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TINEATFAL Y aHR—BELLAT4 v V2 EHOBFMR L LHET LT —
BAHYe RVYTRT A4 =V EESTTINTREROREH % L BIHAER 2 S5
NEBE SO [RER] O—2XT Eh P oz, LEALURORELES EOBHIZE
L, REOEFRMEELIZO V. EMRD _ORZLLTHAIZOF—< % L2 L,
BB EoCELMESBHNED L, 750y - 7% (1883-1924) X3 BAF%E, T
Ghbh TR TH 5,

ATHBILOTA T4 v P a@BEBALIORPI0ESHOZ L, 20L& XX
RIBRSBholcd H 2N, AU OBRE R 101F10 JICBT L&, 270
ZOHFBCXTRYBHET D, REERLEBEZBCE. HRICHERSHE L Z LMD
DY, HEEL D EBEANICRR. SO LEODIMP LN ol 2T YER LS
XY XAANOE LR ZOEP OB ES720, W ITIFEHLOLY Y2 E#H LG LD L
ELEZONLEEBRTH D,

NTAMEIRZZOERBREPERLCTELDN, 2471 v Y2 @BIZBE LTI, ET XYy
SOHTHEAT 4y v 2@l 197D % B TRES ok BBV
Ny 73, A7HOBLROBMOBWARL 57 fed L ZFMICKE, F—v. TF—
7. N EREORBERESEB . KELRIMECZHoN o720 0D, HEED
—EBDIA Y Y FRAEBR L7z, #{ 1980ERO—EORRFWAFFEHE, TTF N - 2

Beck, E. T.: Kafka and the Yiddish Theater. Its Impact on his Work. Madison, Milwaukee, and London 1971.

1870-1918. New York 1988.

M mvoxschmnowE- i

Baioni, Giuliano: Kafka. Literatur und Judentum. Stuttgart 1994 (1984); Robertson, Ritchie: Kafka. Judentum, Gesellschaft,
Literatur. Stuttgart 1988 (1985) ; Kieval, H. J.: The Making of Czech Jewry. National Conflict and Jewish Society in Bohemia,
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FY NERROLY Y NSUL L Db Y PO, 1911EZED T TN T4 v v a
FRIZEOZERNED o7 L7z, ALHRATA 7 HEAL 74 v ¥ BB B8
N 474y VaBiE TEEAEEL L2y Y] R[22 85 YO HEATR] OfkeR2
X (WA

ZOEHCFEDBE, TINELF 4y Y aEEE, H 7 AHRICBCTEOLEE
WEPPLEN - TERPOLIIEDLNEPD LGV, ZHBEQOELEI A, 17 AHFEI
FbENZ27201, I 7 A EOBRICORERIESN, TINEL T4 v V2@ BE2D
CB8FSELRME— 77 PNOL Y Y RABMAOKIG, LEES LEEOER, Bl
HDBEBEDONN—=V T ) T4 ———IFBERIC R 27T £ 572D TH 5,

ERETIE, 7I9NIBIEAT4 v Y20 LI E—EERLZWEEZS
M B THWEICLDHEOERE LV FE LRV, Xy 70T TITHEBLTVS LS
W2, BEABGE L S Ao THVOMIA 7 HIDT 7 A M BOTH B, RETI,
WDIERERDO A THRRPH AT A FLDD, TINTATF4 v V2@ ED LS ITH
NDDH, 42D P LB THIZV

1. 7’SNOLFYRAMBANEALS T4 v ¥ 278

A7 AOHEICENE, FEFBICRTVADREDIRLEAEVFTHOALE 720
T A PO LT Y RIBAD G N o 22 DIZIE, Bk B LS OMER A OB A
MboTnb, 1225 ENTHH 7 AL ORMEEIZIENPEL /R, £OHTHITL
THHEHMOB DWW T LW Z T LTz, fEROBIFRIZ. URHEOTINO25Y
RABAVFERO LY AOXILEZHENLFMEH > T W) BT—H2ATw
BN, THIEEIVWHITLERDIES I,

ZZTEI) TINOLFYRMBALIE. FOETINIWL DOhHoT2¥ET I =
A NAD—D, [/5 - a8 (278)](1889-1914) 12 b o224 Y A%, 77—

Beck, S. 22.
FEEDANRT 7 =D LRIEVALZEELHEBL T2, KOERDOESEEBR O &, Spector, Scott:
Prague Territories. National Conflict and Cultural Innovation in Kafka’s Fin de Siécle. Berkeley, Los Angels, London 2000.
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T— - N2 (1883-1975), Jx—1) 2 A - T )bF 2 (1884-1964), Y v 7 X - T
O— |k (1884-1968) L\ o721 T HDORAZIZ LD, BONTI4 KREORBREED
HU—F b Tz b Fa (1891-1984) &, 7INERETHHMBATH o720 BIL
WHE Y [y F =X A 1% FEITHEZ, SUAFFBELIDEF—ZA T YT - Y
) —-HEICBI S, REE LCoRME RS CUEEBIC Y MAL, T I~Fkox
FXANDALERBA L7z ENBDVT—N—=TH 5,

T =S =F10IE ALY VDV F = X AEEIZBMT A2y Y Aok, L9 b
TEMED o TANVY VERNIL, BS5EHR VA =X PRBLEIGEH»OHRT 5,
ZOBRXBPOEXFTOHML w RV 7~ E, B THEALE 7N T T4 Xh (LFY
BEEREE) OEROMFICHKE L. ZOREE. VM VEETIREIHO- o0
R—TI5¥ - Fun<rOWiE] (1906), [)S—N ¥ = HDOfEH] (1908)—icF L 5
hize T LD, ZFVYHANOEER A T4 v OERELKL TULTF2T-C
W7z [ - a8 ] O REOKREFE VAL, 29 LTT— 35—, 19094 PR — 8
OHEE T INTI, METKRELZPELRIZT I LIChB060, Y EAFEROTFRIC
bEowni, [NV s N BB T—N—ONEBEITTH L, BKOMEBOEM
Flobbl, 7=N—@EFLCTIH]OITELBPDLNTVEW, KROS5 Y AL
DEZEHE SNTHRBRIE R VB8],

RH, T=N—OEEEHRABRLTHD L, BEDI909FELFEOFEETIEI—ELLT
HEROLIFYA, BIUZOXLERFHENTH RV L5395, HEOERE, &

by td=Xal &id, BRIV TOBBRTNAEF - N—7 — 2 (1856-1927) \CHK T L HETH B, 74
F— - ALY (1860-1904) HHZEFET [ v AEIR] OBBRZHEEL-OH L, HHKHHLEE L
TONRVAFFEBAL. BELCELDLSVIUOREZRRA 2o TINNESN =V} - T 74N
(1875-1937), = N5 14 ¥ » T —3— (1878-1965), F—% ¥ - YL v 3y A (1864-1937) S DFEEER AL T
B|haEnis,

Baioni, S. 1-33.; Robertson, S. 198f; Kieval, S. 124-153,; Specter, S. 135ff.

7ok 2, KomEEL EEBHEO I L, Kohn, Hans: Martin Buber, sein Werk und seine Zeit. Ein Beitrag zur Geistes-

geschichte Mitteleuropas 1880-1930. Cologne 1961.; Weltsch, Robert: In: Der Jude und sein Judentum. Gesammelte Aufsditze
und Reden. Kdln 1963, S. XII-XL.

T=N—@FTINDEELT, -0y INERO LY AL ER AR EZZ N TWE, ROEER
S D T &, Aschheim, S. E.: Brothers and Strangers. The East European Jew in German and German Jewish Consciousness

1800-1923. Wisconsin 1982, S. 121-138.
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LABRD VbW S [FAL] 025X AP, WrCHBTIEHE] T52100H 5190,
19094E1 B o [ ¥ HOEKR] Tl THELI R TIE] &) [EE]BEOFE~OH
12, D0E4R 0 [y v e Al 3. 28 Y AR5 ENTEAEN L [ZEH]
BANBEICHEETLLHVTWE, Z2oH0#E (1910512 AD [ ¥ Y EORF]) Tid.
LNV F A AR EF L7 [RIF] BRSNS, ok, BiZ Ny T4
AL~DE] THEENSE L), BRICHED TELRROLYY AIZIZLL, 229
SHE SN L MB BRI 2 HIRICH o 22 B0lo

INA F—Z BT 5 L) I RO LYY AOSALE [/30 - 2 7 3 IR LD,
T—=NR—=TEELT—F 2 - ENINILTHAH M, ENVINTAE, [NV Ty
N OBIBAPLFOZEMLN, T N—[Ffk BELZLICHEI N BEPTINE
BNAEEICIE, A MY TERLICAL T4y v aBERES | WML Tz,
HRDLFXYADEE (L F 4 v T2l LZ0OLERAODDOL L, RiEL LTHX
BEBHEVIENTH S, NHORETIE. FMEE2BL2VIOD, 474 v Y2
BT RENTHDICHBRENL [ Vy U VENBTST SR TV A M, —BiE/1 574 vz
BEFMLA TN =3 2 VY EBORIRIZE D 5 7245 1909 FE LD T — 8 —H 5[F
CRBIIHIRCE $ v,

bobkd, HEKOLTYAOALERBA LD EN T L2 LTH RIS,
4574 v V2 BEBZTEN SN ol nw) T it EEDDEVEN NI LDE
AN - Az N BT VEEERIZE ol LI TR D, MUKHTH,

9 Buber, Martin: Der Jude und sein Judentum. Gesammelte Aufsitze und Reden. Koln 1963, §.9-27.

10 Buber, Martin: Werke. Bd. 3: Schriften zum Chassidismus, Miinchen 1963, S. 961-973.

11 Baioni, S. 35fT.

12 EN NI A0 [45 4y ¥ 2 BEEES ] OFMIZOWTIE, ROEES LUHERESHOZ Lo Fishmann,
J. A.: Ideology, Society and Language. The Odyssey of Nathan Birnbaum. Ann Arbor 1987, {4 KEA : 25 ¥ A [
{LHAEICBIABHE—F—F ¥ - EV VY AOFREH L HLIC—— [AZHOH 7= 2 RE T
T GRERRFE2 R COE 71 7 T A [7 0 - MLRROSTEH AL FORDBR ) FTRHREEV LFR
1E3)). 20044, 189~206H,

13 Birnbaum, Nathan: Die Juden und das Drama. In: Ausgewdihite Schriften. Zur jiidischen Frage. Bd. 2, S. 245-260.

14 TN A F 4y Va BB L TRROBBEBRO L EARBEN AT HEATF 4y Vafi—A 7

ADHERIZBIFB[Vy Ty ] ) EHE Do T——. Germanistik Kyoto 88755, 20054, 27HLT,
WP T — = L 2 F X EBIZ DV T ROFIEIZFE LV, Riss, Heidelore: Ansdtze zu einer Geschichte des jiidischen
Theaters in Berlin 1889-1936. Frankfurt a. M. 2000, S. 714L.
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R 7 —=N—3B8IEMIZ, AR UL NS MEBIHRIS. ThENZBE SN nw) 2 L
DIEA D B

MEEHEOEENOSLIIHLOTIE LV, L - A v (1888-1951) @ [F—
Ty BNy A, FEEERE] (1914) s LRI, B0 [/590 - a2 81, B
YR LAOBEICE LAM L) OMLERWTW, AEEZRE LAV 25 LT,
19094EHR S 1910 F T[NV - a7 N OREY. ZoHRIBHK [EE] OREEZH
DINPLDTH 5,

ANV [V - a7 N OBBEEMTAR—UE N NI ARV F A% [T
EFER] LWL, BRRNEZESZHFIP2E—II20TERKB2mMA 20560, [4
FAY Vo BEREH | ICHBRTIEBERT, EwHob, [H(Ervy v L—
FIHEE) 3T H LYV A (Westjude) Th %, 25 HEOFLAEFEIERFLIYADODD
7o ZOBUEBWTHAFLIYADILEENREONTWAPIZRAS, 4 15V 0
BEIZOWTOSEDI S, BARF LYY OMBECHERE R LRSI HATVS S
LGB L, LI YOEFEL VI RPOFLLNER/LEL ALTRhER L%
WREZBEICHER LT 20X e, HEORROLY ¥ AO4FEZ2 FHE L[4
F4 v agEE&:EE | k. [WH2y YAl okvo—FgEMeshT . ay
NIEZBEENTHEOTH S,

XY Ry 4=V EEG, TINIEEROLY Y ANDOITI 225 4 3ol L
FXFJAMBAPHEORRDO LYY ANETEMT ZDE, L )R E~RKREHR.BRE R
LBOPRBLTMLFECCL AL EDI L THEM, BRENINY T4 X LDEK
RATF4 v VaFEORBELEBN, 474y V2BEREZOBETEFOABFELALO
Thb, T—N—DFEHTTITAN, ENIATAOER TS 12257 Y REERALZ
3, BEORKROLIYANPHLLBEZZUBENLERIEI L P70 TH S,

15
16

Herrmann, Leo: Nathan Birnbaum. Sein Werk und seine Wanderung. Berlin 1914.
Ebd, S. 8.

1~27H,

I =y=xbeemmonsy xi

B—RREH DT INOLY Y AERICOVTHEROMBEBROZ Lo EARKA KLYV ABRE S
FNDAY X N 7 B DR RO 2010 —— FHAZRZRMORRE (IRHE] #16%. 20024,
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2. 7 T A

LRV T I NE R LR L0, [BRI EBAESRE[H 72 -
%ﬁﬁ%ﬂlﬁ%%ﬂf«»vy®ﬁ7l~VZF?V<ﬁﬁ%4»?&éo%BT§5\
FERT7ORTH, IV—FBRET A XA —BOVDPKRET LA, BT HOELELF
TVLHEZFARL Y« v FT=ThobTIrETI Y 7 ZEOHH L L, ¥—X
VHRBBRETIo2ETIOREYRIE. S ETER] 20d & FFMI VT
{BB1ED S,

AR ORICHLEDBEBE TR ST b, 9IELRE TN OER %0 H T
TV VES (Tr—=UST7EH) L. FIANTRUERDLE 72 VT4 F Y F (F—
ORZ=) BOETL 59— RY (F - Fy—a¥4 1) Ihbot. V7=V T7ES
O, T NTF4F Y FEYOHRZERER, [ FA4VES] & TRESE] HE0%,
Fra2RE FAVROREHFOMRICD Lo Tnizsl, TIhoRME, 7= - H
TAABHESPE K] TH D, 5TIEMRTTE VT ->TBGIIZ 2 - T
WEEEIVER YA AL DB T I AOF Y MRk, YEEHFROF LW AL DK
EWEH LLL Tz, HEROZFYARETIINAIN (FE - L—TOEH) OT5
N ELTHELELDTHFE Lo SN —EE. BZLIEBXLRIEROL
ERELZ BP0 ITEN RN,

HTx BT L RBESABFOLEREEDTWS, [F 2 IDiHEH | (Ceskd hospoda) &
BEEEZT, VoD fbI0h 7 oFHET - A=V, ABEEWEIZHY ¥
Y—BHY, EFINERET - x—NVEEFIALREDOET - F—NV2FL T
o UV F—PHELLARERHIL AL, 5 [Fx20EE | EUE, [FA -
N— 2 ] (Gastraum) & [#2 OB ] LA CBETHT LR T WAL [FE20M] I
SOLOPLELHLENZAVOPOAL L, EFORMT 2RI A lH 7261

—EEARELEHLz0R, ZoOELIOM] Thotz. GRICEALTHRA. TORIICH

18

19

interfoce H

TINOREES LG E OBRIIOWTIE, ROFBMECHLY. AIIER  BE&0 VI REHEOH
& CFALAL) . 20004,

Binder, Hartmut: Wo Kafka und seine Freunde zu Gast waren. Prager Kaffeehduser und Vergniigungsstitten in historischen
Bilddokumenten. Prag 2000, S. 149. Abb. 193.
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HRBE A R—RBG L BROREITEBIS2H LV,

bold, REPBVHREPD ZI0THIITEL2VONA 74 v ¥ o B0
Thb, BELFELOLEIIL 5> TRIZT S [T2WI(ShUND) (BiR) & 5 284, B
FEOBVDFRT FUTHEN, BEDZHEEL, BELO—FEFL VT L
bHb, VIFEIOH4H, 2V ROOBELY, A7 FOAREHA-TREIBZS
CZIGBET S5 9, 72 2 MEDHRICEINAHR AT —2LE, 27
HERE-HIIOTEARZLE) L) ICmel, BEDBELHIHEIIDLELH7
SHERFBVBE I L o70/25), BEFPEBCEFZHT A7 AT AREIC
RELTYS, [ER6DX 071 —id, BEDLENRT LY ATRTEZUEN. £
DODADEEEZTLTLAARALDIISEED LY, kX, FORMEEZ-OEYD AT
F4—EELLNERL LD (TS0),

GHA REPD LBERBIREBEGN L 22, IVEFET7 77V (#BR) 0 [V =2
F5I=R], S a7R] Lo BRENE. 471y Y2 EEBERHAIIHLTHS
BFEZRTH. »RVECESEZ LHORL LTS, TU7F1 v (BR) 0FEHNE
BEE T, SERLKES VAL Vo LRMEAPERBRCLE D, AT - F T4 A
CHo7eDd, F—TNVIRELRTFIEHOB. dbold, RETERAHRVES, K
CHEAPRLRAETNLLTH, SEEIREOHHIEDLNLEL Y, TVF1 V0 [F
AN ECIEREFELLKD - T BEIEZ TR, [BEEBS2HNE, HES
B LI TERVIALALDLRZEBETEL T EIRTID[BFAl ZEHEU-D
Ohl TOEBIZERV T 7 —DED, T4 TV 4 e AXBEORBITHKRZ S BITFS
NEZBYPHo7:L. BBHLAAZL, BRICEEERESLESE -2, L5 LW, 22101
FESFD o720 RRIFHELZHL ST T, EBOFNADP - TiTFo o BRIIERLBICERES -
T2o FZTRIEAPICEBES LR TVOMRE, TITCRTRCHEEFIZERESES [(T81),

LEFD T I, RSN TRESS] 2T L V% oicd, XLy 5%
FBEBIEDT T [FHERE] b o7z 29 LRBRZRE2BET %25, B
b3 HBERNTEELZ LTI BEbR L), 7205 BERO2FYABROFEEKX
BHTERV) YRT4 = ThH, I908EMBRETERDA T4 v Y aBlBid{, K-

20

PUIR—= VBT,

I svzxarssmons i

Katka, Franz: Tagebiicher. Bd. 1:1909-1912, Frankfurt a. M. 1994, S. 169. L F ['TJ 2B L, ZZhbD5|HIEA v 2
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A72bBE—VERYHEL[H ALy PEA] CTOLEPSEBEZ o720, LIRNVID
—BEOEE. BHO2NOREIL, EREBAL LAV OFEbo2[FTFN - Yz

b= TITbhize 72 T4 A ~Bol0iE, HLYPBE &b 727
HIZLENBB2, FIAVFRLYFHFAA LD TR L, EHPLEROE S HH %
(A7 YT A | ~BHEELDOTH b,

HHEOE~NOIA Y MIZERP WA T AOHEREY, 2P THI91IE£10A14H0
(. FHORTEXEI WHICHSBROBT 2 HVTWE, COH, LELR
ZTHEPOLEZBRRE ESVICEEVIRE, BPETh T H#eF L EHLIKESE
BFEL, ZOBIEELRIA7AE, THROREL | LBHORITRFIE R
¥ Y AMEDREE DR SICERHEL TWAS, [H720FEANR. 22 IubERh v
LREOREFELHELEPE LS L L, 20HES - TREFIIIEHO LN B, (PH)
HBOBEAT25 &2, SHMOREIIEABRESEZT > 25 ABAME GRE) &,
COBEHOD, ZTFURNICERBERBET LI LR L, 2T I ANDHEE
B, B HLOTBITLILAL. HOOREELINETETH1(T661).

LYW DR ATz T x4 OFRICEF 520 L TTI 02y
YADPHESEZERL T TER V. 7282, REZEBTHLAZ EPTEREL
Thy FLO—EOWRENZE L1720 ThH 5,

3. L= DbY—L ki

LY AV O—EERTINTERLIZL A= b -0, BITZOERABIE, Xy s
EFHEDFRICE 5 TIZIEFHLPICENT VDS, TONTEI 7AHARICFELLEL
Twafll, Xy 7 dEREOEETCER. SHIKEFEHRD 97 ¥ XFEE |#3IZL -
THEAMEZCEIANT VS, JEES5I2THY LFTHUADERRDA D, 71277

21

VA=Y T AT TYATTA VFRRE RV VTR ] T8I L TR Y EREZI
LBRNMNGEFRIDOTREVPERN 20, BEICEEZRLLESNL A VTV /A7y
N (BHEBRF) A7y a0y s —v R, 19974, 37HU T,

22 Binder, S. 146.
23 —— LHMRRO (B 7HORAT 1y Vol GFDI7 Vv AFREBLIURE—I 77T H 4
interface H ith fvities 20D




L. L= F)—DEE Lo 3O RRICEHLTRFEIHTH 5,

Ny ZiZ—EOL/8— ) =2 THEEICATTwWAR, TV FT77—FrETL74
YOEMEH/RLTIAT 4y Ya@ER oWl & EnBAo [(DI0] (ShUND) TH %,
(Bl oW TMSEHEIE R L, TIMIZ2w Tk, [HBEHZMEE X2 b THER
Ty bEERZIESTHI T [HBOB LIS wdzwv, HYWhs a8
IEERIATORMO, F—<, BB, BEREEBRLTwA]lEE3NE, —R. HRE
HIGHEBBICBIT BT L, BMOETHLLIIELREY, BRAF1 v v ol
BICE L TIRIEMEZ A & 13w 2 Zevabies),

TINTINEIZ BH S NZZBHOF T, do & dHWOR7Ta—A - TVFT 7—
7 (1840-1908) DH#ERM TH b WHOBE I AF LA ZWN L7122 b2 5 [5E/A
T4y Vo EHBORX] IR bE D EEERERCTCR, ST LAY —]
(MO03) THLENBHKOLY Y ADTREE BIENER 2 AW TH o febnsl, 72 &
ZEAT7HLEZ [N - 3 7-] (RADD-ND) 1. eRAHBELELEI T bh,
BHEOEIORENBED TV (BLREAR [Kuidis]bw) M EXREZDN
B)o HAEERLLI Y AOBEE 2R - EREBEL T 55 AWERICEEL 7
Ty L EDLDOTHMTH 720

IWEFT77—=F Uik, 0V T7HEZIICORBRICAL BT 2EAB LN 7L
P FVTEERBEGZ E o0 TISA 71 v ¥ 2 BB O LEMFEEIL (18834F) &40, B
Rofhe bz 72y 2007~ £ =R M4 FANEB D, L#id, 7Y
LLBEDPORANFELENLEEBBROEICE S STz, BE a5
FHHEBOEEL2D -0 L. EHRMARLYIBEESNAIY Y AL IH 2R
HHPEERD. 2T Y NHAEOFEIZADLE T2 N0, [BY] 2 EKT 2
(W] Thb, BEICBIAERISTISETHMECEVERZFODII TRV, &
LABMERREDBEERZPRTAFETHL L7, COMMWI SZ200V v >

T4y ¥ 2B OEBRP O OXBENEE—] BBRAREALZROREIZT LDON TR D,

24 Beck, 8. 22f,

25 PTF o, & RO WY WOBIZEHR L T\ b, Sandrow, Nahma: Vagabond Stars. A World His-
tory of Yiddish Theater. New York 1996.

26 Ottens, Rita/ Rubin, Joel: Klezmer-Musik. Miinchen 2003,

27 Hodl, Klaus: ,Vom Shtet] an die Lower East Side. Wien 1991, S. 123ff.
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T ohnt, —oEBATRIVREADAIRL Y ¥, AL EAEEE. FELHDIC
KE, ZLTLXVF v 7 ZEMEREZE#MET L, ZOHBFFa XY My v FOR
BT, BWEMEZIY BT 500880 TH 5, BN IRE FI <] RO, BEER
FRELLOD, AERBELZ I HTWVICHE, BRIEIM(CBIF 2025155, 77
=AY X VI VAF—, VFTLAVF 7747V, BA V2 - YTTNE, LX)
I D—REDLIN= b —DREPRZNICET 5,

WENRLEREOLFEZERD, AFICRPELVIBETED - 42205 fOXEI ¥ VL
CHEL) BV Y YL TiREdorz. BlE- ZHEPERII 5700, WRK LEE
TIRERTAZLITTFN, TELP o LIHREEITET AR o7 TLAY
PUOEFOT YR H I —a o NOEHOMMLZHED 0. REIHEERLI Y NERE
H, BAEHBFICIELETALY, TRV TTCIERLTCEEZHLAZLIEB8AH, B
HLOFIWAL R VBB EEREIHERTAIZ LI 2D o0 B TH, IIZORERIT
ToRM) LEEN, FREBIVHELDBO[HE] Cho THESNBON BB o1

FZUEBNBDONYT - TIF 4 v (1853-1909) Th %o 18914EIIH KD + % B
ATEINF 4 v b, TR & LTHER b OB LRBME F1T Bo 745 ZIUIHAH
BTHolzE VI EIED Y 25 TR AP o e Bk [V R 7] (1891) & X FHfifE
LEMERE LTOMELHE Y dh oz, HOEPHLVWEEORAZRLTY
Too BHRMLEHARHRY. TR TEHL, BEOEERAVZA 71 v V2 FBEEA,
BEEREIERKRE O, HETHHITPZEICTEI—ELZLIL, ThbnZ ki
LEDOWHWY S [T IZERONEVERTH - 12

TNF 4 AR EF0id. BIBHE, HERERTOC T TN REDOAER
L BREEROZS Y AORESHETHY., FELTCEIVOHANHLERL THYE,
Oy 7 TEELTOR [KEOAL | @IW-ON) 080T u/H Y FEBEYRALY, &
X2/ uTAZICERT AL EL L7270, BIVERGHE D> SRy Y EREF L
RSN BZ LT Ohot, 1225 1860FERUBRDI -1 v ROER (Fa<w, VI, Ny
Thv, A7k Y) OB EZ L. IUF 1 Y OBRBIZREOBE TH o
ZED [ZXUTILURE, TAT 1 > OESKAVBTES, SEIFHA»OHER

28

oy PEHEEEI Y2 by v 8O VREZ b VWA MM OEELZIIEERILHEE RV, ¥
M,
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i, BHBEVKEDZHZTIA L) kol ERIICHEL ERIZ70205 80120
1256 &3N%,

PEDXICEEDDBE, LUy O—BEOLIN— N —DRPTH—EEICHAS
DEF. TVF A YOBEREVI I LIIRA D, 2720, ERPHAREBYIZEELSR
eI PRPBETCH D, TNEHRLZZOW. FAVEBEO [2F5ViEE ] (L5714 v
VaBEBNCHEESN L) OREBREEMETEY 2T L VSNV TH L0l HIENLY
YORBOREL L2, BAOFLHLHEL T 1+ (BR) 2579 NREFLETIZALY
YTHRICHE L CW/ABEL2RHR, FEOL A= ) =256, $TRNLVY) Y TIN
74 7o [FA] @WN YT W) RSN, LabURICEMS A2 F 1Y ER
DEREDD [BHICEP o] SICEB Lz, W7 7OEREBLTE, 5ED QD [H
MN BT INTIZAFTRESN-TREES S L9,

3, TIAL ICIZS I KB BT A35 5 1 (T135) LWH A7 I OFEEKED
TTHLL PRYKRELBEIMA OGN LIRS, [FA) (1907) 3. REHAEW
ZUZEICHZ - L THETIRE, TLTEORBICIVEEL COLBEBEZHEWT
Wi, XfTICEREDIZBFO [Nl VAT, FNFTHONEE4RBOERD Y OBE T
REHEIHEPERLE YV, ZOBOVATORIECOBRATE )R L [HAL SHREE 5
ELLZEREFHL2IC RS, Wb, [l7ZoT? BWAREZICWEoTWI ARG,
ANFEL 2B AALZOFEVE ZAHIEDRINTVD AL, EL5DEBE L, ZHD
PV FHEATITEL, RARIKBAPVSGEREA 20V ? HEZZUY), Mg
HEESE/2D, BELHENT Y bo— b hiuE, BALE 5020 TIRS L. Ky
BEWMLRENZHEBLTR, &Ik, BEEZFE 2,720 PRI AAZY T
X, BAPERD T, BB ROHANRD LT, NEOBICH Y X ¢ 5 A7 1 s,
(Al Z [RIXBICRT T, BAZFO—20BbLNETL2—0PIdITVT4 V5
LWTangy ¥y Thai. ZORA, BEE5HE DL, 250, LATORITEEHN
T 5 ZDWFHPRIFIAZEDOD [BFA] 728 BEIHEKDOREENS & LPRBETE 2V,
TNT A Y OMOERIZHERTRHETEZFLFDDOECHIZ. 2OEROBREZLE

29 Sprengel, Peter: Kafka und der Wilde Mensch®. In: Jahrbuch der deutschen Schillergesellschaft. Stuttgart 1995 (39. Jahrgang),
S.305-323.
30 51.7,1907 RUINN ~wawn T YT, @EPE TR
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IDTHDBINT 4 VI ENERIPHAL BV ICAEIHELOhB Z L2 RFICL,

FRZ LR 572 [N L 0EJLDO—FR T H oo EEIIH R HM— D1k
MTEZBD, HAREBYEU SN TR RWRENSVOTH 5,

4, V7 4 OB NAE

TINTHITLIZL YRV O—HEk, A 74y VaiEROBRRZOSBATLEDH
ERMTIEETER Y, BROBTIAOHKT LI, B2 THAE 22 EHERNT
Wbl BhbNL, #THOHRPD, DRI NN=HFLINT - LT 4, E—R
A ZN—=ZRE, FYAIRADAALE 722350 5Hb00, BLr0RELRDLE
ZEOPLFHETH 5D, bold, [HT7IDORA] b o TRERZELTALEAINS -
L4 (1887-19422) 1372, A7 %A T4 v Y2 X bOHR~HE, M) tvwHdE
WOBBENPOEF NS holzl, B TIMBIEBVTRLZLER SN AN LOTH
b0 HBVIE, DPETELAMONLME—DA 74 v ¥ 2 FBHRESS LNk,

HIAMBETOLY 413, A7 WEPSHC TR LAZBRORAB—NT T4 X4
LEQIIAZT 4, BT OLYY NOFHWHBE, MRLELOBIIE2 E—
b, EHMM I YLV LIZEOIS YW LAFEEZERRA L APO T HEDbILTE
72o MELHBEOTTETCONLZLY 4, BROFEZBESNTHYPRED F LA —
FOZEFICFA T, [BROTIERINL] 79025y N LTiE, [24Y
AN 72ABVH 72195 T, BEORBTE [/ Y EICHL TEI—EADT I E
HDTZNF 2NN Ir2DFNT, FLAEMBAO Lol LS SPBAIZ
T2o7eBEE LTV BB,

L2l B 7AFI7ELZENT LY A OBEOBMR Ly Y GOV T] ka2l %
eEBe. FH)LLVY 4B DT VERNLEZYY ADGRER & v AR
RETHoTbohb, 73 NOLFYAhLTRIE HL P SOFHEREZELRRD

Beck, S. 221.
Lowy, Isaak: Vom jiidischen Theater. In: Nachgelassene Schriften und Fragmente I. S. 430-436. LT, [N LBEL, = Z
PODFIREEA v IR IEEH T,
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—ZFVXYANTH 5725505 YORKOLIYANII 2T 4 hbTHIE EHRNE2LSY
TYANERBLIEFEVEHVOTHE, FREFLEZIEBEF L IBREICENIIRENL ),

X A=V HERPIEHIRD H LI YA ERBDON R P o7 LIXAMOBEY 7245, H
BIbMOBENE [T V) BRTRUONLTAEZ 72, 257 Y AOBTHEHRNR
ELLPo/2BHDIIICRDENE, LT AFEFNATNY ¥y TR LT 7 E
O TEEEmR ] 1cH Y, 9HREECELEI a5/ —oBILESRICS S SR
Twiemssl, L4 OB -0, 2O TH FEERERFET 2332274720724k
972, LSRR C HASEED [ 7)) 28 BFESRTD, EHERA T v ¥ 280
VDAL LMOBTHFEOIDZEALS L [RiFI L &N, T4 GE2FYN) LRAOLD
DHD] 72572 (N432), L7 4 BHEBOFTCRAZFDOI % [HMShdho7] LS A5
BIB~OBRMI L B HMERIBLACLES AL LV, ZRERRT LY —F
PEYRINTVS,

HHELEVTASHER, Ty TOMTEOTPNCTREG] 52 L 2M &M
b0 ZITEZVEVSIHVEREPICELE TV T4 - 37—V HT7285,
Weh7:b LBREOFZBY hrdrolz. WA LROKES D, REOAEP Y IBELH
L, PRTPLDEDFELER Mo TORERB 2L IEOLEFRATI IS/, [3
A FT-NOHF, BREOLIYATEZBSELZAPTPEVALEE] L (N432), %
NEEWEAEE, RETLEZ20, [HHEOB LD, EPLFERLLEADITTA
PATS AT 2o THEZE S FE S (Bbd),

ZHLTCR=F Y FADBIBIZE) L) Il holzb T 1. ART [27 7 —EFH] »
537 —OBE ([T 1 VA - 7], [BED 2 E28BIT5, av TERPE—
FEXDDRLEVERVEDL S, [T AR LidPichslnw T4 ] s BE
NEDDYRAATOL s FIN AF4 Y VaBHRRTIVY Y TRHRDEVIASER
BIAATS, LA BRBICHON 02 HETBICITE, 2OHRI [HELRLEZ W]
BETHE]T5, B8, ROEBTFOTEHEM- 2RI L+ 2H4T5I08—
LY 4 OBEEIITERLTY S,

33

W9 (N434),

P4 zfoxncammoBd.

Vs - EFFT Y BREEF) vY 7 VY4 DY Y A00EQES (BAENE), 20024, 30HMT,
VYA D@Bolz [ Na— FEREIICE, Y24 7 AETRYT—, N urhEOEEMZ O Tw L
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FERNEHPEIMTE DN, I0ERBEOL T 2EF LD LTIE, &
REDBBENRVIER - T =D [ AT DORAS(1970) a3 ETF 55, dor b,
PUyH-ORLL T4 [Prvr - a—rv])BRE HTAMBEOMBABLIEBLE
PIERATVBEEELRIEL OV, BV VA=l bATEERETY, EHGORME
EFLARTAERBPWBICELNEBRZE, VAR LI OH-BERALRVES
LTBEE L%, 77 [RF] M, REZHEZZWPELBREN—EARDD
Mo [ZRAME] 20 1P, BREERSALIEVRIELTLES> ST ADH
SRRV BEL SN0 L0 %TH B 55,

BIBNKDA v Ta— B Ly ryr—id. MEoT 7+ VA EDINLTED
(74 =07V EVT A DD LERIZL ), B T7HOSEERELNS, LT 4
BB ICERTWZ] EEBLAOIE VY =06, #7HOHENRLY 4 OFi%E
BEMOTWLOLFELHEHIIZIZOES ), ETHIE hoy v I—-HFICRIE
T35 [Vrvr - a=rlid, Z79NTHEAOABKCESOBEREZ EHICES L
AW E LB, 72E 2, I9114E 10 A 23 B0k, [ HEETL (LY 1 —FIHEE)
%V s — FERAE (bocher) T, MEBLBEDOTREN LY LVRLMFAIIFHALZ, ZOH
RELI) 2EELbTRESEA. TRAOKHT > EBRHICHEE- T, 475 VBT
WEE5PL, EOMICHREHORAEZILL TW/-1(T80f),

IS TIABLEE I -0y ROHBEOLIRWMY T, W7 HOFEELETLHEL
TRAVENRBL A, V7 AU H—O7 7+ ) ALEFIEMTE, =—F =Dy 7R
MEHI)DETE—I U H—DOL T4k, TAY Y TOEKDLS Y AOMTIRFHRRE
DORERPE TGS, -0y SIEREOREEZTDOb, A T4y vabn),
B TEE 20 HLEEOXMLR SCHRICEY LR UL, 20 L) REERT 4
FUYTFATADHY L) TE AT Ay VaEBOBRBEORLZOND LR,

[2EELIFOE - FEARARLHET]

34
35
36

SITRP PRT, PR OMBERIE, [T AT VY [ #RIC1968456 H 14 HA 5 18 H & THEBE N7z,
PR - vV AL L BR (FUEER). 19884, 188 H LT,
Binder, S. 151.
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T IND T —V MEFDO MDD

FIE R

LI

XY ANOBICHEAT A AEAM TV AICHET 2EH T vt Ff Yy, w4 VI H
BOG A VAR CEM L2, 25 Y AORAFBE S TR FERLET
DEBRHIBICER L7z SOR-F Y FCRILLAEBHRO—DH, F2I (KNIT7) D
TINEL - T[T INOT-VAERIBR SRR ENT VS, ZhER,
TV ABHE D2 ESTINE ) THEFTOVWTERENE LI IZED, Foall
NOoLIWIZBNTE [7I9NOT—L A OWEFIEINE LI IZh 5, £ LTHRTE,
HIPBTINE, T—VAZOLOOEBTHE2p0E) BBERELTW5,

DL BRBOBET, T-VAIMBEIRELEDboTwo7, T, TV Al
WICLEFEMICLTCER SN, FRIMLLORMVEES ML SN TEGEZH/LIONR
B, FOEMBEHEEICOVWTOWHENEDL > TW, RICT—-LVAFEOHNOIED S,
FloT— VAR, S VHORWERBNBEH THEANTOMEER LAY (h3) R
) A, MIC X B AHEIEICIEHT 52— OB LERTAZLIZLI > TEIRLAD
DTHb, ThWz, T—VAOHIEICE, LRWIIHRE - BB (e 27V R) RIfTAL
WIHRHiAMFE S LS. ZLTLEDORIER, WHEOPTRI-LVAPL o3 EBREL LT
HHhhobZ Ll bd, 2ORBEONETLEILLT 2, TLTRRIC, ERREEE 2o
Tod—VLanbid, MOPrORETEGHTIY > TREBELXBRELZTEE S 2w
A FOHER, EGNEOFECHBELTEY, R50BELEOREERITEI L
b, CNEENOEREEELL). BLOTOORELL T-VAGERF L TAS
. FREFNOBRIZEFNFRO IR TR -7 T— LAGRIMEY BENT Vo2 Z &8
FLb02ETHE, LOALEBRITFEIZONT, IT—VARIE, ERBMESNIERR
THERREL T, BICHe 2 FRECAESh, 42 ANEELTHEEL LTHE S,

M &4oxnreRBoB -2
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HwENb Lo Tz, ZORR, IR DIBLIIA s TEAN SR T—
L ADWFEE. B2 A A=V DT NTLOBMEERE T 5,

T=VAEDB LB LEAFTVYOGERTH o720 LA L. AXERE]- 0f Y VIS8
Lizt o T— L 2R E LT, U YRD] - 7 AFR—F V FORGEZ F A
VITRRALTER, IT—Vagid, FAYLFECE - TORARBORMITH D B4 LR
BMASGNTEREINKIT CERe EINTINOT—LAGREMb Y., TV AKCHET
LEmr—BERICTAI LIk o TV AREBIELCINBT 2720101, BHROD
ONEBLEND L, ZO72DI121E. 25 YDOEHE. FAVIBTABRERBL %
g%, Z2TRAE, 285 VYOXBRICBT L2770 T—-V2ADORITELE Y
ThwERI, T/, HERPBEOT-LARD, ZLYU- TEEONIEL . XFT
EHhN, WEELTRERTVETI— VAR ETREI LIV, 293528 T 791
DI—VIEOE) VFNERPF LR Y, FRICERAEIEL ICERL T
LRI LA LEDNDENLTH S,

EHXIZBOTE, FT7INUROT—L ARIZOWT B LEDL, 791D T—
VAaiE 48, BETLTAIWERD,

1. FfE A NG ER—F5 ¥ FOER

Rt ANTOT—LVABIZELTIE G Ya—LAaAR[T-LADOER] FITHN L
TWAYRER B Lz, FOESIZLUTOHEY TH 5,

OTBIAEGHEEZDDRIATIABDOTNT 7Ry b, HBVEATITLET
MERTLT, ShEHBIIREALS, ZORYTERZL L, LESH AT,

OfEFHEIHROFLLESEILIYHLVRZOETANY - I T, —AT
EHELH LD, ZALLEDELE LD B,

OBBCEBNLZERNER L, 2370817, [AIEOE] OBIRETOMEE % 5,

G. Scholem: Die Vorstellungen vom Golem in ihren tellurischen und magischen Beziehungen. In: Zur Kabbala und ihrer

Symbolik. Frankfurt a/M. 1977, S. 233ff.
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O HBOFE. NTITAXTEXTHORS [emeth | OIREH) OEFATHLH
bbb, ZhiEMzrd [AIEl,

OT—VAEGPE-XFTLIZHEET LD, d5VRHEET S L) T EILER
Tho TUV7%EETSHERD I [meth] ONBADEORER) LioT, T—
LAREBRICRS, S2iCid, IT— LV ARIEY, BBREE »rviEmicxds
BiEZL v BEIS 5,

O # D3T3 [JHVH Elohim emeth | (HIZER L D) OB&LH 5. TOEHE. TL
7 % E T, [THVH Elohim meth | (F3FEA 72) 21 & 42 B,

OQAIFBICE LTI 28272803, LICRABIZ. ZOXFOMAEDLER RiE
EEELED, TV ARAIERCERT 5,

ORIEICELT, FIHZHRE, AEFICENRE,

OId—-V2ADSHENIHEL T, BIREEHOAETE DL, BHFENDDS L
THHOD, ZOoFH b

Pt OWEFEIC BN TUL AR, T— L 23 APICE) BN TEL DO T 2P ol T—
VADRENEE, AT R BB LABE IO NEEEICH > TT- LA 2ELBIPD
L5 ERARTHLDOEFRIIBE P olze ZLTAFIZRTON TR EDITHEROE
BTHY, 51, PHOANSNTMAROBRBLE I REFELEZZ LN TV 2D TH %,

ARG LR, BE (FUAMOBNEZFICA I DOAE,. 2F5YHRO [BE]| T
HEV, BENIZIOSELZFERTS) ORINZEREB I LICL - T, AIEOWE,
HOEDEIEL) ETEHEBYEATH S, TOFNRPYIZTEEFOEE, ThobbA
TIAETH B, BT OB [AEOF] W1V MIFIH 5, Thid, £ - it
F AHBENZIEATIAFOBEIHIE L TV L ERbDTH D, HHFIEIAT
FABLL o THIESN DD L, ATIFTAFRIIHIETEEVI DTH L, FEFBMKIC
TV ABIBDOHEE Vo2 b OREBRENTVWBEDLITTREVA, FvhA— UK, &
EEMAETIE, TV ARELZENTELLEVIZEZNEE>TOE, PO T—-L

2 g4 ey yAREA L7204 [JHVH Elohim emeth | & ZA3A%er ¥ £ 7, Johannes Reuchilin: De arte cabbalis-
tica.On the Art of the Kabbalah. Tr. by Martin and Sarah Goodmann. Lincoln and London 1993, p. 330 and 333.
3 Das Buch der Schipfung. Ubersetzt und eingeleitet von Lazarus Goldschmidt. Darmstadt 1969.
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MEERD, AEOEROBTEREEINT VA, THOWEOMINIARE, BEERIE
B ANTEBET— L ABEHEOREIL, SEMRERLVLSEER LV -0
PELDNEZILTHE, SREICL > THEORRIMOELOEMERIZZEI T 5L,
BEOBNER-SEE[HOAT] THY., 2ol ZME[AZ VIRl EE)
AT EAMTHLONDORELELOND, FOROLH A T— LV AGEIZRLT

Brohb, ZLCIT—LAEIEIANE B2 M EnIAT S AFENHBL,
BAOXF 7TV 715HEETHIE [A M) T4bb [T Lh->T, IT— L AidhEE
Th, COEIBHEIE, TELLSHERFORLNLOTH S,

IZHRBICER SN R - 7 FOEFHICOVTH, Ya—LVAORITHAM S
T2 DEBE L, ZOBEIIDTO®EY TH 5B,

OCREREEIR-F VY FOANNVL (ANTL)DFE, TYY - N—L Tz b,

OMitorBHIHEL (Vb - NAT7452) #BLLE, BIIEGTES,

O REREHTEVD, G LONZ LIRS 5,

OT—Vaid, AN, HRABY CENTREFBET2 ).

O I [emeth ] OXFHFILEIN T 5,

OIDIT—-VAEFHAERIZR>TWL, BERILLAZT—VAIIERER L)
%i\:—VAKanﬁm%M#ﬁioﬁt‘#ﬁktﬁf‘ﬁ®7V7%m
£9%, T—LARTHICEY, YUY EZHLET,

LY YHOMBIETHVH GV — 7 x) THED, FOREAZNICB L RVE S I,
FORDLYICTOIEDNAIW Y 22 - ~"AT7 3522 | (AT SALLH) L vH, BBLT
awe v =21(&) Lbvbh, 208 LRARENS [T il LIS, /N
WYz A3 [BHOF] OBEOEKT, ZOBEOAFHEEZLLAAMOLHE. ¥ o
B NATFFTaDY 2L THDB., ZOFHIE, HOZLZIELCEBLZTEHEEZES L,
WREBLZVTBBEIZEZ6NDLDEDNE, TZXHERNINT LODRHYHE
HBEINTVD, FE - 2UX - N— ¥ x AT I5834EIZFEE L EEDO AT, BIEZ

Scholem: 2.2.0.,, 8. 255( ] - 777 AHT R A VICHA LD ZOWFELS, FE - ) Y OEZHIKESh T
%o In: Zeitung fir Einsiedler. Nr.7. vom 23. April 1808. Scholem: a.a.0., S. 210f.
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7754 FEDEBILEBATADF 0T,

ZOWETH, MOBEBZALL[Z XM OXFENT—VLAOEIIEDbRLZ LW I
Rz, FHoOPFELRBLUTH S, LELFELVEZEP_oHbRATWE, —2id, T—1L
ABREFBLOILFHEFH 2L THE, ZoBIE, T—-LA0RRKEDN, T—1L A
HHAREL AL VHEBIZHLRTEY, BRERWSENT -V ARBET L
&, JEEHLELAZLWINTH A,

BAURHFOBDONN—V 3 Tld, T— L AREGHEREGT A%, [FERICE
PRTHECEINISRTWE ] EEPNTVE, FLTIORFETE. TL7E2HET
ZRbIC, MEZGLYEONAT—-LAPEETAEE, TARBEEMALS L
L. ZOBEZGHEV:, EE3RTwE, MARELZTEA I, FIlvnesr -7
P EAZEOT 201 HEDOEF 4 =718 T 5, HLEWE TR, fiLossh
TIAD, SCTIEHEET PPN BETTHEATYAZLIZERLE ). ) —2HDM
T, T—-VAETHRAZHEET 20 Lhhv] LOREMESRTHWES L, I—
VAL X BREBREORED, T VAREEICHT 5055, REIEMED TR 2
BDDODOHBEDTH B,

2. TINOIT-VAOBEOR [V vy 7 —4]

FBRBEBETI2Va—-VAOT-LVARE, 7I9NOT-LAOHEBOGFH TRboT
Wh, L LEREFOHAEZRIFTORVWOT, SZTR—RIZTINDODIT—-1LLADR
HRBOWELRONTWA [V y 7Y —2a (WiEE)] (18474) ssIFTIROL - 77 £ ¥V
Lo THRBINIZF RS T, 79NOT—-VIOEBOBERZBRTAHAL ), B, =
DOYFEEIE. FAVETEIL TS,

QRBERITINDITE, L—F - XY - XU 7L, INT TR
OFCIEME (Vb -NAT73532) xEBXRATEN (Y xa, EF) 2145

5

Juden aller Jahrhunderte, insbesondere des Mittelalters. Hrsg. von Wolf Pascheles.Prag 1847; 4. Auflage. 1870, S. 51.

Il #yzxaconmonng. v

Sippurim, eine Sammlung jiidischer Volkssagen, Erzdhlungen, Mythen,Chroniken, Denkwiirdigkeiten und Biographien beriihmter
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DOPIHEALCERESG 2 5,
O T—VAIREERENIZWA, BRINAZL2BBLENTTLILIETE S,
OFCIRIT—LARHEHEL LTEAOREHS B X€ 5,
OXHMAREZEHDDT—-LALKRELLLENDD, 20L&, ZEAD
HERMOSRHE & FICERERY AL TE <.
ObrHBERENONTOEENL D, T—LABENLZ LT 2BIET 5E 40
RE7, REAOEFFOT I, T—LADF~BRIFITwo T, EFEH I
D, RTEROEET, T— L AIBL T 72,
OZolMEFIZLY, SEId, T—-LA3EFLAELEWIER2RELY,
OT—V2DHAIZholz@EE, TV A4 - VFT-ZFOBRRECHESRT
Wb, (B54RR18704E)

T—L2RAELDIE, 15208 TAICAEFTNIOEIL S SNTRELZZTE - L—
o RIFFEOBOAWEN, AN A PEREBETINTBEST, ANV ALNEELS
»ESHBE BROWSRELEoTVWE, AT A NTRBZVWY, INFITBEL TV
E55E, INTOBEEINTOREZFELTIURALALT2E%, K4 Thb, &
DT R RET— L ADEEEIEE SNLMIE oW TE, BIZEDTELTARL ),

COWMECHEDbNS, BE -REFH-WOREL VI EF—TDORPDERL L,
F—5 FOYFEOBTE, Y7l —Ya e LTHALAEBBEHIT LY 4 72y
375, BRI ABITE. K=Y FOWETRETH -7 B 7O TNy
NHUNG [AE 2 ) (1837 8) el TEBFAWICHE O TR B T INOYFEORD ¥ 4 7T
. EFEBRERONMEOTORY v MNIHASNREZ EIIR> TS, EHREH—
GUERLTINETEEIBIC, EFEFHIMIVFATLERDL, BHLALLS T
Hb. REFBHOBHL, ERPSZFNCBITTH LT, T-L2ALLoTERZHLID
by AlEESSARTHIMIIB-20TH S,

ZOTINOT—L AOWEPFMEELE I THIC L > TSz p, ZOFMIZS LT
bhoTwiv, BEFICE L COENOBE B2V, 18IRTEOERMH. 181

interface

Berthold Auerbach: Spinoza. Ein historischer Roman. Stuttgart 1837; Schriften. Romane, 2. Serie. 1. Band. Stuttgart 1871, S.
137f.
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FEPEH, I9OBLAEHE. W 220HFH 5. IBHLOEDHI, 7N DIHLFY
ANEBIZHZIY - LT OEZEUET 2EEIHFFE LAY, AT CoEa 2 BT
LIl ot 17I8FERWVUINIEIEAT S A EBCEPNTER [ TINDINAT L
DAEG e Ny V] (RROEW) &, 17454E BB S 72, [=vF V] (Maharal) &

W, (D39 ¥ - V—"J ] (moreinu ha-rav Low) &\V39H N7 5 £ FEOEXF (MHRL) 2%

EEGbhELFTET, ANTF/FOPHTH L, TOFERICELEIL. FENT-L 2 EE]
Blizbvo@ide b Ly, TR TINOT— L 2YREORILI, LR I
BHES W Ll b, T BRIV - U5y (1713-1793) BTI DI E L
TR L7, FBRBO®. 7V A4 - - T— 2V OBRBREIIE ST, I—LADHE
HEROIDE, BURELV LR CEC, BRERE - TRELREVISE - L—
FOBEGERDTHAAELZEVIEPED>TVD, THE, F¥ - 5 U FIIHIME
L7zDIX1755FE DT L TH 50 5. FOEHIZWEITINOT— LV AMEEFETL LTz e
WHHTERZ LR D, LPLIDFVFIDIEY — FRELATWEDIE, &Ik
X725 ¥ - L= DR OEI (18644F) Wl S [#HE&l % ThHY, #2T
. J S F—F T — (1810-1875) LW H LRV IZDFER, TV /AL - ¥
T—7OBREIEAIELALLEIA, FEPL. 205V FUORELRIr NI L
WhoTwb, ZO®FER, 20 HE] OFTHOCELRAZDIOTHY, 55 VEH
HEEDEL B EHLC LAEOWEES 20T, BEESECEELTLLBVER
Vo TIVIEED Do T 7 INDT— L A OETEBHIGEETIE, 19HEOMD &
FTERFEZTTVEDOTH S, [V y 7Y —2u] HED104ERIZ, SOWEZIGE L2
ARV DL L 2HEREN TV E—20— O P BIBEMAM LB 7Ty
NDOHO——Z L ERIZANIUL, 187EEZRVH S LV OWESRLL T
W lHEERNT A D TEL Y,

BREFTE - VTP T - VARERICBEE LN onTD, b o TR,
FEBANYAFEIPESZ, FoZDELAVRETH S, ERW2, ZOHAICH
LT, W ohDNHE X 5N EHALMMT L Likv, TFEX5NE0
3. ZOFERZLEDEPRFTH o2 LTHD, AFEICH L TIE150548, 1512/134,
152048, 15254F & VB WA LREAH BV, RIFIZ1609ETH L, bo b dbHEVEL L

Dl =eoxned®ROBH- 1€

Mosche Meir Perles: Megillath Juchasin Maharal mi-Prog. (Hebriisch) Prag 1745; Warsche (Warschau) 1864; 1889.
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THHEEMB TH oo BHEOWAIL, BOREFT LA LTICREEZS I LSS
ALEVS, WEDORL HREHN. R—EBrmlE 7Nl b Tnh, KliE
F72 5 COERICIE. —ORBELREIEPNTVELL L, 2T EOHRF LTIV
MT250THb, FALVHRLERN. HXEOHEZPLZOEOHEIIHE TN
289, [NTF— 574y r—|(EHAE) OEEITKE L2, WO, EEIR
FTEBLELAL, FATMI, AR—RAEDHITTINDLICTY - L—FHi->TiE
LWEBBAZ, o Z0LEBNITHE. ERPENYF LI VEEETLIEHFTE
2o LALZFOZEMIITCICETOV A AP H L7200 T, fiIRVER LAY TOHNRE
ol BBLRAINDIILRABTH S, T - L—TERATHIL D, BENTHEL
725 L FAZLILDREIE, 1655EL VL I666ED I L7072, FDHEL & b 16804
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Nifladot Maharal mi-Prog im ha-Golem. (Hebriisch) Hrsg. von Judl Rosenberg, Pjotrkow 1909. (Wundertaten des Rabbi Low
in Prag mit dem Golem)

Di Geshikhte Nifloes Maharal mit dem Goylem. (Jiddisch) Hrsg. von J. Rosenberg. Warschau 1925/26.

The Golem or the Miraculous Deeds of Rabbi Liva. Tr. by Joachim Neugroschel. In: Yenne Velt (The Other World). The Great
Works of Jewish Fantasy & Occult. New York 1976; 1978, S. 162 - 225.
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Encyclopaedia Judaica. Jerusalem 1972, Bd. 8. Sp. 496 £.
Der Prager Golem. Von seiner "Geburt" bis zu seinem "Tod". Nach einer alten Handschrift bearbeitet von Chajim Bloch. Wien
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The Avant-garde in Hungary and its audience

Eva Forgacs

While academic art had its firmly established audience in the ranks of the aristocracy and the
upper middle classes in 18" and 19" century Europe, the avant-garde, since its inception in post-
revolutionary France, targeted new devotees. Charged with the promise of a utopian future - the
brainchild of the utopian socialist Count of Saint-Simon[#1] -, the avant-garde addressed potential-
ly everyone outside the establishment who was ready to convert for the idea of the new state of so-
cial justice, equality and happiness. Consistently with its radical difference from the established cul-
ture, the art of the avant-garde needed a radically new language, which, although unusual, liberated
and futuristic, could reach out for a wide audience ~ the people - and entice them, gain them over,
and convince them of the superiority of its vision of the future over the present through the power
of art.

But the relation of the avant-garde to its living audience - the indicator of its efficiency in the
present — is, in fact, inherently paradoxical, because the avant-garde, by definition, is ahead of the
rest of the society. It follows that its audience, recruited from the ranks of the very crowd that it is

leaving behind, can not, according to logic, be on the same page as the artistic avant-garde itself.

1—— In his treatise De l'organisation sociale (1825), Saint-Simon described the role of the artist in the centralized socialist state

of the future:

“...in this great undertaking the artists, the men of imagination will open the march: they will take the Golden Age from
the past and offer it as a gift to future generations; they will make society pursue passionately the rise of its well-being, and
they will do this by presenting the picture of new prosperity, by making each member of society aware that everyone will
soon have a share in enjoyments which up to now have been the privilege of an extremely small class; they will sing the

blessings of civilization, and for the attainment of their goal they will use all the means of the arts, eloquence, poetry, paint-

ing, music; in a word, they will develop the poetic aspect of the new system”

(Quoted and translated by Matei Calinescu in: Calinescu: Five Faces of Modernity, Durham: Duke University Press, 1987,

pp. 102-103.)
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There is an unbridgeable time gap between the world the avant-garde anticipates and the real,
existing world in which the rest of the society lives. The avant-garde artist claims to have leaped
ahead into the future, while everyone else is living in the present. The original task of the avant-
garde artist is to project the image of a better future world to the population and keep up the faith of
people in that future until it becomes reality. But this spells a never disappearing time gap between
the coming age, which the avant-garde artist inhabits, and the present, inhabited by everyone else.
In reality, as Theo van Doesburg, El Lissitzky, and Hans Richter said at the International Congress of
Progressive Artists in Diisseldorf, 1922: the avant-garde was caught “between a society that does not
need us and one that does not yet exist”.[x2]

The fundamental task of the avant-garde was to convince the people of the present that they do
need the future that the avant-garde proposes. The new language and new formal idiom that they
introduced were meant to be enticing, persuasive, and appealing so that the future that the avant-
garde represents could have grip on the imagination of people.

But how can the language of the future resonate in the present? How, indeed, can a small group
of artists committed to the future, reach “back” into the present, and reach out for the minds and
hearts of all those who live in a different age than they do?

And, most of all: how can a group of intellectually, ideologically, and artistically educated art-
ists: an elite, using an elitist language — conquer a large audience prey to popular, or even populist
culture? Besides the time gap, can the sociological gap be bridged?

Because of the march into the future, the most frequent word to characterize the avant-garde
and its adherents has been, since its inception, ‘progressive. Progress, the fundamental tenet of Mod-
ernism, was marking the transition from the past into the future. On the level of politics ‘progressive’
implied an anti-establishment stance. Anti-capitalist and anti-bourgeois; after all, the avant-garde
was, originally, the cultural weapon of utopian socialism.

Although the waves and movements of the avant-gardes of Western Europe differed in many
respects, their representatives were mostly recruited of the progressive, secular urban middle-classes
and found their audience in the same educated social milieu. Already the courage of the romantics,

the realists, the impressionists, the symbolists, and the post-impressionists impressed a like-minded

Doesburg, Lissitzky, Richter: “Statement of the International faction of Constructivists”, De Stijl, Vol 4, No. 4, May 1922.
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Parisian crowd which, after a short period of contempt or mistrust, celebrated the innovative art-
ists as their new heroes. The innovative formal languages of Cubism, Expressionism, Futurism, or
later De Stijl and even Dada also resonated with audiences which, particularly in the wake of World
War L, had already been disillusioned with classical education and culture and felt an intense de-
sire to supersede them. Appreciating nonfigurative art or the sophisticated humor of Dada required,
besides passionate social criticism and commitment to a better future, urbanity, education, and fa-
miliarity with the cultural discourse. The avant-garde artists of the West may have frontally crashed
with tradition and the social order, may have intended to create a tabula rasa, but they had thorough
knowledge of what they were fighting against, and they could rely on a like-minded and similarly
educated audience, which, if moderate size, was willing to discard the culture they had been famil-
iar with in exchange for new imagery, new contents, and future-bound attitude. For example in Ger-
many a rather sizeable and appreciative audience including dealers, collectors, sponsors, and even
museum curators and leaders, promoted the new art of dissent and innovation because they saw
the next step of culture in it, and this enthused them.[*3] As Thomas Nipperday points out, even the
most radical avant-garde attracted a small but conspicuous bourgeois audience.[*4] (These adherents
and promoters of the avant-garde were as adamantly lampooned and persecuted later by National
Socialism as the avant-garde artworks and artists.)

The avant-gardes of Western Europe were the innovative continuation of the cultural discourse
and this discourse was not meant to spill over from the demographics that owned it. Whereas in
post-revolutionary Russia the avant-garde addressed the proletariat - that is, the working classes,
declared by the Communist Party to be the new owners of the country and the culture - the new
developments of art in the West did not, with some exception of a few communist artists, authors

and publishers in the Weimar Republic — address a social group any different from those which had

3————— See, for example Henrike Junge, ed.: Avantgarde und Publikum, K6ln: Bohlau, 1992, in which chapters are dedicated to
the discussion of the role played, among others, by such promoters of the new art as Ernst Beyersdorff, Ida Bienert, Walter
Dexel, Alexander Dorner, Rosy und Ludwig Fischer, Alfred Flechtheim, Herbert von Gravens-Gravensburg, Hans Goltz,
Ernst Gosebruch, Botho Graef, Gustav Friedrich Hartlaub, Carl Georg Heise, Alfred Hess, Karl Ernst Osthaus, Gustav

Pauli, Otto Ralfs, Walther Ratheanau, Max Sauerlandt, Herwarth Walden and Paul Westheim.

4—— Thomas Nipperday: ,Was die Biirgertum in the Moderne fand“ (What the bourgeoisie found in the moderns), Berlin, 1988,

quoted by Junge, ibid., p. 1.
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always owned the cultural discourse. What I will argue and describe below is that the Hungarian
avant-garde was, also in this respect, halfway between East and West.

The avant-gardes of Eastern Europe in general, and the Hungarian avant-garde in particular,
were in a different position both politically and culturally than their Western counterparts. Politi-
cally they had to fight a two-front battle: while they stepped up against the conservative establish-
ment and the middle classes - the arch enemy of the avant-gardes - they also had to fight against
their own leftist comrades’ simplifying views and ideological control. The Party of Social Democrats
in the early 20® century, the Communist Party of the 1919 Hungarian Commune, their descendant
political parties during the interwar period, as well as the post-World War II. Communist dictator-
ship set out against middle class conservatism as adamantly as the avant-garde. But the Socialist and
Communist parties turned against the avant-garde, too, calling it the “vestiges of bourgeois culture”,
whereas the reason why they really rejected it was that they did not tolerate the avant-garde’s alter-
native leftist political alternatives.

Therefore the Hungarian avant-garde had to make it clear that although it was politically on the
left and was anti-bourgeois, these pursuits were not shared with any other leftist or communist ide-
ology, and particularly not with those which espoused Soviet type socialist realism as the only artis-
tic expression acceptable for the ‘masses, ‘the people, ‘the proletariat’

The Hungarian avant-garde, although it included urban intellectuals, was launched by a self-
made and self-educated socialist poet who came from the proletariat, and set out to create the art
and culture of this demographic.

It was the background, education, and personality of Lajos Kassdk (1887-1967), the progeni-
tor of the Hungarian avant-garde that gave the intonation, language, and direction of the movement.
Kassdk came from a very poor working class family at Ersekijvar (then Upper Hungary), and was
himself forced to work from childhood. Trained as a locksmith, he passionately pursued to educate
himself. He moved to Budapest and became an activist of the Party of Social Democrats. He was a
frequent speaker at rallies, and was losing job after job because of his political activities.

He was an avid reader, listened to older workers in pubs and party meetings, and traveled as far
as Paris and Brussels on foot in order to see the world and know more of what was outside Austria-
Hungary. In Brussels he met Socialist party leaders, and in Paris he was, for the first time, exposed to

modern art. Upon his return around 1910 he attended the events of the Galilei Circle, a radical stu-




dent group which organized a series of free and lectures, open to all. A later source of his education
was the lecture series of the Free School of Humanistic Studies in 1917-18, organized by liberal Buda-
pest intellectuals including Georg Lukacs, Béla Balazs, Arnold Hauser, Béla Bartdk, and Zoltan Kodaly.

Kassak started to write and publish poetry in the socialist daily Népszava [The People’s Word]
and the literary journal Reneszdnsz [Renaissance]. His great ambition was to be part of the new lit-
erary periodical Nyugat [West] and have his poems published there, but he was, for some time, re-
fused. The reason — hypothetically — may have been his lack of sophistication and adherence to the
modernist Western forms of poetry, indeed the entire culture of poetic forms that Nyugat repre-
sented. He used idiosyncratic language, wrote in free verse, and struck a harsh, energetic, youthful
tone, which came from the fringes of the society and culture and was vigorously expressive rather
than sophisticated. Eventually he published a serialized novel and a play in Nyugat, but by 1915-16
he got impatient and dissatisfied with the culture of forms, even modernist, and got interested in the
younger generation of authors with a harsher voice. “By the second half of 1915 I came to be con-
vinced that for my own discontents and sinister premonitions I had to publish a journal of my own’,
he wrote. “Nyugat had already accepted me, [...] and although I knew full well that that was as much
as any young poet could wish for, I felt limited and restrained. Among my young friends I had a few
whose cooperation I could rely on. Even if we did not completely agree in everything, they were also
dissatisfied with what we had been having, and this shared bitterness brought us close(+5]

Under the pressure of the ongoing war, A Tett, launched on November 1, 1915, became a bridge
between literary formalism and political activism. It transformed Kassak from marginal young poet
into editor and an important public figure. Its newfound identity was so clear-cut, that soon the edi-
tors of other journals, including Nyugat, sent over the young and idiosyncratic poets and writers to
Kassak. A Tett was fashioned, as the title, its outlay, and its contents indicated, after the Berlin-based
journal Die Aktion, edited by the socialist Franz Pfemfert, who also had roots in the German anar-
chist movement, and whose periodical was an important forum of expressionist art and literature
with a strong anti-war stance. Besides literary works A Tett also published political pamphlets and

essays in sociology. As Kassdk later summed it up: “A Tett wanted to achieve what had been dreamed

5——— Lajos Kassék: “Az izmusok Magyarorszdgon” (The art isms in Hungary), in Kassak: Az izmusok torténete (The history of the

art isms), Budapest: Magvetd Kiadé, 1972, p. 168. My translation. All translations mine, unless otherwise indicated.
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about and widely discussed in Hungary’s Reform Era a hundred years earlier: that Hungary be not
lagging behind the West with a multi-generational delay, but participate in the ongoing intellectual
struggles of the present as an equal partner”’[+6] Therefore, besides young Hungarian poets, works
by Apollinaire, Jules Romains, Georges Duhamel and Filippo Tommaso Marinetti were published in
translation, and sociologist Imre Vajda contributed a series of articles about the future of the Social
Democrats. Vajda belonged to the inner opposition of the Hungarian Party of Social Democrats —
a membership with a serious Marxist education. He was a radical, who disagreed with the German
Social Democrats and condemned them for having given up their original radicalism for the new
strategy of gradual (rather than revolutionary) development and parliamentary debates. A Tets cer-
tainly had a readership which was recruited from the members of the Party of Social Democrats and
was intellectually and ideologically receptive to political essays. Vajda explained his future-bound
concept of the Party of Social Democrats which, according to him, had a crucial role in creating the
“socialist man” by education, because, as he put it, “the improvement of the happiness-balance of so-
cialist man is the ultimate goal of Socialism”[+7] Expanding his discussion to the possibilities of the
European and Russian Socialist and Communist Parties, discussing the concepts of Karl Liebknecht,
August Bebel, and Jean Jaurés, turned A Tett, even if published in Hungarian, a venue of interna-
tional interest, at least inasmuch as it brought the international discourse back to Hungary. During
the hardship of the war years when most people were on edge, the readership of the political arti-
cles may have been sensitive and more receptive to the reproductions of expressionist drawings and
paintings by Béla Uitz, Jen6 Pészk, or Jézsef Nemes Lampérth, too. This new visual language, as well
as the expressionist poetry and prose published in the journal, used stylized forms, elongated, de-
formed, and deliberately distorted for more intense and more shocking expression. The nationwide
solidarity generated by the need and the suffering caused by the war; the tense, extraordinary times
strating in the summer of 1914, made the visual language of Expressionism more palatable for many
people who were, otherwise, of conservative tastes. The success of the journal, including the scandals
it caused, encouraged Kassak to be even bolder in the use of avant-garde language in an effort to co-

agulate an audience of like minded people ranging from workers to progressive, socialist intellectuals

Kassdk, ibid., p. 170.

———— Ibid., p. 186.
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and artists who were all anti-war and on the political left.

The first issue of A Tett for example heralded what it called “the new literature” clearly talking in
a new voice to a new audience. “Literary and artistic aestheticism is dead’, the introductory essay an-
nounced, “The artists and writers will, once again, be workers among the workers and the fighters...
A new, social literature will follow the individualist art of today and yesterday.’[+s] This promise — a
verbatim forecast of Russian Constructivism — projected the end of elitist estheticism (referred to as
“individualist art”) and, in the original spirit of the avant-garde, the anticipation of a collective culture
which, once the artists will be ‘workers; will grow out of the working classes and belong to them.

From the educated middle class audience of Nyugat Kassak - although continuously invit-
ing established writers and sociologists to contribute A Tett — turned to those young, mostly skilled
workers, who had been politically educated in the socialist movement and were becoming politically
conscious while outraged by, and opposing the ongoing war. Addressing this new audience, Kassak
had solid grounds. Working class movements and the political education of the young workers were
processes in the making, and the devastating war was a dire reality. In the years during World War
I. the nascent Hungarian avant-garde was firmly rooted in reality. It had the potential to address
a large audience, and could plan to play an important role on the new political and cultural scene
which was expected to follow World war I. Relying on the solidarity of the rapidly increasing masses
of people who had to pay the price of the war, Kassék’s avant-garde journal was the forum of the dis-
sent, outrage, and pacifism of a large, mixed crowd. On this count, the avant-garde was grounded in
reality and was becoming the catalyst and chronicler of actual historical and social changes.

With the launching of A Tett, which Kassék characterized as an “aggressive art movement” [+9],
he opened up a forum for a new voice in Hungary. It was harsh, young, and radical, fueled by the en-
ergy to make a difference and change the world through the power of art and literature. In his 1916
Program - published almost a year after the journal was launched - Kassék struck a more demand-
ing and more declarative tone. Looking already beyond the still ongoing war, he epitomized the

avant-garde exactly as the Count Saint-Simon described it almost a century earlier,[¥10] but super-

8————— Dezs6 Szab6: “Keresztelére” (To a baptism), in A Tett, I/1, Nov. 1, 1915. In retrospect, Kassdk remarked, that the Russian poet
Viadimir Mayakovsky said the exact same at about the same time in his poem “The Poet: Worker”. In Kassdk, ibid., p. 172.

9———— Kassak: “Politika? Miivészet?” (Politics? Art?), A Tett, 1916/12, pp. 185-186

10 of fn. #1.
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seded his vision: “it is precisely art, especially literature, possessing the most direct, active means of
expression that faces the greatest task in the molding of the coming generation into a human form.
[..] The new literature must be a pillar of fire arising from the very soul of the age! The subject of the
new literature is the entirety of the cosmos! The sound of the new literature is the chant of the con-
scious energies! The glorified ideal of the new literature is Man, enlightening into infinity!”[+11]

Under the impact of the moment, Kassak blended the present and the future, exalting the pres-
ent moment as a direct opening into imminent future developments. The ecstatic tone originated
from Kassak’s experience as a frequent stump orator, but was also fueled by his intense faith in the
instant coming of the new age.

At the same time however, as it became all too clear by 1919, it was this exalted and inevita-
bly stylized rhetoric that increasingly distanced him and is group from the concrete situation. The
expressionist language, which, regrettably, fails to come fully across translation, disconnected the
avant-garde from their adherents who were standing on the solid ground of reality. Stylization and
poetic imagery did not always resonate with readers and audiences, and drove them away from
brick-and-mortar present-day reality, alienating their audience, which had expected matter-of-fact
directness and simplicity.

Paradoxically, while Kassdk wanted to discuss the actual historical-political situation, the catas-
trophe that the war brought into the lives of many, and propose concrete changes in order to make
the world better, the stylized, expressionistic language he used lifted up his text into a vacuum of vi-
sions and generalities. While he wanted to address an audience which had no experience in or lik-
ing for stylishness, he ended up talking in an overheated exalted style himself. Talking about “the
glorified ideal of Man, enlightened into infinity” must have sounded hieratic but holiow at a time
when the people he wanted to reach out for were suffering of poverty and lost their loved ones in
the trenches. “Infinity” or the promises of an infinite future were of no comfort. The gap between
the present and the future, which was glossed over by rhetoric, reflected — contrary to the sincerest
intentions — the lack of a sense of reality of the avant-garde at its very first appearance in Hungar-
ian culture. There may have been a handful of people with whom this message registered with, but

Kassak’s projective language, along with the future-bound, utopian, projective ideas of the avant-

11

Kassdk: “Programm;, A Tett, 1916/10, pp. 153-154, English Translation: John Bétki, BW., pp. 160-161.
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garde, was not transparent enough for his targeted audience. The future he referred to was not tan-
gible, and the cultural rise of the socialist workers was still in that faraway future.

Kassak was a talented and powerful poet who invented a previously non-existent expressionis-
tic language in which he often deliberately used nouns inflected as if they were verbs, and very un-
usual adjectives for shockingly fresh associations.(+12] It was his cultural utopia that this language -
that of a self-made man and a self-educated poet — would be the natural, shared idiom of the young
workers who came from social backgrounds similar to his.

Expressionism in Kassak’s language was not quite what it was in German art and literature. While
it served the personal, often deeply psychological and deliberately stylized individual expression there,
Kassdk understood it as a new collective language - a primitivist idio/m of sorts, meant for the new
“primitives’, the young workers, who had never possessed the earlier lcultural paradigm. He trusted
that the new style expressed the shared experience of misery, betrayal, and suffering of the working
class. Accordingly, the expressionism of the Hungarian avant-garde was heavy and dramatic, closer to

the woodcuts of the Die Briicke artists than to the free, spiritual abstraction of the Blue Rider group.

After A Tett was banned in the summer of 1916 because its international issue carried writings and
pictures by citizens of countries which were Hungary’s war enemies — among others, Kandinsky,
Mestrovi¢, Kulbin, Verhaaren, Duhamel, Bernard Saw - Kassdk launched a new monthly titled Ma
(Today). Here, partially on strategic reasons, he gave more space to art,[*13] and subtitled the jour-
nal as a “literary and artistic periodical’. Pictures were less explicit than texts in the eyes of censor-
ship, and to further promote the new expressionist painting in Hungary, Kassék rented a small ex-
hibition rcom in downtown Budapest, which soon became the meeting point of the writers, poets,
and artist who coagulated around him as a group called, still with a nod to Franz Pfemfert, the “Ac-
tivists” The most emblematic artists of the Ma circle were Béla Uitz - also registered as assistant edi-
tor -, Lajos Tihanyi, Jdnos Mattis Teutsch, Janos Kmetty, and Jézsef Nemes Lampérth. Kassdk un-

dertook the distribution in Hungary of two important “fellow” German periodicals, Der Sturm and

12 For a detailed description and analysis of Kassék’s language, see P4l Deréky: A vasbetontorony kélt6i (The poets of the ferro-
concrete tower), Budapest: Argumentum Kiadd, 1992, pp. 32-34.
13 Kassak offers this explanation in ibid., p. 198.
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Die Aktion. In his Budapest gallery he put on sale the postcards they published with reproductions
of works by Picasso, Braque, Chagall, Klee, Kandinsky, Kokoschka, Léger, Juan Gris, and others, as
a mission in the service of familiarizing the Hungarian public with the latest international tenden-
cies in art. This, as well as many articles and reproductions in Ma, reflect Kassak’s determination to
educate a new audience which will have their primary information and orientation from him and
his journal. Following the German example, Ma also published postcards with reproductions of
works by Hungarian artists often contributing to the journal like, besides those already mentioned,
Ede Bohacsek, Kéroly Kernstok, Jinos Vaszary, and others. To combine a trivial and popular object,
the postcard, with high art was a new initiative at the time which extended the visibility of modern-
ist art to such groups of the society which would otherwise not have been exposed to any encoun-
ter with contemporary painting. Kassak took up the fine arts as a strategic maneuver to drive away
attention from the revolutionary contents of Ma, but he soon found the same contents in the visual
arts as well. The additional feature that he gained from the arts was a sharpened sense for the com-
bination of high and low culture, as the example of the postcards indicates.

Although Kassak’s periodicals had a steady readership during the war years, he never forgot
that his actual audience yet needed to be created and educated. It had to be a wide group open to ev-
erything new, progressive, and, consistently with the title Ma, or ‘today, expressing the present with
an outlook onto the future. The new audience was also expected to be self-conscious, anti-bourgeois,
internationalist, and familiar with the important contemporary Hungarian, European and American
authors, musicians, and artists, in a word: a new type of world citizen, expected to rise from the ash-
es of the war.

In the first issue of Ma Kassak wrote two articles, both of which pursued among other things,
to reach out for a permanent audience. In his introductory editorial article “Propaganda” (Adver-
tisement) he outlined the profile of the new journal and assured the readers that no artistic com-
promises of any kind will be accepted; “our editorial offices will work in total independence from
our publishing venture”.[*14] He also announced that they want to keep a circle of subscribers
around Ma, and there will be more for them than just the journal: “We have established a book

publishing company. We shall distribute reproductions of works of art. We shall organize mati-

14

Kassdk Lajos: “Propaganda’(“Advertisement”), translated by John Batki, BW,, pp. 162-163.
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nees.”[¥15]

The latter were a new way to systematically build personal contact with the readership. The
matinees were weekend daytime events of poetic and musical recitals where subscribers could come
with family members or friends so that the circle of Ma could be incessantly growing. They were
meant to add a new dimension to the education of the audience as well as providing feedback - by
the number of the participants and their spontaneous response to the program - for the authors and
the editor-publisher.

The other article is titled “A plakét és az 1j miivészet” (The poster and the new art). Here Kassak
makes the unprecedented step to discuss posters, generally considered merely commercial, lowly,
and cheap — as new art. Understanding that posters pop in everyone’s eyes in the street and other
public spaces, Kassédk also realized that they are visually powerful, clearly understandable for every-
one - which follows from their function - and also have entertainment value; and all these features
invest them with a new potential, a multifaceted role, part of which is that they are easily absorbed
by any viewer. The poster was a very appropriate new genre to become popular with an audience of
no classical education or even illiterate. In this article, which, published in the first issue, was pro-
grammatic for Ma, Kassak stated that

“..the poster, formerly banished from the ‘sacred groves’ of high art, has in our days acquired a
very lively role that affects many of the more material moments of our lives.

The successful poster is a practically infallible touchstone of our commercial, industrial, politi-
cal and artistic life. {...] It is always agitative by nature, and essentially impossible to constrain within
bounds. For a successful poster is meaningful not only as a business intermediary, but may be en-
joyed and appreciated without any reservation as a pure artistic product...”[+16]

Fascinated by reproducibility, enlargeability, and street exposure, Kassak saw great new pos-
sibilities in the poster for a dialog between the new artist and the new audience. But, in a lecture he
gave in December 1916, he also pointed out that art was, according to him, beyond esthetics, beauty,

and romantic dreams: it was simply “honesty and good work”.[+17] In retrospect he added that “the

15 Ibid,, p. 162.
16 Kassdk: ,A plakdt és az tj miivészet” (The poster and the new paintiing) translated by John Batki, BW., p. 166.
17 Kassdk: “Az izmusok Magyarorszdgon’, ibid., p. 220-221. )
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audience at that time did not have any understanding of this concept of art. They attached some fea-
tures to the person of the artist which could be romantic, or symbolist, or just dandyism. (18]
Looking back from 1972{#19] Kassédk gave an appropriate evaluation of Ma, stating that while
its expressionism with all its discomfort turned a great part of the readers and the public opinioﬁ
against it, thereby it was bearing the burden of being the public enemy No. 1, drawing the main at-
tack away from Nyugat, and thus accomplishing the shift from formalism to radicalism. Also, by
turning most of the public against itself, it attracted those few, who understood its goals and pro-
gram, so that the circle of contributors and adherents was not only growing, but became more artic-

ulate, too.

In the wake of World War I. the Austro-Hungarian Empire fell apart, and Hungary, losing two thirds
of her territories, was one of the new nation-states created when the borders were re-drawn within
the boundaries of the former Dual Monarchy. As a result of a revolution in October 1918 Hungary
became a republic with Count Mihdly Karolyi as Prime Minister, but the frustrating Versailles peace
treaty and the social and economic crisis of the country prompted Kérolyi to cede power to a group
of Moscow-trained communists led by Béla Kun. Onn March 21, 1919 a Soviet Republic - in short-
hand: Commune - was declared in Hungary. Considering his views and editorial and artistic activi-
ties, this was supposed to be the promised land for Kassék. The Commune seemed to bring social
justice and the rule of the working class, exactly as Kassék had wished and anticipated.

Still, Kassék, who was not a Communist but a Social Democrat, was hesitant to welcome the
sudden Communist takeover, and was slow to integrate in the new political system. But eventually
he did. He continued to publish Ma, and beside that he was also employed as a censor for posters.
He was responsible for the decisions on what kinds of posters were allowed to be out in the streets
mediating between the governing power and the population.

Ma and its editors and contributors were harshly attacked by the tabloids and other agents of
public life during the first weeks of the Commune. A few weeks before the Commune was declared

Kassdk, in February 1919 launched a new program, meant to bloom into a movement, for which he

Tbid.
Tbid., p. 223.
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coined the name, still with a nod to Franz Pfemfert: activism. What he meant was direct action on
the one hand, and the attainment of ultimate goal of the movement, which was no less, than, as An-
dor Rosinger put it: “cosmic culture”[#20] At this point Kassak wanted to have it all: reaching out
for an ever increasing, permanent audience which would form a circle around his journal, under-
standing and accepting its political and artistic stances; and he also wanted to have a grip on the far-
reaching dreams and ideas of this audience, ad infinitum.

Kassdk had always refused the Social Democrats’ doctrine about the necessity of all artistic ex-
pression to be transpareat, realistic and clearly and easily understandable for the wide public. He
continued to believe that art has to be vanguard, leading people to new territory. His ideal was not
to cater to his working class audience, but to educate them, and he had opportunities for this dur-
ing the Commune. Ma was regularly published and had all the necessary means to organize cultural
matinees and theater performances for working class audiences; if there was a worry about the fate
of the journal it was that the political power wanted to keep it too close itself and monitor and con-
trol it too much. When former Ma contributor Jézsef Révai, who became editor of the official daily
paper of the Commune, informed Kassak in a telephone conversation that a political decision had
been taken to make Ma the official literary periodical of the new regime, Kassék furiously rejected
the honor. In his autobiography he claims to have answered that he insisted on his autonomy as edi-
tor, publisher, and author.[*21] Documents, however, reveal that he in fact lobbied to have Ma as the
official journal of the Commune. In the end of March 1919 he submitted a work project to the cul-
tural commissariat, in which he underlined the merits of the group in supporting the proletarian
dictatorship and requested administrative and financial support,[*22] which was granted. After May
15, at the time of serious paper shortage, Ma became a biweekly instead of a monthly, on 36 pages
instead of the former 28. It was clearly the political and cultural organ of the proletariat, but Kassdk
and his group wanted the impossible. As old-time socialists they felt entitled to play a leading part

in the official culture of a communist state, and, at the same time, to be entirely independent of its

20 Andor Rosinger: “Az (j kultira kozmikus kultira’, Ma volt. 4, No. 8, 1919, n.p.
21 Kassak: Egy ember élete (One Man's Life), Budapest: Magveté Konyvkiado, 1983, p. 521.
22 Kassak: “A Ma miivészcsoport munkaterve” (The working project of the Artists’ Group Ma) Archives of Kassdk Muzeum,

Budapest, Km-an 12. Published in Ferenc Csaplar, ed.: A magam térvénye szerint (By My Own Law), Budapest: Petofi

Iredalmi Mizeum - Muzsak Kiadé, 1987, pp. 154-156.
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political leadership. They refused to accept the low cultural level of the proletariat, and proudly de-
clared that if “The artists of Ma did not cater to the bourgeois society, they will not cater to the dicta-
torship of the proletariat’, either. [x23]

In reality, however, it was impossible to upkeep this position. Not only did they need politi-
cal and financial support, but if they wanted to reach out for the wide working class audience they
claimed to be their own crowd, they had to give up their expressionist language, too. A telling exam-
ple of where exactly they stood with regard to their audience was the performance of a revolutionary
drama written in expressionist style by Jinos Macza, a member of the group. The Ma group staged
it in a working class neighborhood in the outskirts of Budapest, only to experience that the recep-
tion was disastrous. The proletarian audience ridiculed the tragedy and burst out in laughter at inap-
propriate moments. The convoluted expressionist language and the exaggerated gestures of the show
didn’'t make sense to them; they simply found it inadequate. (It has to be noted that no professional
review or other description of the performance is known.) In his evaluation of the incident, Kassdk
blamed the failure on the ignorance of the audience, but he couldn’t help seeing that the expression-
ist theater and the proletarian public, at least as far as their own attempt was concerned, were a mis-
match. However, his response was not to further educate the audience, but to shoot for predictable
success: he gave up dramatic performances altogether, and returned to a more traditional and for-
mal program which would not risk lack of understanding. “A scientific introduction, poems, recital
of epic poems, and music... Yes. This was already an impressive show of seriousness and importance”,
he wrote about the next effort.[*24]

The incident is emblematic. Expressionist poetry, fiction, painting, and drama had been brew-
ing in KassdK’s circle and had been published in his journals for several years before the unsuccess-
ful performance occurred. Expressionism had been developed and cultivated for the sake of the new,
working class audience which was expected to instantly recognize it as its own language and style.
Kassak serialized his novel Tragédids figurdk (Figures Befitting a Tragedy) in Ma, he carried many

expressionist poems, and even the essays and pamphlets in the journal used highly charged expres-
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Mozes Kahdna: “A Md-t t6bb izben ért tdmaddasokrdl” (“On several attacks against Ma”) Ma, Vol. 4, no. 6, June 1, 1919, p.
142.
Kassék: Egy ember élete (One Man’s Life), Budapest: Magvetd Konyvkiado, edition of 1974, pp. 513-514.




sionist language. In A Tett and Ma Expressionism was regarded as the mode in which the truth can
be said about life, politics, love — everything - in an uncompromised way, directly addressing the
suffering people, especially the proletariat. The concept was that those who suffer, will identify with
the representation of suffering, and will recognize its representation as their own voice. The audience
was also expected to be energized by the strong emotions displayed on stage, and, as a result, have
increased awareness of their own life conditions. But the process of the reception of art works, as we
have since learned from scholars researching the affect of art on the audience,[+25] is not linear, nor
can it be precalculated on sociolgical basis.

Besides the truthful representation of suffering, Expressionism was, in the view of Kassak and
his group, the language of the future, because it was succinct, dramatic, boldly matter-of-fact, and
provocative. What Kassak sought to surpass at that time was still Impressionism, which he consid-
ered the par excellence middle-class style with its superficiality, fragmentariness, and luxurious indi-
viduality. By contrast, he saw Expressionism as token of hard-won sincerity and truthfulness.

The proletarian audience, however, apparently desired the culture of the middle classes: enter-
tainment, of which it had been deprived. The convoluted expressionist language sounded confusing,
complicated, and even indecipherable for the uninitiated.

In the light of this experience, which was certainly not the only one of its kind, it appears that
the prophetic solemnity of Kassdk's own poetry, prose, and manifestos had an additional function.
The power of the exalted expressionist style had to make an emotional impact on the audience in an
attempt to fill the cultural gap between the highly elitist language of the avant-garde and the “people”

who failed to appreciate this style.

The distance between the avant-garde and its audience dramatically grew — and physically at that -
when Kassak and his entire group emigrated after the August 1919 fall of the Commune. They set
up shop in Vienna, where Kassak, in spite of his financial difficulties, managed to continue the pub-

lication of Ma mostly in Hungarian.(+26] His wife Jolan Simon made high-risk secret and illegal trips

25
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From the towering literature, see Susan Bennett: Theatre Audiences, Routledge, 1990.

With the help of his colleague, writer and translator Endre Gaspar, he included articles in German in some issues, and even-
tually published a Theater Issue entirely in German in 1924. However, Gdspér’s help was mostly needed in translating arti-

cles of French, or German authors into Hungarian, and keeping up correspondence with European avant-garde journals.
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to Hungary, and smuggled in copies of the journal. Since the Commune was defeated by the political

right, a leftist journal like Ma was banned, and its audience had to get to it clandestinely.

Not being fluent in any language other than Hungarian, Kassak took up painting and drawing in Vi-
enna, besides writing. With the help of Laszl6 Moholy-Nagy, and art critic Erné (Ernst) Kallai, who
immigrated to Berlin, he got in touch with the artists of the European avant-garde groups. By build-
ing connections with, and eventually participating in the activities of the international avant-gardes,
the Hungarian group was already on the map of the vanguard movements. Kassék identified with
the anger, disillusionment, and adamant social criticism of Dada, and adopted it in 1921. He com-
bined his literary and artistic work: probably inspired by Kurt Schwitters, he started to produce pic-
ture-poems. His audience became the entire international avant-garde community, because he was
exchanging copies of Ma for copies of Der Sturm, Lesprit nouveau, Das Kunstblatt, De Stijl, Merz,
Het Overzicht, Stavba, The Little Review, G, Loeuf dur, and other “little journals”.

Throughout the exile in Vienna the Ma group worked for a virtual audience. But they also
functioned as a cohesive force for other Hungarians who lived in exile in Vienna, and continued to
organize recitals and bilingual matinees. Jolan Simon developed a new style in reciting poetry based
on vocal effects, breaking down the words and revealing her own innermost impulses, which was
soon followed by others. She performed in Hungary, too, during her secret visits, and organized il-
legal Ma evenings for members of the Socialist and Communist parties. Meanwhile Kassék had
some of the outstanding members of the Viennese intelligentsia also involved in the Ma programs.
Since an important part of the income generated by Ma came from sales in Czechoslovakia and Yu-
goslavia — both countries having a sizeable Hungarian speaking population - Kassék and his group
toured these countries. In 1926 they had a recital evening in Paris, in the location of the Société des
Savants.[+27] They found a community of like-minded European artists, authors, and youth, who
had been through the same war experience and had responded to it in the same way. This shared
generational and political experience was the common ground of Kassék and his audience which
was scattered all around Europe.

But Kassak could not be satisfied with critique only. He was intent to build up a new program
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for a new movement with positive goals, which had the potential to attract a progressive, futare-
bound audience. In 1922 he severed his ties with Dada and espoused Constructivism, which was
considered by the international avant-gardes the visual language of the future. Since some of his au-
thors insisted on Dada and the particular version of communist ideology that Berlin dada represent-
ed, the Ma group split along esthetic, political, and personal fault lines. The Hungarian variant of
constructivism was engendered and developed entirely abroad, in exile, without having supporters,
adherents, or any basis in Hungary. In Vienna Kassak encountered the Westernized version of Rus-
sian constructivism, which was lacking the rigorously puritan, anti-esthetic stance of the Russians.
‘International Constructivism, as it came to be known, was, instead, a visual language of the new
aesthetic of streamlined geometric abstraction, which often ventured into real space and 3-dimen-
sionality. Kassék’s particular version of Constructivism was neither as rigorous as that of the Rus-
sians, nor as streamlined and modernized as its Western variant. He created a more dramatic, heavi-
ly symbolic, planar constructivism which he dubbed, probably borrowing the term from the Russian
painter Ljubov Popova, Picturarchitecture. He achieved what no Hungarian artist had achieved be-
fore him: he got integrated into the latest, present-day vanguard art of both Western Europe and, to
some extent, Soviet Russia.

However: while his angry, politically charged Dada interlude was as relevant as his majestic
constructivist work, none of these had a base audience in his own culture. Kassék, who always con-
sidered his emigration temporary, and wanted to make an impact on Hungarian culture, returned to
Hungary in the Fall of 1926, when the police procedures against him had phased out. By this time
authorities in Czechoslovakia, Romania, Poland and Yugoslavia had put a ban on his recital evenings
and even on the circulation of Ma, so Hungary was, once again, where he could hope to rebuild his

effort and audience.

The launching of a new journal marked KassaK’s relentless efforts and the consistency of his pro-
gram: just two months after he arrived back in Budapest, he published Dokumentum (Document).
It was a trilingual -~ Hungarian, French, and German - publication which presented the works of a
great number of contemporary Western authors and artists to the Hungarian readership including
El Lissitzky, Walter Benjamin, and Ernest Hemingway, with a new emphasis on architecture, theater,

film, dance, and music, too. For the first time in Hungary, Dokumentum informed its readers of the
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new art of Soviet-Russia as well. It was an oppositional, politically outspoken forum, anti-capitalist
and anti-bourgeois. However, Kassak soon realized that the new journal had not readership. “Not
only had the writers emigrated and got scattered all over the world, the same had happened to the
readers, too. After half a year the editors understood that the situation in Hungary had fundamen-
tally changes since 1919. The possibilities which were then open, have been eradicated, and we have
to continue our fight in a different territory with different methods and different people.”[+28]

General poverty, political oppression, and massive emigration have significantly set back the
cultural life of the country. Kassék was back in square one: his hopes that he could educate the
young socialist workers, and integrate them into the intelligentsia, were not realistic - or, at least,
not by publishing a well-informed trilingual journal for them. He had to realize that the editors
“could not rely on the readership of Ma, or Nyugat, because that readership had fallen apart”, Kassak
wrote. “We had to come to terms with the fact that there is only one segment in society for which it
is worth fighting for, and that is the students and the young workers. But reaching out for them de-
manded a whole new language” [+29]

Dokumentum was discontinued, and when Kassak launched his new journal Munka (Work) in
1928, he was aware that “he had neither raw material, nor supporters, not even enemies, he had no
artistic, social, or philosophical claims, no audience - [he] had simply nothing, no possibilities at
all”[+30]

With his international experience behind him, Kassék set to work in this vacuum with an edi-
torial minimalism on the one hand - the journal looked very plain and modest, and, as the title sug-
gested, did not aspire for more than accomplishing some work -, and an unusually far-sighted am-
bition on the other hand: to find the members of the new group, and to raise a whole new future
audience as well. If there was no such segment in Hungarian culture and society which needed his
work, Kassédk set out to create that segment.

In order to reach out for the students and young workers under the pressure of political censor-

ship, Kassdk developed a new strategy. While his previous journals had been voraciously rebellious,
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both politically and artistically radical, Munka struck a chord with the realists. In his first editorial,
Kassak underlined that the journal aspires at a certain degree of professionalism, but its competence
does not expand to politics. Instead of the word ‘politics’ he kept on using the word ‘social’ For ex-
ample, he wrote: “We all have one single task: the fundamental social transformation of the realistic
givens of life today...”[#31] He emphasized that in the literary works published in the journal ‘human
contents’ dominate rather than class warfare. Contrary to the utopian intonation of A Tett and Ma,
now he stated that socialism is in the faraway future, and progress to it is going to be slow and grad-
ual. He called the young workers to study the present situation, get an understanding of it, and asso-
ciate themselves with radical young students for their intellectual power and informed views.[*32]

Munka was clearly on the political left, but did not incense its readers. Instead, it invited them
to do the work of learning. It kept its language simple and understandable. It published, among oth-
er things, poems by John Dos Passos, an essay on the new Soviet literature, essays on the Bauhaus,
and a short story by Ernest Hemingway. It gave accounts of urbanism, the modern metropolis, and
contemporary art in Europe. It was offered to the young workers as a source of information on the
culture and social issues of the present.

Beside this, Kassék made further steps to build a larger community. He started a Correspon-
dence section titled “A Day In My Life”, where he published young workers” accounts of their every-
day lives and daily problems. He also started a Sports section, where he published photos of worker
sportsmen and champions, and wrote about the necessity of mass sport. Following the example of
the Berlin-based illustrated journal Der Arbeiter-Fotograf (The Worker Photographer), he started to
seriously pursue the publication of photos made by workers. As a result Munka, which was simple
and disciplined with no avant-garde flair, was visually dominated by photographs of workers. Out of
this initiative grew one of KassdK’s great achievements: the fledgling socio-photo movement of the
Munka Circle, which grew out of amateur sport photography.

There had been socio-photo in Hungary before, as early as the late 19® century, but now, in his
article on worker photographers Lajos Gré announced on behalf of Munka, that “the readers are en-

couraged to send in their photos which will be published and/or criticized by the editors in order to
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help the future development of their skills in photography”.[¥33] As a result, amateur photographers
went out to photographically document hard-core reality in Hungary, and Munka functioned as a
venue for their pictures. Thus the journal became a forum of socially committed photography. Fre-
quent contributors included Kata Kélmén, Ferenc Haar,[#34] Sandor Frithof, and Lajos Lengyel. In
1930 the Socio Photo Group of the Munka Circle was formally established, and became one of the
most important movements in Hungarian photography.[#35]

In retrospect Kassdk revealed that his strategy — which had proved successful - was to integrate
photography in the visual arts, and then familiarize the young workers who were attracted to pho-
tography with modernist painting and other visual arts.[#36]

Besides the socio-photo, Kassék organized a series of theater performances and political de-
bates, developed a series of the literary events of the Munka Circle, which were often banned by the
authorities, and published a series of Munka Books including socio-photo albums, literary works,
and a history of new Soviet cinema. The Mentor bookshop in Budapest was one of the epicenters of
his activities, and he met with the contributors and sympathizers of his group in one of Budapest’s
many fashionable literary cafés, the Japdn Kdvéhdz (Japanese Coffee House).

Thus the Circle functioned as a home away from home for the young workers and students. Jo-
ldn Simon organized a poetry reciting choir which recited, or, to put it more appropriately, chanted
poetry. The multiplication of the human voice in the choir meant to emphasize the collective aspects
of poetry, and to tighten the bond of the individuals to the community. The collective recital of poet-
ry by a choir became a specialty of the Munka Circle. Tt was also the result of such collective activities
that the number of regular participants and sympathizers of the Munka Circle surpassed the number
of the adherents of all other leftist political movements, except for the Party of Social Democrats.[+37]

However, as historian Peter Konok points out, it was difficult to create a homogenous group out of
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those young leftists who were dissatisfied with either the politics, or the artistic principles and es-
thetic taste of the Social Democrats, because this youth was divided into many sub-groups and plat-
forms, whereas Kassdk was committed to create a unified counterculture with an intellectually ho-
mogenous, convincingly large group of participants.(+38] To this end, he was trying to consolidate
the radical leftists and the more moderate Social Democrats and, as the clarity and simplicity of the
journal’s visual layout as well as its contents indicated, he was putting out a clear and simple politi-
cal message. He was still considered avant-garde, because he was politically in opposition, and the
art forms he championed, from the poetry reciting choirs to modern architecture to socio-photo,
spelled progress. But he gave up on those modernist idioms which he had embraced before 1928,
because they had proved to have been lost on the working-class audience.

In order to upkeep uniformity and discipline within the Munka Circle, he drove out from the
Circle a small group of young artists who were leaning towards Surrealism: Lajos Vajda, Dezs6 Ko-
rniss, Sandor Trauner, Gyorgy Kepes, Ern6 Schubert, and Béla Heged(is. These painters, fresh grad-
uates from the Academy of Fine Arts in Budapest, had got in a conflict with Kassék, who thought
that they were too pessimistic. He reproached them for not using bright colors which, in his view,
radiated optimism. After the opening of a collective exhibition of the young painters, Kassdk made a
stark attack against them in the Munka Circle,[¥39] which made it impossible for the artists to remain
active participants, although they had great respect for Kassak, and most of them underlined how
much they had learned from him. [*40] Most of them went abroad for a shorter or longer time, or for
good. This incident demonstrates the limits of Kassk’s tolerance and his determination to not allow
any view or artistic practice which conspicuously biased from the group’s basic stance, and could
have confused or even compromised the generally accepted principles which he had shaped.

Just as his own poetry became increasingly classicist, the art forms that Kassak championed in

Munka were becoming, throughout the 1930s, also increasingly simple and realist. The photos taken

38 Konok, ibid., p. 2.
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by the members of the socio-photo movement were, in fact, very close in style and content to what in
the Soviet Union was already called “critical realism’, an introductory level to socialist realism. [+41]
Kassak’s attitude of simplicity and clarity and his esthetic rigor was shared by many of members
of the Munka Circle, but there was an increasing inner political opposition within the group, too. In
1930 the Munka Circle split into two along the communist — radical leftist fault line, where Kassak
remained closer to the classic communist ideology, while a relatively large group of young members
espoused the more radical ideas of Trotsky and Karl Korsch.[*42] But even after the split the police
had records of ca. 1000 -~ 1200 members, sympathizers, or followers of Kassak: a crowd, that we may

call his core audience.

In fact this same process, the morphing of abstraction into a “new” realism had taken place in the
art of the post-avant-garde across the board. The cubist-abstract idiom of the Italian futurists turned
realist after World War L, as did German Expressionism in the 1920s when it was followed by Neue
Sachlichket (New Objectivity), and the work of several representatives of the Soviet-Russian avant-
garde, including Kazimir Malevich and Alexander Rodchenko.[*43] The 1930s was the decade for in-
ternational conferences on culture. Leading European and American intellectuals like Romain Rol-
land, Henri Barbusse, Upton Sinclair, Maxim Gorky, John Dos Passos, Theodore Dreiser, and others
organized cultural forums in order to consolidate an effective anti-war front in fear of the new world
war. Kassak and his journal was among those who were addressed to participate and demonstrate
solidarity. The enormity of the challenge that world politics meant for the representatives of culture
and cultural tradition made it probably inevitable that artistic expression would shift to realist, clear,
non-elitist, generally understandable forms.

What is particularly clear though in the history of the Hungarian avant-garde, amidst a political
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oppression which was not as total as in the Soviet Union, but was tougher than in Western Europe,
is that this shift was the inevitable precondition of securing an audience for this art in the 1930s, no

matter how small that audience, in fact, was.

[y - TANTF/T—b kv F— ALy T FT - FHL 2, 7]
[Eva Forgacs, Art Center College of Design, Pasadena]
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Russian dancers in Yugoslavia in the 1920s and 1930s

Elizabeth Souritz

The kingdom of Serbia, Slovenia and Croatia (to become in 1929 the Federal Republic of Yu-
goslavia) was created in 1918 after the collapse of the Austria-Hungarian empire in the first World
War. Before this date there was very little ballet in this region of Europe. Some small groups of danc-
ers, that were attached to the Opera companies (for instance in Zagreb), languished under Italian
choreographers, appearing mostly in operas. In the 1920s ballet became established as a theatrical
form in Zagreb, Belgrade and Ljubljana, and it was greatly influenced by Russians who also taught in
schools and thus prepared the ground for the development of the national ballet.

‘We know the names of many Russian dancers of different importance who have worked in Yu-
goslavia in the 1920s and 1930s. The best known are Margarita Froman and Maximilian Froman,
Yelena Poliakova, Klavdia Issachenko, Nina Kirsanova, Anatoly Zhukovsky, Sergei Streshnev; less
known - Maria Bologovskaya, Marina M. Olenina, Fedor Vassiliev, Nikolai Yavorsky etc. Choreog-
raphers Boris Kniasev and Boris Romanov staged some ballets but did not stay long in Belgrade.

They mostly arrived from Russia during the years of the civil war in that country which fol-
lowed the 1917 October revolution. With famine, cold and red terror, life having become practically
unbearable, many actors and dancers had fled first to the South of Russia (the Caucasus or Odessa
on the Black sea), while it was still under the White army. Then, after its defeat - to the West. The
Balkans were rather easy to reach by boat (generally through Constantinople), so quite a few found
at last a home in one of the cities of Serbia, Slovenia or Croatia. Then came the next generation:
those who came to Yugoslavia as young people or children and studied there with Russian teachers.

I can't, of course, include them all in my paper. So I have chosen those whose work in this
country in the 1920s and 1930s was especially significant - Margarita Froman, Yelena Poliakova,
Nina Kirsanova and Klavdia Issachenko. The first three were ballet dancers and Issachenko worked

in the free dance style.
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I think I must start by telling something about the background of these dancers.

Margarita Petrovna Froman was born in Moscow on October 27, 1890 from a German father,
Peter- Johann Froman, who was a musician at the Bolshoi theatre, and a Russian mother. She stud-
ied dance at the Moscow Theatrical School under the well-known dancer and teacher Vassily Tik-
homirov and graduated in 1909, joining the Bolshoi Ballet. (Photos 1,2). The choreographer in chief
of the Bolshoi was at that time Alexander Gorsky. Engaged since 1900 in reforming the Bolshoi bal-

let by revealing dramatic truth within the conventions of the classical ballet, he not only added to

its repertory his own works (one of the most important was in 1910 the ballet “Salammbd” after the

[Photol] I.Margarita Froman [Photo2] Margarita Froman in “The Swan Lake”




novel by Gustave Flaubert), but reworked most famous old ballets. Froman, who was soon moved to
the rank of first soloist, danced many solo parts in his productions. (Photos 3,4). In “Sleeping beau-
ty”, a ballet he hardly changed, keeping to the Marius Petipa choreography, she danced the Lilac fairy
and the Fairy of the bread crumbs, in “Don Quichotte” and “Raymonda’, that he had reworked, she
danced Piccilia (selling fruit in the square in Barcelona) and Henriette (Raymonda’s companion),
also Meri-Amon in Gorsky’s new version of “The Pharaon’s daughter” and by 1916 even Swanilda,
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the principal role in Gorsky’s “Coppélia”. So she has mastered the repertory of the Bolshoi, was fa-

miliar with the famous classical ballets in Gorsky’s versions.

[Photo3] Margarita Froman in “Don Quichotte” [Photo4] Margarita Froman in a Russian Dance

123



124

But her stage experience was not limited to the Gorsky works. In 1910, 1911 and 1912 she
also took part in the famous Serge Diaghilev “Russian Seasons” in Paris, dancing one of the slaves
at the premiere of “Schéhérazade” (1910), solo parts in the premiéres of “Daphnis and Chloe” and
“The Blue God” (both 1912), taking part in many other ballets. Froman was a very beautiful wom-
an, sometimes compared to Tamara Karsavina, and during the Ballets Russes tours she sometimes
danced Karsavina’s roles: for instance the Ballerina in the famous Stravinsky-Fokine ballet “Petrush-
ka” In 1916 she accompanied the Diaghilev Ballets Russes on its American tour. During this tour
she even had the opportunity to dance with the great Vaslav Nijinsky: for instance, in Fokine’s “Le
Spectre de la rose”. So she also had complete knowledge of the most famous Michel Fokine ballets,

»

such as “Les Sylphides”, “Petrushka’, “Schéhérazade” and many others.

At the Bolshoi Froman sometimes had as a partner another very famous Russian male dancer —

[Photo 6] The ballet “Aziadeh”. M. Froman as Aziadeh,
[Photo 5] Margarita Froman and Mikhail M. Mordkin as the Sheikh, A. Bulgakov as Kerim and L.
Mordkin in “Aziadeh” (1917) Gulin as the Eunuch. (1917)




Mikhail Mordkin who in the years of the First World War started to
experiment in choreography. Froman was one of the dancers who
took part in Mordkin’s tours (he often toured the provinces) and for
whom he staged dances and even ballets (for instance his own ver-
sion of “La Fille mal gardée” in 1918). They also appeared together
in the famous “Bacchanale” that Mordkin, while in the West, used to
dance with Anna Pavlova.

One of his important works was an Oriental ballet “Aziadeh’”,
given in 1918, first in the newly founded after the October revo-
lution opera theatre (named the Theatre of the Moscow Soviet of
the Worker’s Deputies), then in a circus with Froman in the part of
Aziadeh and Mordkin of the Sheikh. Froman got excellent reviews
for dancing the part of an Arabic girl abducted and carried off to
the Sheikh’s harem, who then kills the Sheikh in order to gain free-
dom. After this ballet a film was made also in 1918 where she acted
the part of Aziadeh next to Mordkin. (Photos 5,6). (The film still
exists and can actually be seen for instance at the Dance collection

of the Public Library in New York). (Photo 7).
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[Photo7] The cover of the program of the
film “Aziadeh” (1918)

That way she got the experience of both the Diaghilev repertory (mostly ballets by Michel

Fokine) and the Moscow Gorsky repertory, including the important classical ballets as they were

danced at the Bolshoi, at the same time as and works by Mordkin with whom she continued to have

an important professional association after 1918, when both left the Bolshoi. When in 1918 Mord-

kin got in conflict with the administration of the Bolshoi, which accused him of taking part in per-

formances away from the Bolshoi without having got the necessary permission, Mordkin was fined,

and he resigned as an act of protest. Margarita Froman then also handed her resignation: she said

that, as she was his partner, she feels just as responsible, and will not stay if he has to leave the com-

pany. Later they appeared as partners together in Ukraine, when he was at the head of the Opera

company in Kiev and she was its ballerina (dancing, for instance, “Giselle”), and in other Ukrainian

towns. But, although both emigrated, they did not leave Russia together. Mordkin stayed until 1924,

while we know that the Froman family arrived in Yugoslavia in 1921.
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It was quite a large family (two sisters and three brothers) and they all contributed to the
growth of the Yugoslav ballet. Maximilan (two years older than his sister Margarita) was a dancer
who has also worked before the war at the Bolshoi and in the Diaghilev company, as one of its im-
portant soloists. In Yugoslavia he was the principal male dancer in the companies that Margarita
headed. The younger Valentin was also a dancer. Pavel was a stage designer who worked in Belgrade
from 1921 to his death in 1940, designing the ballets “Giselle”, “The Firebird”, “Petrushka”, “The Lit-
tle Humpbacked Horse”, “Don Juan” and several operas and pantomimes. The sister, Olga, a musi-
cian, has always worked with Margarita as a pianist.

At the very beginning the Fromans travelled around the country with a company named “Rus-
sian Moscow Ballet”. Among the members of this company were also such Russian dancers as Yulia
Bekefi, quite famous on the Russian variety stage, and Olga Orlova. When they danced in Belgrade,
the newspaper “Politika’on January 11 1921 said that Froman was a lively and graceful dancer and
her dances were very elegant, while Bekefi was excellent in the Spanish and Gipsy dances, same as in
the Liszt’s Second rhapsody.

Soon Margarita Froman settled in Zagreb. She worked there until 1927, then again from 1930
to 1956, directing the local ballet company (the Zagreb National Croatian Ballet) and opened her
own ballet school. In the beginning of the 1920s she sometimes toured with the Zagreb company
in Belgrade (for instance in 1921, 1922 and 1923) and, as these performances had a great success,
she was asked to stage several ballets at the National Theatre. Then, in 1927, she moved to Belgrade,
where she worked until 1930, before returning to Zagreb. So both important Yugoslavian ballet
companies (Croatian and Serbian) have profited from her experience.

Froman was the first director of the Zagreb Ballet, which she served also as prima-ballerina
(until 1934), choreographer, teacher and producer for more than thirty years. She is considered to
be the most important dancer and choreographer in Yugoslavia in the first half of the XX century,
having provided the impetus for the growth of ballet in her adopted country. She trained many Cro-
atian and Serbian dancers and in general lent her prodigious energy and considerable administrative
skill to establish the ballet in Yugoslavia.

Froman began by introducing first the Zagreb, then the Belgrade audiences (during the first
three seasons she worked there) to the works of the most famous choreographers of the Russian rep-

ertory. She produced about 40 ballets in Zagreb and at least ten in Belgrade (most of them in one
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act), dancing principal parts in many of them. She also staged around 30 operas and many dances in
operettas.

The first ballets Froman produced in Zagreb were in 1921 “The Swan Lake” and “Coppélia’,
then other traditional ballets she knew from Moscow, certainly in the Alexander Gorsky versions.
Belgrade also saw “Raymonda” in 1926 and “The Little Humpbacked Horse” in 1927. We don’t have
enough source material to be able to describe these ballets and to decide how close they were either
to the traditional versions or the ones belonging to Gorsky. Even the works of the Yugoslav research-
ers, that I have been using, such as Milica Jovanovi¢’s book “The first seventy years of the National
Theatre ballet” (Belgrade, 1994) her dissertation “The Ballet of the National Theatre in Belgrade.
1923-1941” (in Russian, 1987), or the articles by K. Sukulevié-Markovi¢ and M. Jovanovi¢[*1] in
the collection “Russian emigration in Serbian culture in the XX century” (Belgrade, 1994), don't
give an answer to this question. Quite a few newspaper reviews are quoted by the authors (mostly
from newspaper “Politika”), but the critics, writing in these newspapers, just say how good the bal-
lets were, what success they had, how important it is for the newborn Yugoslav dance theatre to have
them in their repertory, but they give no analysis, even no description, do not compare different ver-
sions. Probably at that point there were no ballet critics in the country able to do it professionally.
Generally the ballet reviewers also mention, with high praise, Froman’s dancing in the classical bal-
lets that she had revived: Odette-Odile in “Swan Lake’, Aurore in “The Sleeping Beauty”, the Tzar-
maiden in “The Little Hump-backed Horse”, Swanilda in “Coppélia’, Raymonda in the ballet of the
same name etc. They talk of her excellent technique, her beauty, her stage presence, her expressive
mime.

We know a little more about the “Nutcracker” that Froman produced in Belgrade in 1937. It
must have been her own original version as she could not have danced this ballet anywhere - it was
not in the Bolshoi repertory before 1919; while she left the company in 1918: it has never been pro-
duced by the “Ballets Russes de Serge Diaghilev”.

This Tchaikovsky ballet is based, as we know, on the German writer E.T.A. Hoffman’s works,

JoBaroBuh, Mumuma. I1peux cenamuecer roguta Baser Haponsor nosopuuira y Beorpagy. Beorpan. 1994; JoBanosuy,
Muuna. Baner Haponsoro Tearpa B Benrpage. 1923-1941. Ouccepranua. TMTUC (Mocksa). 1987; Pycka emurpanuja y
ceprickoj kyntypu XX Bexa. Beorpan. 1994,
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but Froman used in the Prologue (probably to the music of the overture) and the Epilogue also Hans
Christian Andersens’s story about the little girl who freezes to death during the Christmas night. The
ballet began with the scene of the girl selling matches in the street while other children, belonging to
rich families, walk along with their parents past her to a house with brightly lit windows, where one
sees a Christmas tree. They don't pay attention to the little beggar, do not buy anything from her. The
little girl watches the passers-by and to keep warm strikes one match after another. And every time
there is a flash of light, she sees a vision of the Christmas party, the richly decorated tree, the toys
and presents. Drosselmeier is the only passer-by who notices the freezing child. The ballet at this
point turns into a fairy tale. The little girl becomes Clara (as in the Tchaikovsky ballet), and the per-
formance goes on as in all the usual versions: with the Fée Dragée, the battle of the mice and the tin
soldiers, the usual character dances. But the ending (Epilogue) is different. One sees again the same
street and the happy children going home after the party. And again no one notices the little girl ly-
ing dead in the snow. Her mother arrives looking for her, but it is too late: she has frozen to death.
The mother, lifts the dead body, gives a look full of despair and anger to the audience and shakes her
fist, as if saying: “It is you all, because of your indifference to the suffering of the poor, who are re-
sponsible for what has happened!”. This ending, which certainly had a political meaning, was not
welcomed by the administration of the theatre and after the premiére for a while the ballet was given
without the Prologue and Epilogue, but later they were restored. What music Froman has used for
the new scenes she has produced, we don’t know.

But the big multiact XIX century Russian ballets, such as the ones with music by PI. Tchai-
kovsky, or “Raymonda’, “Coppélia’, “Don Quichotte” and the “The Little Humpbacked Horse”, were
not the only ones revived by Froman in Zagreb and Belgrade. The shorter and more modern ballets
by Fokine were even better suited for young companies just beginning to function: Froman repro-
duced in Yugoslavia many of the famous ballets that she knew from having danced in with the Di-
aghilev company : “Les Sylphides”, “Schéhérazade”, “The Polovtsian dances”, “Petrushka’, “The Fire-
bird”, “Le Carnaval”, “Les Papillons” But she also went to Paris to see the new works of this company
when they were performed there, and she staged them in Yugoslavia: for instance some ballets by
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Léonide Massine that were created in the 1920s (“Le Tricorne”, “Pulcinella” and “La Boutique Fan-

tasque”), also Bronislava Nijinska’s “Les Noces” with music by Stravinsky.

Working in Zagreb and Belgrade Froman produced, on top of the ballets, many dances for the
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operas that were premiéred in the theatres of these cities. Some of these dances were very successful.
Milica Jovanovi¢ in her book mentions the dances in “Carmen” in the Belgrade opera house cho-
reographed in the 1930s, when Froman was herself the principal interpreter, and says they were still
performed in the 1970s, forty years later.

While introducing into the repertory ballets known all over the world, Froman also realised
that it was very important to produce new ballets by Yugoslav composers and on national subjects.
I must say that she understood this need better than many Russians working abroad, even such im-
portant choreographers as Fokine or Mordkin, who never really became part of the culture of the
countries, where they worked after having left Russia. They preferred to collaborate with Russian
composers and designers and have never shown interest in subjects of local literature or relayed to
local life, never studied local dance. Their aim was to introduce Russian ballet to the country, where
they settled, and to teach their pupils what they have been taught in Russia. That is one of the rea-
sons, I think, because neither became as popular as he could have been, for instance, in the United
States that became their second home.

Froman was different. She realized that Yugoslavia is a country with very strong folklore tradi-
tions, including dances still performed in the country by the peasants. She also realized there were
some very talented composers among the musicians she worked with. For instance the conductor
of the Zagreb Opera KreSimir Baranovi¢ . These local folklore traditions were taken into consider-
ations by him and the other composers who worked on the first Yugoslav ballets.

Froman produced nine ballets using national subjects or music by Yugoslav composers: “The
Wedding Song” (music by K. Baranovi¢ and 1. Zayts, 1922), “The Shadows” (music by B. Sirala,
1923), “The Gingerbread Heart” (music by K. Baranovi¢, 1924), “The Statuettes” (music by L.
Safranek- Kavi¢, 1926), “The Gold” (music by V. Papandopulo, 1930), “The Devil and his Assistant”
(music by F, Lhotka, 1931), “Dreams” (music by L. Safranek-Kavi¢, 1934), “Imbrek with the Big
Nose” (music by K. Baranovi¢, 1935), “The Legend of Ochrid” (music by S. Hristi¢, 1947). The most
important are “The Gingerbread Heart”, “Imbrek with the Big Nose” and “The Legend of Ochrid”.

“The Gingerbread Heart” became a staple in the Yugoslav repertory. Set in the Croatian village
fair, “The Gingerbread heart” shows a young man who in the first scene set at a fair presents his girl
with a heart made of gingerbread (a local speciality), thereby winning her love. The second scene

was set in a fantastic world, as was the custom in old classical ballets. In was the world of the ginger-
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bread cookies. The dancers had costumes imitating the traditional gingerbread cakes as they were
cooked, decorated and sold at fairs. The costumes had little mirrors attached to them and rich em-
broidery . The third scene, where it was the girl who gave a gingerbread heart to the boy, was again
set at the fair. It consisted mostly of whirling folk round dances (kolos). This ballet was sometimes
compared to “Petrushka’, and the music by Baranovi¢ to that of Stravinsky.

Another national ballet was a comedy “Imbrek with the Big Nose” (also with music by
Baranovi¢, 1937) after a rather curious folk tale of the Croatian mountains. It was the story of a silly
young man who had a long and ugly nose. To please the girl he was in love with, he got to the heav-
en and pleaded the angels to help him and shorten his nose. The angels did it with a golden saw.
(Milica Jovanovi¢, who had done research on “Imbrek with the Big Nose”, tells in her above men-
tioned book that the choreographer Dmitrije Parli¢, when describing this ballet, told her that the
scene in the heaven was choreographed in a surrealistic style, imitating the avant-garde theatre per-

formances. But we have no other information). When back on earth, Imbrek told his girl he had

[Photo 8] The ballet “The Legend of Ochrid”




shortened his nose himself with a razor. Because of this lie he instantly got another nose — even lon-
ger and, as a result became the laughing stock of all the villagers, while his girl refused to marry him.
“Imbrek with the Big Nose” was popular with the Belgrade audiences and often danced during the
next years before the second World War and up to the time when in 1941 the German army occu-
pied Yugoslavia.

During the second World War Froman left Yugoslavia for a while to stay in Bratislava with her
brother Maximilian, then came back to Zagreb. In 1947 she produced in Belgrade what is maybe up
to now the most famous Yugoslav ballet — “The Legend of Ochrid”. (Photos 8,9,10,11).

[Photo 10] “The Legend of Ochrid”

[Photo 9] “The Legend of Ochrid” [Photo 11] “The Legend of Ochrid”
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The action of this ballet was set at the period of the national struggle against the Turkish ag-
gression (that is to say - in the XIV century), but alluded to the contemporary situation in Belgrade
which has nearly been destroyed in the war. It is the story of two young people Bileana and Marko
who love each other, but, like in many traditional ballets (including “La Fille mal gardée”) Biliana’
s father insists that she marry a richer man, whom she does not love. At the precise moment when
the wedding takes places, the Turks attack. Bileana’s bridegroom is killed and she is taken away as a
prisoner. But Marko is determined to save her. And here again the ballet turns to fairy tale. The mer-
maid of the Ochrid lake gives Marko a magic sword and a magic flower. He uses the flower to turn
Bileana into a dove. As a dove she flies back home. A merry wedding crowns the ballet.

This was not the first production of the Hristi¢ ballet. Nina Kirsanova (another Russian who
has worked in Yugoslavia) has produced it in a shorter version for the first time in Belgrade in 1933,
but Froman’s production was much more successful. This work, which integrated folk motives and
classical ballet had an enormous appeal on post-war audiences. It was shown in many countries, es-
pecially at festivals such as the ones in Edinburgh and Athens (1951), Geneva, Zurich and Salzburg
(1953), Florence and Vienna (1955). It was in the repertory of the Belgrade ballet stage for twenty
years and had more than 300 performances before in December 1966 a new version was produced
by Dimitrije Parli¢.

As to Margarita Froman, she emigrated in 1956 to the United States and settled in Boston,
where her brother, Maximilian, ran a ballet studio. There she taught dance.

Margarita Froman died in Boston on March 24, 1970.

Another Russian dancer whose work was of great importance to the ballet in Yugoslavia, was
Yelena Poliakova.

Yelena Dmitrievna Poliakova (born in 1884) graduated from the Saint-Petersburg Theatrical
school into the Mariinsky theatre beginning with 1902. (Photo 12). So she had a slightly different
background from Froman, having assimilated the Mariinsky style. This style was built on tradition,
that goes back to the teachings of Charles-Louis Didelot and the works of Marius Petipa, but it also

has to do with the town itself where this tradition was born and developed. The Petersburg archi-




tecture which is constructed on horizontal lines, grand and
pure. One just has to view the Rossi street, where the bal-
let school is situated, with its rows of fine columns and its
arched window, all in a strait line, and one understands what
the Petipa corps de ballet was like and where from it got its
look. This architecture has its rhythm, its musicality. And
musicality was also one of the distinctive component of the
Mariinsky style. The architecture, even the climate (white
snow in Winter, white nights in Summer), all call for a cer-
tain restraint, a noble and modest bearing. No exaggeration,
no extravagance, no breaking of rules. That is what Poliakova
was brought up on.

And of course she knew all the Mariinsky repertory,
having danced first in the corps the ballet, then as a solo-
ist: in “The Sleeping Beauty” (the Fairy Fleur de Farine),
“The Little Hump-backed Horse” (a Nereid, a Sea-star), “The T ——
Awakening of Flore” (Diane), “Giselle” (Moina), “Raymon-
da” (Henriette), “The Fairy doll” (The Chinese doll), “Don
Quichotte” (Juanita), “La Fille de Pharaon” (the river Rhine) and others.

But, like Froman, she has also danced with the Diaghilev company, so she also had knowledge
of the principal Fokine ballets so famous all over the world.

Poliakova in 1918, during the civil war in Russia, left Petrograd for the southern provinces,
where life was easier. She worked for a while in Kislovodsk, a very famous spa in the Caucasus re-
gion. Among her pupils what little Alice Nikitina, later (beginning with 1923) one of the well-
known Diaghilev’s ballerinas. With the Nikitina family Poliakova at a certain moment moved to
Odessa and from there to the town of Skoplje in Macedonia, then to Ljubljana in Slovenia.

In Lyubliana she worked as dancer and choreographer, staging first in 1920 Fokine’s “Les
Sylphides”, then in 1921 his “Schéhérazade” and in February 1922 also a ballet with music by a lo-
cal composer Riste Savin “The Dance Legend”, dancing principal roles in all the ballets she has pro-

duced. She also sometimes gave personal performances in Belgrade: for instance in 1922, appearing
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[Photo 13] Yelena Poliakova with her students in 1923

with partner Serguei Streshnev, when the critic of the newspaper “Politika” said (on February 15,
1922) that it was “a triumph”. As a result she soon moved to Belgrade.

When Poliakova arrived in Belgrade there was there a recently inaugurated (on September
1, 1920) “Small ballet school” (Mana 6anercka mkona) where Klavdiya Issachenko taught. But no
regular ballet performances where yet given in the Opera Theatre (that had opened in 1919), only
dances in operas, some of which were staged and performed by Maria Bologovskaya . In 1922 the
choreographer in chief of the theatre was also Issachenko, but Poliakova was invited to head the
company as prima-ballerina while introducing into the repertory some classical ballets. The first
she produced herself: Nutcracker” (in January 1923), “Les Sylphides” and “Schéhérazade” (both in
March 1923), along with some divertissements and dances in many operas (“The Bartered Bride’,
“Carmen’, “La Juive” etc). At the same time she performed (until 1928) principal parts in all the bal-
lets: the ones she had staged and also “Giselle”, “The Swan Lake” (where she danced only the part of
Odette) and “The Sleeping Beauty”, that were produced by other choreographers, such as Alexandre
Fortunato in 1924-1926 and Fedor Vassiliev in 1927.[%2]

Poliakova was also the one who taught
classical dance in the company. After 1928
it was the teaching that became her prin-
cipal occupation. (Photo 13). In the Na-
tional Opera Theatre she worked as teach-
er, coach, and advisor . In 1929 there was
a celebration on the occasion of the twenty
five years of her work in dance. A perfor-
mance was given by the company (it was
“The Little Hump-backed Horse” staged by
Margarita Froman) and Poliakova was pre-

sented the Order of St. Savva.

2————— See: Munoje Munojesuth .Banercko sede: «Illexepesana» u «Cunndune» y Hapogaam nosopuiuty. Cprcki KebMKeBHI

rmacuuk. VIIL, 6p. 7, 01.04. 1923, c¢1p.537-540; Muoje Munoesuh . «Ogapopana nenortuia». baner ILV. YaitkoBckor.
Cpricku KibyokeBHM rracHuk. XX1. 6p.5, 01.07. 1927, ctp. 380-381.




As a teacher of classical dance Poliakova has worked in several Belgrade schools. At the be-
ginning it was the above-mentioned Small Ballet School. But it was first integrated into the Actor’s
and Dancer’s School, then in 1927 closed for financial reasons. For a while Poliakova taught there,
sometimes staging dances for her students and even a small childrer’s ballets, like “Puss-in-Boots”
Then she opened her own private school, that was very successful and became the most important
ballet school in Yugoslavia. Poliakova trained most of the Yugoslav dancers who performed in the
1920-50s. Some of them got an international reputation, dancing all over the world: for instance,
Igor Youskevich and Mia Slavenska. Many others became known as choreographers and dancers in
various theatres in the country: Pia and Pino Mlakar, Vera Denisova, Anna Roje, Oscar Harmog,
Dimitriye Parli¢, Katarina Obradovi¢ etc.

Then came the war. Leaving Belgrade in 1943, Poliakova settled first in Austria, hoping to find
work in the Vienna Opera theatre or its school. But Erica Hanka, who headed the company, decided
that a teacher who knew no German would not be useful enough. After having taught for a while in
the Vienna Folksoper and in the studio of Dia Lucca, Polakova moved to the provinces. She taught
in Saltzburg and other Austrian towns, including Insbruck, when after the end of the war its Opera
theatre reopened. Little is known about her work in Austria, though her biographer Milica Jovanovi¢
has found some reviews for instance of the opera “The Ball in Masks” by G. Verdi in Insbruck where
she staged dances in 1947.

One does not know exactly why in 1949 Poliakova decided to move to South America, arriv-
ing there when she was already 65 years old. But it was there, in Chile, that she again became quite
famous.

In the capital of Chile, Santiago, when Poliakova started her work, there were several dance
companies, but the emphasis was not on classical ballet. As early as 1941 two principal dancers of
the Kurt Jooss company, that is to say exponents of the German Ausdruckstanz, have decided, af-
ter a tour in South America, to stay in Chile. (As you know, Kurt Jooss was a German choreogra-
pher, working in free dance style, but who has tried to achieve a synthesis of free dance and classi-
cal dance. His most famous work was the ballet “The Green Table” in 1932, showing the horrors of
the war). The Kurt Jooss dancers, Ernst Uthoff and Lola Botka, have built in Santiago a strong dance
company that got an official status — the Chilean National Ballet, but it was not a company that had a

classical repertory. Nevertheless at a certain point Poliakova, though personally strongly opposed to
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the free dance style (which is natural for a Petersburg ballerina of the old school), did find it possible
to work with the Uthoff company, teaching classical dance. Through her influence the company got
some traditional classical ballets, becoming by 1965,when Uthoff retired, a regular ballet company.
Poliakova also taught in another, smaller, company — the Municipal Ballet - and its school. Her own
dance school became very famous and attracted students from all over the country. Poliakova (whom
everyone called respectfully “Madame”) was the best-known teacher in Chile. When in 1965 a ballet
archive was inaugurated in Santiago, it was given the name of Yelena Poliakova.

It was the only ballet archive in South America and it had regular relationship with Russia, get-
ting from Russia books and photographs. Every time Russian dancers visited Chile they were all
welcomed to the archive. In December 1971 the archive and both ballet companies gave a Festival to
honor Poliakova and she was presented with the Gold Medal of Santiago. Unfortunately, when there
was in 1973 a revolution in Chile, initiated by the military junta, and the dictator, General Augusto
Pinochet, came to power, the archive was completely destroyed. But by that time Yelena Poliakova

was already dead. She died in Santiago on July 25, 1972.

I will not discuss at length all the other Russian dancers and choreographers who have worked
in Yugoslavia, though some of them were quite famous and authors of many ballets. For instance,
Nina Kirsanova (1898-1989)[*3] and Anatoly Zhukovsky[*4] (1906 or 1907-2).

Nina Kirsanova was born in Moscow on July 21, 1898. Her grand-father was a very famous
Bolshoi theatre dancer and mime (of German origin) Wilhelm Wanner, but Kirsanova did not study
dance in the Imperial Theatre school, where all Bolshoi dancers came from, she went to the private
dance schools in Moscow, that opened in Russia at the beginning of the XX century: first the Lydia
Nelidova ballet school, then the Vera Mossolova school. Both teachers were well- known Bolshoi

dancers. So Kirsanova also, like Froman, belonged to the Moscow ballet tradition. Beginning with

For Kirsanova see: lllykynesuh ~Mapkoeuh, Kcenuja . Yora pycckux yMeTHIKaA ¥ CTBapamwy 6anera Hapogsor
nosopumTa y Beorpamy 1920-1944. // Pycka emurpanuja y cepnicioj kynrypu XX sexa. Beorpan. 1994. C. 191-201.
For Zhukovsky see: the same article, p. 202-208.
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1917 she worked as a dancer in some of the Moscow private theatres, later moving to the town of
Voronezh, where she danced in classical ballets (including “Swan Lake”), but life in Russia becom-
ing more and more difficult, traveled toward Poland. While she danced in Lvov in 1921 she met the
dancer and choreographer Alexander Fortunato Scholz (who was not really a ballet choreographer,
but worked mostly in variety ) and in 1923 went with him to Yugoslavia. Fortunato was choreogra-
pher in Belgrade from 1923 to 1926. He staged “Coppélia’, “The Swan lake”, “The Polovtsian dances”
and “Giselle”. Kirsanova danced in these ballets along with Poliakova (for instance in “Swan Lake”
one danced Odette and the other Odile). Unfortunately Fortunato had no real knowledge of the clas-
sical ballets. He did his own versions, sometimes quite fantastic ones, as was his “Swan lake”. Milica
Jovanovi¢ has described it in her dissertation. Odile in this ballet danced as a gypsy, and there were
scenes that were more proper to a music-hall performance, as, for instance, when a huge cake was
brought onto the stage and the ballerina walked out of it. One can imagine what Poliakova, a Mari-
insky ballerina, felt, when she had to take part in such performances. No wonder she stopped danc-
ing and confined herself to teaching.

In 1926 Fortunato and Kirsanova left Yugoslavia. She worked in many other countries (includ-
ing Bulgaria) and companies (including the one that belonged to Anna Pavlova) and came back
to Belgrade in 1931, this time alone. In Belgrade she staged in 1931-1934 several ballets, some of
them from the Pavlova repertory: “The secret of the pyramids” (in the Pavlova company known as
“Le Roman de la Momie”, music N. Tcherepnin) and “The Autumn Leaves”(music E Chopin). Also a
version of Léonide Massine’s “Les Présages” (in Belgrade under the title “The Man and the Destiny”,
music PTchaikovsky’s Fifth Symphony) and some classics. She also worked in other towns of Yugo-
slavia as a choreographer and in the 1940-50s as a teacher. In her late years she gave up dance and
studied archeology. Kirsanova died on February 3 1989 in Belgrade.

Kirsanova’s partner, when she came back to Yugoslavia in the 1930s, was Anatoly Zhukovsky,
also a Russian. But he did not study dance in Russia, his background was different. His family, es-
caping the revolution and settling in Yugoslavia, wanted him to have a military carrier, so he was
educated at a military school . But, being attracted to the theatre, he in 1923 began to act as a su-
pernumerary at the National Theatre, was soon given small parts and attracted the attention of the
chorographer Alexander Fortunato and also of Poliakova. He began to study with Poliakova and in

the season of 1925-1926 was already a member of the ballet company, which at that point had two
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principal male dancers — Fortunato and Streshnev. From 1929 to 1942 Zhukovsky danced most im-
portant parts in the theatre’s ballets and did some choreography. His personal interest was in folk
dance. He staged ballets “In the Caucasus” (music by A. Rubinstein), “The Polovtsian dances” and
“The Golden Cockerel” (both with music by N. Rimsky-Korsakov) and some ballets using Yugo-
slav dances, that he studied in detail, traveling to different regions of the country, which were rich in
folklore.. There was an important difference between the ballets on Yugoslav subjects featuring lo-
cal dances by other choreographers (for instance, Froman) and his choreography. Froman, being a
ballet choreographer, worked with classical dance, introducing some details proper to folklore and
achieving a kind of stylization of the folk element, while Zhukovsky aimed at authenticity. He soon
became an authority in Yugoslav folk dance, producing ballets: “The Fire in the Mountains” (music
by Alfred Pordes, 1941),“The Symphonic kolo” (music by Jakob Gotovac, 1941) and “In the Moravia
Meadow”(music by S, Nastasijevi¢, 1942).

As in 1942 the Belgrade Opera Theatre was bombed and destroyed, Zhukovsky left to work
abroad. In 1951 he settled in the USA. There he continued to study folk dance (including dances of
the Indians), worked at the San Francisco University and became well-known as an specialist in this

field, creating the “Ethnic Workshop” that he headed until 1978.

And last of all I want to mention one dancer who worked not in ballet, but free dance, a form
that developed in Russia after Isadora Duncan’s many visits to our country. Everyone knows about
Russian ballet and its international influence. (You have felt this influence also in Japan). But one has
much less information about “free dance” in Russia (where one generally gave it the name of “plastic
dance”). But actually Isadora Duncan, who came to Russia for the first time in 1904, has also been a
great influence. In the years 1910-1920s many groups and schools of plastic dance emerged, either
imitating Duncan or inventing their own style of movement. Most of these studios were in Moscow,
because Moscow was always more open to new trends (for instance schools and studios belong-
ing to Eli Kniepper-Rabenek, who was known in the West as Ellen Tels, or Ludmila Alexeyeva, Vera
Maya , Inna Tchernetskaya). But a few were also in Petersburg (Petrograd). One of them belonged to

Klavdiya Issachenko, who later came to Yugoslavia.




Klavdiya Lukianovna Issachenko was born on April 22, 1884, probably in Moscow. She be-
longed to an aristocratic German family. A researcher in Germany (with whom I have correspond-
ed) has given me the information that she was Baroness Freiin Egger von Egghoven, but in Russian
sources (for instance in the French reference book “Almanach de Saint- Pétersbourg”) I have found
her maiden name only as Eggert. German sources say that she has been married to the General Vlad-
imir Abramov and that in 1901 a daughter - Tatiana — was born to them. She has been a student of
the school attached to the Stanislavsky Moscow Art Theatre from August 1901 to 1903 and appeared
in small parts in the performances of this theatre (in the play “In Dreams” by Vladimir I. Nemirov-
ich- Danchenko and as Princess Mstislavskaya in the play “The Tzar Fedor Ioannovich” by Alexei K.
Tolstoy). But for some reason as a student in the school and as an actress she used the name Sokolo-
va. Later she worked as a drama actress in the provinces and in Petersburg, for instance in 1906-1908
in the Novy Vassilievo-Ostrovsky Theatre where she played rather important roles (for instance in
several Heijermans’s plays, including “Allerzielen” and in plays by modern Russian writers).

When exactly did she begin to study Duncan dance we don't

know, but as early as 1908 she published articles on this dance (“What |1 ~BSS

is plastique and dance” in the Kiev magazine “V mire iskusstv”, 1909.

Ne 10-12). And at last she opened in Petersburg in 1913 under the

name of her second husband (the lawyer Vassily Vassilievich Issa- :}{\ S
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the reviews is named “Ballet of the arms”[*5], so that one is inclined

to think that in her teachings and her dances Issachenko paid a spe-
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In 1916 she published a brochure with the program of her school where on 38 pages she ex-
plains what her aim is. It was published in Petrograd, but we may certainly assume that when in Yu-
goslavia she probably proclaimed the same ideas and taught the same.

She writes of the modern theatre which is a “total” theatre where the author’s text is used as one
minor part of the overall theatrical experience of spoken word, music, movement, dance, lights, sets
and costumes. For her it is natural movement that is important, not the “artificial” ballet. She also
writes about Fran¢ois Delsarte and Emile Jaques-Dalcroze and especially Isadora Duncan, stress-
ing the importance of their teachings. A special chapter is dedicated to children, their health and
the lack of physical education in schools. In the same brochure are reproduced some writings by
Delsarte and the Russian writer Dmitry Merezhkovsky, and the program of the Issachenko school,
where grown-ups and children will learn to use their bodies in the natural and expressive way. The
brochure is illustrated: there are some reproductions of Greek vases, some drawings representing
Greek athletes and characters from Greek mythology but also photos of dancers from the Issachen-
ko school. (One of the student of the Issachenko school was very probably her daughter Tatiana.
And that is the reason why German researchers are interested in Klavdiya Issachenko: Tatiana be-
came in the 1940-60s one of the most important German choreographers under the name of Tatia-
na Gsovsky, having married the choreographer Victor Gsovsky).

When Issachenko came to Belgrade in 1918 there was no ballet company there, but there was
a certain tradition of free dance. A local dancer and teacher, Maga Magazinovi¢, who had studied in
Hellerau with Emile Jaques-Dalcroze, has introduced his rhythmic gymnastics in Belgrade. So Is-
sachenko was not the first to teach free dance in Yugoslavia, but her teaching and her performances
were also of importance. When the Opera theatre opened at the very end of the 1918 (the first opera
performance was on December 29, 1918) the directors of the Opera started to invite dancers to ap-
pear in operas. They were mostly Russians: in 1920 Maria Bologovskaya choreographed and danced
in operas “Mignon” and “Eugene Onegin’. As it was mentioned earlier, in September the school
named “The Small Ballet School” was founded under Issachenko and in December of the same year
she was invited to direct the dance classes in the Opera. It was also Issachenko and five other girls
who formed the first dance ensemble of the Opera. It soon grew to 22 members and following ap-
pearances in operas even gave separate dance performances. In the beginning of 1921 a dance per-

formance was reviewed in the newspaper “Politika” (on February 6, 1921). Its author again, like




the Petrograd critic a few years earlier, spoke of arm’s movements that Issachenko used, but has
also mentioned that maybe the students should at the same time study other dance styles, “where
there are more movements for the legs”(x6]. The author of the article certainly meant classical dance,
and soon his wish was to be fulfilled, when in 1922 Yelena Poliakova started teaching, But mean-
while Issachenko gave other performances with her students. For instance on April 19, 1921 it was
a fairy tale with dances “Snow-white and the seven dwarfs” (music by PKrsti¢). In November 1922
a school named Actor’s and Dancer’s school was founded which absorbed the Small Ballet School .
Two dancers were directing it — Yelena Poliakova and Claudia Issachenko and dancers were serious-
ly trained in both styles. Later Issachenko had her own company which gave performances also in
other countries. For instance in 1923 in Berlin. (This was mentioned in the Russian magazine “Zhisn
iskusstva” (1923, Ne 23). (Photo 15).

It is difficult to imagine how these two women got together — one (Poliakova) a strict academi-
cian, hardly tolerating any deviance from the traditional classical style, the other (Issachenko) - who
has had no real ballet schooling, whose dance must have been more a kind of improvisation. Prob-
ably each one taught what she considered to be important and just let the other be. But we know that
in some cases they had to work together. There is least one ballet (or dance performance), where
they are both mentioned as choreographers.

Several years ago there was in the Institute for Research in the Arts, where I work in Moscow,
a conference on the art of the avant-garde. The papers that were read at this conference were pub-
lished in a book: “Russian avant-garde of the years 1910-1920 and the theatre”[+7]). Among the pa-
pers there is one that deals with Yugoslavia. It is: “The avant-garde dance of the subconscious. Ex-
periment in choreography by Yelena Poliakova and Klavdiya Issachenko (Begrade, 1923)”. The
author - a researcher from Serbia E. Santi¢ - tells about the ballet “The Valet's Broom”,

It was a project initiated by two young people, interested in the newest trends in art — the poet
Marko Risti¢ and the painter and architect Alexander Deroko. They have asked Miloje Milojevi¢,

a well-known composer, to write the music for a ballet to Risti¢’s libretto, that was to be shown at a

6—— See: INasnosud, Mupxo. Cranosnenne oneps u Ganera B 6enrpagckoM Hapogsom tearpe // Pycckas sMurpauus s

I0rocnasuunb.1996. C. 307.
7——— Pyccknit aBanrapg 1910-x -1920-x rogos u Tearp. Msna. Imurpwi Bymanus. 2000.
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[Photo 15] Students of Klavdiya Issachenko

ball - “The two thousand second night”-
in Belgrade. Not much is known about
this performance that took place in a res-
taurant on February 16, 1923. We know
that it had dance and spoken word, also
sometimes singing, and that in the dance
sections both ballet and free dance was
used. But there are no descriptions in
newspaper reviews, no designs for sets
and costumes and just one photograph.
But the music exists and there is a pro-
gram with the list of dances and the
names of the actors.

“The Valet’s Broom” was a surrealist
play, examining what goes on in the mind
of a poet. The actors and dancers (who
not only moved but also spoke) came
onto the stage through entrances that pic-
tured the eyes and the mouth of the poet.
They represented his thoughts. There was
a Hypnotist (played by the avant-garde
painter Mirko Kujacic¢), who directed the
show, making things happen the way he

wished. There were other characters — the

Ant, who sang and danced, being performed by Vladimir Bologovsky, a singer and a dancer; the

jealous husband, who was also a Diver. He appeared as a grotesque figure. A Bacchanale was danced

by Ivanka Rajkovi¢. The dancer Milorad Anti¢ appeared as a character named Conscience, that was

represented as something vague, undecided, swaying from side to side. And Lubomir Jovanovi¢ per-

formed Suicide. There was a dance named Sentimentality and this one was choreographed by Issa-

chenko and danced by her students, while Poliakova probably staged another dance for four balleri-




nas in tutus.

“The Valet’s Broom” was one of the first experiments in avant-garde theatre in Yugoslavia, and
it is interesting to know that dance played an important part in the performance - both classical
dance and free dance (or “modern dance”) which later in the thirties was to become very popular in
Yugoslavia. And it is interesting to realize that at the early stages of the development of this “modern
dance’, same as at the beginning of ballet, there was also someone from Russia.

Klavdiya Issachenko had by 1923 in Belgrade her own company, composed of her students. The
best known were: Nata Milo$evi¢, Sonja Stanislavovi¢, Anica Preli¢. Some of them were very young.
For instance the three above-mentioned girls in the years 1922-1923 were only thirteen, which
means that they have not yet come of age. So, when Issachenko arranged for them to tour abroad,
the director of the National Theatre, who wanted to keep them in his company, positively opposed
her plans. He even tried to arrange things so that they were to be stopped at the frontier, while leav-
ing the country. But his plan did not work. The group, headed by Issachenko. performed from 1923
to 1927 in many European countries (Germany, Austria, France, England, the Netherlands etc.)
Some of the dancers (for instance Anica Preli¢) later returned to Yugoslavia, and Prelic became a
well-know teacher, but Issachenko did not come back.

Russian choreographers and teachers of dance were instrumental in the formation of Yugoslav
ballet. Through them the classical dance at its purest was introduced and developed there - in par-
ticular by Yelena Poliakova and Margarita Froman. The Russians brought to Yugoslavia the famous
ballets of the traditional classical repertory and continued to enrich it with works from the Diaghi-
lev company. They were the first to stage original ballets on local subjects, worked with local cho-
reographers an even studied folk dance. Thus they greatly helped Yugoslav dancers and choreogra-

phers to develop their own art.

[TYHFRR - A= Y/ EZMEHGR, 0 7]
[Elizabeta Souritz, State Institute of Studies of Arts, Russia)
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