with the medern
form of presenting echarvactars on the stage in such & way
that the spectator begomes Ilnvolved with thelr situvations
and gonfliote: THier ist sndlich Pirendelle su erwaehnen,
der den Helden, dle Pepson auf der Buahne, als erster soweit
ich sehe, entstofflicht, transparent machte , . . wobel das
Pablikum &@;&hﬁﬁ Szensn gegenusbher seiner sigenen ﬁgrgligﬁerang
beiwohnt, der Paychoanalyae selner selbss, und dle Bushne mum
Inngnreum, sum Weltinnenraum vir§§*

It 18 alse possible that Firandelle influenced Dusrrens-
matt in other ways, Plrandelle, as one of the proantagonists
of the theatre of disillusionment, used the breskdown of
stage rules and conventions in $ix sharscters in feareh of
an Author whersas the ¢haracters boyn of a playwrlght'a
imsgination, then sidetracked came upsn a gtage where a

34 '
?rieéri&k ﬁu&rraammtt Bie Ea;;g Zuerich: Arche
?&z‘i&g, 3»959; Do 3 ® !

35
Friedrick Euafrﬁnma&t, !

Zuerich:
Arghe Verlag, 1960, p. 42. ’
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group of sctors arve in rehearsel. The six cherasters pro-
eeed o enact the drama for whieh they wers conceived and
insist that the company rehsarss 1t after them, The actors
endeavour unsuccessiully to pléy'ﬁha six charactera, until
the unexpeoted suleoide of ons of the characters stops the
rehearsal. Duerrenmatt’s characters ars often awars that
they are glaying s part and that they are in a theatre. The
above mentioned play by Plrandello introduces one of the |
central themes in his work; a thems which also makea itsel!
felt in one of Dusrrenmatt's plays: The varlation on the
thesme of illuslon varsus reality, Ths play in which Duerren~
matt deals with this particular theme 1is Der Bliade,
in Pirandello's Haked

to avold unpleasant reality. The leading figures Ersilis,

Again

d, people constantly hide behind illusions

Laspiga and the consul tyy to cover the “ﬁa§§§” truth by
lies about their sections and their characters.

In Duerrenmatt's play, blindness is the means by
which 2 wan can gontinue to live in fllusion. Palamedss,
the son of the duke, wants his father to remaln under the
1llusion because he knows the truth is too crusl. He mays
to his father: "Eush, Vater, wird meins Wahrheit su ainem

Standbild eratarven lassen."

16
Inigl Pirandello, ﬁ%"gé in Chief Fatterns of World
Drama, Cambridge, Mass.: ralde Press, 1946, p. 995,

37 ,
Friedrich Duerrﬁnmatt,‘,;;h?ﬁ;;;;

s Zusrich: Arche
Verlag, 1960, p. $3.
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The Duke i3 ealled *Der Olueckliche® and his happi~
ness depends on the illusion which the children can preserve
because of hiz blinduessg: "Ich bin der Herzeg, den man den
Gluecklichen aeﬁga. s gehoert mir allea, was Buch umgibt
und was Thr seht,”

Another modern author greatly admired by Duerrenmatt
is Thoranton Wilder. It is in his works that one finds the
best examples of the disillusionment of the 5taga_thr&ugh
the representation of place and setting:

~ Dis beiden Theaterstuecke der letsten Jahre, dle am

deutlichsten die Eh@g%%ghkﬁit illustrieren, die ich
Entstofflichung dos Bushnenblldes und Envstofflishung des
Ortes nennen will, sind Wilder's "Kleins Stadt™ und Wir sind
noch einmal davengekommen. Die Entstofflichung der Buehne
in der "Kleinen 3tadt® ist dlese: 3ie lst lesr, nur dis
Gegenstaende stehen da, Ale mwan zur Probe bensetigt, Btuehls,
Tische, lLeitern usw,, und aus dissen Alltagsgegenstasnden
entsteht der Ort, der dramatische Ort, die kieins 3iads
allein durch das Wort, durch das &ﬁi&ig das die Phantasie
des Zuschauvers erweekt, 39

| Busrrenmatt admires Wilder as an exponent of the
epic theatres in whieh no ecurtain is needed because the
charagters talk directly to the audience and the narrater

in the form of the stage manager in Qur Town explains the

change of time and setting: ¥Jedermann weiss, dass asich in
ihm [ Our Town J verschiedens Personen ans Publikum wenden
und von den Nosten und Sorgen der Klsinen Stadt erzashlen.

Dapit erreicht Wilder, dess er keinen Vorhang mehr braucht.

39
Friedrigh Duerrenmatt, Theaterproble

, pe, Zuerich:
Lirche Verlag, 1960, p. Z4.
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Der Vorhang ist durch die Anrade an das Publikum ersetzt,
Zu der Dramatik tritt die Hpik, die Schilderung, Daher
nennt man dliese Theaterform spisches Theater.®
It is very likely that Duervenmatt saw a production
own in Zuerich as it was producged there in the

ﬁehaﬁspialhsaa in 1939, If one sxamines the play ome oan
find geveral parallels with Duerrenmatt's works. Before
dealing with the structure which Dusrrenmatt sdmired so
puch one must point out aleo & perallel betwesn the content

of Our Town snd Dey Besuch der alten Dams

greates the same atmesphers of the small town in his rep-

Duerrenmatt

rasentation of Ouellen, ¥We may elte two Inclidents from
the two plays, which show the pride of the peopls in the
gignificance of thelr reaspective towns,

The Htage Mansger says while degeribing the town:
"Ayyan once made a apesch from thess stepa hsgtﬁ {referring
to the politieian) and in Duerrenmatt's play ega of the
townsfolk says: PGosthe hat hier usbernashtet.”

The stage manager says in Qupr Town: "Hawkins is

5 ,
Abid., p. 31,

41
Th@rn&@n %11der,AQg;mxggg New Tork: Coward MeCann
Ina,, 1938, p. 1

42
Friedrich Duerrenmatt, Komoedien

L, Zuerich: Archs
Verlag, 1961, p. 264,
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getting ready to flag the 5:45 for Baa&@géﬁ
The same knowledge of trains and train times 1s
displayed 4in Ouellsn: _
Bey Brate: ¥Die Gudrun: Hamburg Neapel.®
Der Zwelte: *Us elfuhrsiebenundaswanzig kommt
dey Rasends Roland Venedige
Svockhelm.” 44
In Qur fown can be found similarities with some of
the theatrical devices which Duerrenmstt uses in his plays,.
Perhaps the best example for Duerrensatt's use of the dia
i1llusionment of time on the stage 1is iﬁ.?,§@f£5(§2j¢5§i§i

spl (which has been quoted several tiames for this

reason), Sainte-Claude takes uz bagk in tisme at the bhe-

ginning of Dle Ehe dus Herrn Migsiseippli. WHe plays the
same role at the beginning of the play as the atage mansger
Our Topn. Duerrenmatt deseribes him in the following
way: "Sainte~Claude kehrt sich zum Publikum und spricht
dan folgende, teils wie sin Theaterdirector sines sismlich

kS

verschulerten Theaters, tells wie sin Mephiste.”
The sequence of the events is turned upside down
Juet as 1t is in Qur Tow

5 where the astage managey takes us

3 . \
Thornson Wilder, Qur Town, New York: Coward MeCann
ZKQ.. 1933, P 12, ’ —

L _
Friedrich Duerrenmatt, Komoedie
Varlag, 1961, p. 263,

45
mg‘n; P 920

1 1, Zuerich: Arche




132
baskward and forward in time. For sxample his introduckory
gpasch: "There's Dog ﬁ&bbghgamia’ down Main Street now
s » » Doc Gibbs disd in 1930.%

- Later on in the play the stage manager says: "There
sre some more things we've got to explore about thie town.
This time we'ye golng 6 go back on it from the fﬁ%ﬂ?ﬁ?”

Bainte~Claude auts as the narrator but he does not
stand apart from the play; he tekes part in it and a very
active part, The charagter in Duerrenmatt's play addresses -
the audisnce in the same way as the characters in Qur Town
addrass the stage manager. In Duerrenmatt's play there is
Ao agtial gurtain, but a sert of "Tafel” or “"lainwand” takes
ity plasge and Dusrrenmatt adds an sxbtras touch by letting the
characters pravent or enginesr the valsing or falling of the
asloth,

Breeht is a moedern German dramatist who has had a
part in developing Duerrenmatt's techniques.

Hans Mayer hag pointed out the aimilarities between
Bracht and Duerrenmatt as dramatists and has made clear es-
paclally the eoncept "Zuruecknahme™, an ldsa which makes
itsell felt in Brecht's Oslilec and Duerrenmatt's Die
Physikar. Mayer quotes as an illustration in Mobius!

XY , .
Thornten Wilder, Our Town, New York: Coward MoCanmn

Ine,, 1938, p. 12,

&7
MG s P 33.
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spesegh: “Wiy mussssen unser Wissen zuruecknehmsn., Ich habe
o8 surneckgenommen. Es gibt keine anders Loesung, auch
fuer euch nicht," ‘

The similarity of ldeas lies not only in the gonecept
of "Zurueecknahme®, but also in the idea that the hero ias
not posaible in the world today. Mayer quotes Bresokt's
Galllee: "Ungluecklich das lLand das Helden nostig h&g%“

Breght avoids the tragic death on the stage, in
faot he avelds stage death, in gontrast to Duevrrenmatt, as
much as possible. Mayer peinte out that 5t. Joan's death
ia intended am a parody.

Hans Mayer gives a new solution to the similarities
between Frank V. and Dis Brelgroschengpert: "Frank V. diese
Oper einer Privatbank, die nicht wie prompt behsuptet wurde,
ein Plagiat an der Drelgroschencper darstallte, sondern eine
Neufunktionlerung des Breghtthemas aafatr&bﬁa. Bel Brecht
auch Gangster sind elgentlich Eagrger. Bel Dusrrenmatt
Buerger sind eigentlich Gangster.”

It is also possible to interpret Frank V. as a parody
on the part of Duerrenmatt of Brecht's opera. There are

18 -
Hane Mayer, Duerrenmatt
Neske Opuseula 4, i

49
M" P 8&
50
M') ?l 159

ach, Pfuellingen:
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naturaily similarities sometimes quite striking whish ex-

plains the outery after Buerrenmatt's opers appeared, Such
maxims as for instance: "Wer du hat dem wird gegeben, / Wer
niehts hat, der stiehlt dann ehagfﬁ

The aongs of Frieda Furst io Frank V. are very siwmilar
to those of Jenny and each has the same profession; Frieda
eould alaa'aqaally well be a character in Brecht's Aufstleg

der Stadt Mahagonny. Dusrrvenmatt's opera recalls
Mahsgenny in other ways. Frisda and the others sing of the
evil which money or lack of wmoney can bring aboutt
Und in dieser rohen Welt
Hat der ﬁ?&ﬂggﬁ lachen
Fuer sein Usld.
In Bshsponny Begbick, Willy and Moses sing:
Vegen Mangel an Geld
Was das groesste Verbrechen ist
Das auf dem Erderund vorkomut.
fOerechtigkelt® ia a recurrent and gentral theme In

most of Duerrenmatt's works; it also appears in Brecht's

et

51 o '
Friedrich Duerrenmatt, Frank V. Zuerich: Arche
Verlag, 1960, p. 20, ’ '

i
Beg Po 21.

53
Hertelt Brecght,
in Brecht, Stuecke III, B
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Ottilie’s plea in Frank V. for Justice is not

heard but in the Breoht eper: Dreleinigkeitsncses says:

"Harur beantrasge i#hg der Staatsanwslt / Der Gersehtigkeit
frelen lauf su 1§s$s§*”
opayr Bracht reiterates ons of his

favourite %&3&3&, naaak? thet man 1s good but that tiw elroum-
ptances of life foroe him to be evil: "Dosh dis Verhasltinisas,
die sind nicht 3§§“
fabagonny we Dind the recurrent song! ﬁazar diesss
ganze x&h&g@nay / I8t nur well alles so schlecht iaag' Pauli
in Frank V., has the sase idea:
fighosn

Igh gebe nach

Dey Mensch 18t gut, wohl mpeglich, doch

Bie Erde, die dreht sich Ju lelder.

Was am Morgen du warst, bist du abends nicht mehr

Was du Gutes auch planst, es komwt anders nachher, , %

54 |
M‘S pe 240,

55
Bertolt Bresht s B D HTR ErOSORenoOnaYy
ITI, Berdint Suhrkamp Varlag, 1938, p. 61

56
Bertolt Brecht, Aufstisg und Fall der [t
igzsrteht, Stuscke EII, 1 Tuhrs

37
?riaﬂriah ﬂaarraﬁmatt, Frank Y., Zuericht Arche
Varlag, 1960, p.
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Both Dusrrenmutt and BErecht mske usse of the "Vere

fremdungstechnik® and in such plays as Duerrenmatt's Es

teht gesghrieben the distance between the players and the
play is emphasised; the playars take on the role of narvator.
This may have been partly influenced by Brecht but ¥Wilder
rust not be forgotten in this context,

Although Duerrenmatt dislikes to be mentioned 4in one
breath with Frlasch, which is often the tendensy today, wrlt-
ers parslist in doing 20 net purely because thay are both
Swisge dramatists snd writing in Cerman, but also because
thelir work is similayr in several ways. Partienlarly in

one play Die shinesische Mauer which Frisch preduced a year

belore Duerrenmatt's Es steht geschriesben one can ses feat~
ures whiech Duerrenmstt uses in his plays. The prologue of
Prisch's plgy with Deg Hsut!

ment, Thes "Vorspiel® introduces the characters of the plays.

ze ia an attempt at disillusion-

Ity alse haws something very akin to the gomedy or comic device

which Duerrenmatt used in Romulus der Gropse, namely deliber-

ate anachronisms, or with Frisch deliberate introdustion of
histerical figures from all ages into one play. The delibsr~
ate distortion of time is similar to Es asteht geschrisben

Der Heutige says: %lgh will es Ihnen melden Kxeallaﬁs,
darzu bin ie¢h gekommen., ~Sie ptarben, wean ich nicht irre,
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im Frushjahr 1&&3?”

The charagters ars alse aware that they play parts
and are in the theatrs, Mee Lan says: "Ish bin nichs
blosd. Ihr meint, i¢h merke nicht, dass alles hier (sum
Beispie) dieser Thron, das merkt man auch als Bsckfisch)
Theatsyr iig?” |

There iz alse & similarity between the superor Hwang
Ti and Romulus, Both appesr as incompetent old rulers, al~
though Hwang Ti iz more brutal than Romulus., BEoth seem to
be reluctant rulers and 1t is interssting to note the eon~
fesgion which Hwang wmakes %o Cleopatya which also reminds
ong of Romulus: "Ic¢h werds mich survecksziehen . . . und
- ieh wearde Bienen ausehﬁag?ﬁ

Often FPrisch uses parody, perhaps to an even greater
extent than Duerrenmatt. DMost of the charascters in Die

ghinesische Mauer are parvdles for sxample, Romeo, Juliet,
Columbus, ste. Friseh also parodies the great classical

writers of German literature, Goesthe and Sohiller in par-
ticular. One of the parodies comes from the same play as

58 o
ax Frisch, Dig chinesische Mauer, in Friach,
Stuscke, Berlin: éa;rumgp Verleg, 1902, p. 15%.

59
Zbid., p. 175,
60
Abid., p. 197.
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one of Duerrenmaty's purodies: namely, Schiller's Dom
Gaxlos., The monareh in the third scene in Frisch's plag
says to the man from today: ®Ich habe das Melnlge getan.”
Later Frisch turns tv Goethe when in Dle ghinepische Mauer

& parody of the famous lines from Faust is proncuncged:

Mee Lant *Und was wisst 1hr vom Eaﬂsahgg?”

Der Heutige: "Dase er lrrt, solang sr misgs,®

Pinslly, the writer would like to mention an influ~
enge upon Puerrenmatt which does not come from & prominent
author of our times or from former times; 1t comes in the
form of his heredity end environment. It has already been
mentioned that Duerresnmatt probably inherited his talsat
for satire from his grandfather Ulriech Duerrenmatt; but he
also probably toek an intervest in relligious issues because
of his father who was a "Pastor®, The Hwiss environment
in which he lives doss not piay & predominant role in his
warks, but nevertheless one finds touches of Swiss 1life and
logal colour hers and thers in Duerrenmsati's work, The
setting of the plays and "Ersasehlungen™ sometimes betray
Swiss charscteristics, The place whers the train disappears
into the earth in Der Tunnel is "Burgdorf™ in the Bern canton,

bL |
Ibid., p. 169.
62

w.; p. 179.
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Guellen is unmistakeably Swise in atmosphere and the name
itself is Swiss., The namss for the charagtars are very
often Swiss. In Frank ¥, for instance, the characters
Pauli and Egli and in Der Besuch der alten Dame I1) and
Klaeri could be nothing else but Swiss.

The writsr has tried not %o read influences inte
Duerrenmatt's plays and has wherever possible shown that
Buerrenmatt was iaterested, and adeired the partioular
suthor with which hie works have similarity. It would
net be in accordance with Dusrrenmatt's own idess to see
him aa part of any movement, for he says himself:t "Dann
moschte ilch bitten, in mir nicht elnen Vertreter einer
bestimsten drametischen Rightung, . . « %u erblicken, oder
gar su glauben, iech stehe als ein Handlungsrelsender
1rg&a§%igﬁr der auf den heutigen Thestern gasnglgen
Weltanschauungen vor der Tuer, sel 49 als Hihilist, als
Expresslionist oder als Ironiker . ,é%“

It ie obvicus that Duerrenmatt wishes to be aa
individual and he remains so deapite the influences which

sometimea pesnetrate his work,

&3
Friedrich Duerrenmatt, Theaterprobl
Arche Verlag, 1960, p. 8.

gme, Zuerdch:



CORCLUBION

During the courss of this thesis, the writer has
tried to explain and 1llustrate certain features of Duerren~
matt's work, They weret The line of progression in his
drapas; what Dusrrenmatt understands by the term comedy,
the forms his somedy takes, and the influence of other
authors upon his own works,

Puerrenmatts is one of the leading modern dramatists
writing in the German language. By way of conclusion, the
writer wishes to point out teo what extent features of hie
plays can be considered characteristie of the stage of to-
day.,

Duarrenmatt himself asserts that his plays are,

(or rather comedy as he sees it is), the reflection of a
formless chaotie world which is only the image of the world
voday. The characters resign themselves to ths hopeless-
ness of existence. Dusrrenmast's gharagters show the
anonymity prevalent in our time, & time in which the in-
dividual has lost his importance; the individusl no longer
has the powsr to ¢henge or gorreet. Hereic action is ne
longer poassible, and the hero is completely out of place.
Tragedy 1is out of date like the tragic hero, because trage

140
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edy is something complets and formed snd presumes a world
which is ordered snd arranged, This vannot apply to our
present day and age where sothing is stable, nothing perme-
nsnt .

Comedy 1s the only form sultable for teday, but
this does not imply that everything will be depicted in s
gey, lighthearted manusr, or that the resolution sf the
play will be & happy one; Dusrrenmatt tells us that the
term comedy hae lost ity meaning. It has become brosder
and has taken on some of the more serious aspectas, which
in former times would have Eﬁﬁﬁ lmpossible for comady and
more likely have been found in tragedy. ‘

Duerrenmatt makes considerable use of forms which
in the paut were unfamiliar in comedy, but whigh sre now
typieal of it., He seems wost at home ia such forme of
eomsdy as the grotesque. It has become increasingly elesr
te the writer, that the characteristies pf the grotsasque
which were related in Chapter IIX, are in alsmost complete
harmony with hia outlook. The grotesgue can be considered
a salient feature of his work. It enables him to portray
the horror and iacongrulty of modern 1ife and thought., It
portrays abnorsmities, unnatursl proportions, insanity and
the monstrosities of an eatranged world, life is a tervor
and because of this, death is no longer to bhe fesred. How-
sver, in the epinion of the writer, the most important
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feaature of the grotesque with reference to Dusrrenmatt's
work, ia that the grotesque is the means by which Duerren-
matt oun combine two forms which otherwiee would be gon-
siderad contradiotory, nemely the forms comedy and tvagedy.
The writer defined the mingling of these two slements as
tragi-comedy in the firet chapver, bacause Duerrenmatt
himmelf ¢alls one of his most popular and characteriastic

Der Bsguch der alten Dame, a tragi-comedy. It is
enly possibls to ghink of Duerrenmett's works as tragi-
gopedies, if the traditional sense of tragedy and comedy
is broadened and changed. With a eloser examinution of
the nature of the grotesque, the writer hus come to the
conelusion that what Duerrenmatt himeelf understood under
tragi-comady, is really only a mingling of tragic and comic
slements as & gharacteristic of the grotesque.

The writer has alwc polnted out that Duerrenmatt
makes resurrent use of another modern form of gomedy,
namely the aheurd, which snables him to express the in-
gongruities of our time and of the human eondition; it
fits in well with his representation of passive characters
who resign themaslves t¢ the irrational world in which thay
1ive.

Ancther feature of Dusrrenmatt's comedy which clase
pifies him as a modern writer is the lack of plot in his
plays. Besause of thisg, mors emphasis is placed upon the
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eharacters in the plays and inm partieular, upon the wmanner
of apenking., This ensbles him te display his mastery of
weréﬁ snd his abllisy to adopt a wide rangs of styles of
language. language itsell, rather than character deline-
ation or plot situation has basn seen to constitute a
gonsiderable part of the humour of the plays, but the
humour in the language is in the main based on the pavtern
of traditionel comedy: the aﬁiy exeeption to this i3 the
use of anachronisms,

The characters in Duerrenmatt's plays are also very
modera. Thers are ne real heroes, and many of the alnor
characters ave not so much individuals, but rather repre-
sentatives of gertain classes, profesalons or serely the
bearers of philosophies and beliefs.

The structurs of the plays is both medern and
traditional, depending on the play. Very often Dusrren-
matt relies on the example of former dramatiaste so that

174 gr,ﬁgg

such plays as {;n;;f;,a;;%ﬁ;«_.,g

and the svents move on a realistlic plane. This tends to
give extra welight to the ideas and the characterisation.
In other plays the struetures i1z as revolutivnary as pos-

sible, {e.g. in s steht peschrieben

stage devices and stage action irrelevant to the plot and
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the characters take second place. | ,

The zharacteristlics listed above are all innovations
ef the modern age, Dusrreamatt doss, however, very often
svoke laughter by the traditional rather than the modern
forms of eomedy. The traditional forms ars the farcieal
alements, the dialogue with its many witticlesms and satire
and irony. |

In thiz brief summary, the writer has attempted to
indleate some of the salient points éf’ﬁuﬁfrﬁamaﬁt‘a works
es they have been treuted in this thesis. It has become
¢leay that there is a preponderance of modern slements and
forms in Dusrrenmatt's plays; this alons is one of the ways
his plays are so Interssting, but they are of specisl in-
tersst to the reader and sudience becsuse of the combina-
tion of modern and traditional methods which they betray.
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