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CHAPTER I 

INTRODUCTION 

Whoever reasons rightly, invents, and whoever 
desires to invent must be able to reason. Only 
those who are not fitted for either believe that 
they can separate one from the other. 

-G.E. Lessing^ 

Dramaturgy can be a frightening concept if not given the 

proper time and respect required for successful development. 

Dramaturgs take research and communication skills, and 

aspects of the theatre as fundamental as performance, and 

meld them into the process of production. A complete 

understanding of the field of dramaturgy combined with the 

talents of design, direction, and performance can produce 

excellent theatrics; however, the dramaturg must not be 

afraid to break down the walls that commonly are built 

between the areas of academia and performance. As a new 

dramaturg, I faced a limitless arena in which to begin the 

development of dramaturgy at the Texas Tech University 

Theatre, and through careful situational analysis, I came to 

solid conclusions about my work. 

My main objective in this paper is to determine the 

relevance and the place of a dramaturg at Texas Tech 

University Theatre. To do so, I must first explain the 

dramaturg's historical and modern presence in theatre, and 

'victor Lange, introduction to G.E. Lessing Hamburg Dramaturgy 
(Miniola, NY: Dover Publications Inc., 1962) v. 



then discuss the successes and failures of my experiences as 

a dramaturg on the Fall, 1996 Texas Tech production of 

Cabaret. 

Dramaturgical Beginnings 

Dramaturgy is a an art form that has been re-defined 

throughout the past two centuries. Although the dramaturg's 

work has focused on playwriting as well as theatrical 

analysis, the specific roles within the field of dramaturgy 

have changed over the years. It is important to note the 

dramaturg's historical role in order to appreciate the 

significance of dramaturgy in modern theatre. Because this 

role is ever-changing, the future of the dramaturg is a 

debatable subject among today's theatre artists. New 

dramaturgs, slowly creating their own style, stand to benefit 

from studying the different interpretations of past and 

present artists in this field. 

Gotthold Ephraim Lessing (1729-1781), referred to as the 

"first dramaturg,"^ was one of Germany's most admired 

playwrights and theatrical critics. He produced some of his 

most compelling works while employed by the Hamburg National 

Theatre. In 1769, he published one hundred and four essays 

that he separated into two volumes titled Hamburgische 

^ Michael Lupu, "There is Clamor in the Air" in Paul Castagno, 
Voice of the Dramaturg (Tuscaloosa, AL; University of Alabama Press, 
1995) 38. 



Dramaturgie.^ These two volumes were later compiled and 

translated by Helen Zimmerman into Dramatic Notes (Hamburg 

Dramaturgy), published circa 1890.* Lessing's work provides a 

great learning tool for dramaturgs today. 

His work as a dramaturg focused mainly on critical 

commentary on the plays produced at the Hamburg theatre. He 

analyzed performances and wrote his essays in search of 

answers to the essential questions about human conduct, 

faith, and creativity.^ Lessing found that there was a 

"central requirement of criticism [that] should demonstrate, 

and in the audience awaken, an awareness of the double nature 

of truth: truth as an immanent structure, and truth as an 

object, however elusive, of the human desire for order and 

form."^ He was in close touch with the world of playwriting 

as well as that of theatrical production; therefore, Lessing 

was able to identify the structure and meaning of plays and 

convey their relevance to his readers. 

Lessing strove to inform audiences, through his 

criticism, for the good of what he felt was an "emerging, 

enlightened society."^ The concept of an off-stage literary 

critic "speaking" to an audience was perhaps the beginning of 

what we now call program notes. Program notes, often in the 

^ Lange, viii. 

" Lange, v. 

' Lange, x. 

^ Lange, xiv. 
' Lange, xxi. 



form of a brief essay commonly about the style and 

interpretation of a particular production, can be inserted in 

programs and essentially become the dramaturg's direct way of 

communicating with audiences today. Program notes, according 

to Dr. Jonathan Marks, noted dramaturg and professor of 

directing at Texas Tech University, "should reflect the 

production's approach to the play and help guide the 

audience's perception of the production—without attempting 

to explain either play or production."® The development of 

program notes illustrates how G. E. Lessing's work was a 

building block for modern dramaturgy. 

Evolution of Dramaturgy 

By looking at significant dramaturgs that followed 

Lessing, such as Ludwig Tieck, Bertolt Brecht, Heiner Miiller, 

and Robert Brustein, we can identify the evolution of roles 

that the dramaturg has played. Dramaturgy was not a popular 

practice in its beginnings. Few ventured into the 

mysterious, and often unwelcomed, field of dramatic 

criticism. The first who did were often more widely 

recognized for their work as playwrights; however, their 

contributions to dramaturgy were significant factors in the 

development of the field. 

The most significant early follower of Lessing, Ludwig 

Tieck, appeared about half a century later. There was much 

'̂  Jonathan Marks, "Dramaturg's Guide: A Handbook for Student 
Dramaturgs at the Yale School of Drama and Repertory Theatre," 1977: 7 



opposition to his high artistic standards. He was despotic 

with his work in both play selection and criticism, severely 

judging all performance and ideas laid before him.^ 

One century later, Bertolt Brecht had an impact on the 

field of dramaturgy. Brecht began his work as a dramaturg in 

1923. He worked at the Munich Kammerspiele, Max Reinhardt's 

Deutsches Theatre, and at the Piscator Stage. His most 

influential effect on dramaturgy was when he was with the 

Berliner Ensemble. It was here that his background in 

directing as well as dramaturgy altered the definition of the 

dramaturg. He brought his knowledge and experience as a 

production dramaturg, involved with the rehearsal process, 

helping directors interpret the text and rewrite plays, to 

the Berliner Ensemble. The concept of production dramaturgy 

was not widely recognized in Germany until the 1970's.̂ ° 

Heiner Miiller followed Brecht's lead in 1972 with the 

Berliner Ensemble, first as a dramaturg and then as the 

artistic director. By 1995, the owner of the theatre, Rolf 

Hochhuth, was narrowing the dramaturg's path by selecting his 

own plays to produce. To Miiller's dismay, Hochhuth was 

slowly reducing the need for a dramaturg at the theatre. 

During Miiller's time with the Berlin Ensemble until his death 

' Joel Schechter, "In the Beginning There Was Lessing...Then 
Brecht, Miiller, and Other Dramaturgs" eds. Susan Jonas, Geoff Proehl, 
and Michael Lupu, Dramaturgy in American Theatre: A Source Book 
(Orlando, FL: Harcourt Brace & Company, 1997) 20. 

10 Schechter, in Jonas 20-22. 



in 1995, he fought to preserve the value and significance of 

the dramaturg.^^ 

Dramaturgy's rise in America can be noted by the 

recognition of the field at Yale School of Drama. Robert 

Brustein, founding director of the Yale Repertory and 

American Repertory Theatres, became dean of the department in 

1966. He was one of the initiators of dramaturgical 

assignments by the doctoral students. This was one of the 

first schools to begin training dramaturgs for work in 

resident theatres.^^ 

The value and recognition of the dramaturg has been a 

long time coming to the theatre. Periods of little 

advancement in the beginning were a threat to the future of 

dramaturgy, but the flexibility of the art has helped it stay 

alive. The roles have changed over the years, and will 

probably continue to do so. From Lessing through Tieck, 

Miiller, and Brustein, dramaturgy has found its place in 

modern theatre. 

Modern Dramaturgy 

If-you were to look for a written definition of 

dramaturgy, you would find a multitude of choices. The 

Oxford English Dictionary defines dramaturgy as: "(1) 

dramatic composition; the dramatic art, and (2) dramatic 

"Schechter, in Jonas 22-23. 

''Robert Brustein, "From 'The Future of an Un-American Activity' 
in Jonas 33-36. 



or theatrical acting."" A recent definition of 

dramaturg in The Drama Dictionary is as follows: 

A German term for a literary adviser, play 
reader and press agent. [The Dramaturg] was 
attached to a professional theatre and his 
duties would include writing publicity for 
plays, actors, and performances, adapting texts, 
contributing to rehearsals and selecting 
appropriate plays.^* 

The dramaturgs that I have researched vary greatly in 

personal style and interpretation of the field. The 

concept of dramaturgy has been recognized for over two-

hundred years, and yet, because the field is constantly 

changing, a unanimously accepted definition is 

impossible to find. 

Much of my study on modern dramaturgy came from a 

collection of essays presented in Theatre Symposium: A 

Journal of the Southeastern Theatre Conference. It is a 

journal produced from single-topic discussions held on the 

campus of a southeastern university every spring. This 

particular journal, titled Voice of the Dramaturg, was an 

excellent source for the diversity of perspectives on 

dramaturgy. I read about various dramaturgical styles while 

preparing for my work on the Texas Tech production of 

Cabaret. While each essay had a definite impact on my 

understanding of dramaturgy, I was most influenced by the 

'̂  James A.H. Murray, Henry Bradley, W.A. Cragie, & C.T. Onions 
eds.. The Oxford English Dictionary 2nd ed. vol IV (Oxford: Clarendon 
Press, 1989) 1018. 

'•* Terry Hodgson, The Drama Dictionary (New York, NY: New Amsterdam 
Books, 1988) 105. 



writings of Paul C. Castagno, Nina LeNoir, Michael Lupu, and 

Harry Smith. 

In Castagno's essay, titled "Voice of the Dramaturg," I 

found ideas that set a good foundation for my work. Castagno 

sets out some common functions of the dramaturg, including 

biographical and historical research, critical analysis, 

program notes, and study guides relating to the text. I 

included all of these functions as part of my first 

dramaturgical endeavor. Castagno also recognizes both the 

position of a dramaturg as well as the politics of individual 

situations. His methods gave me a starting point and 

prepared me for developing a flexible style of communication. 

Castagno thinks that a dramaturg can take on an active 

and/or a passive voice in the production team. An active 

voice speaks out on behalf of the text and any supporting 

research. A passive voice listens carefully to the 

discussion around the room, absorbing information that may at 

some point further the communicative process. In relation to 

this, he feels that the ultimate goal of collaboration should 

be for the production team to speak "with one voice."^^ I 

discovered that a balance of these voices was necessary 

during Cabaret. There were times in meetings and rehearsals 

when my research and opinions were requested and proved to be 

very helpful, yet there were also times when there were too 

many leaders, and not enough followers; the dramaturg's 

^̂  Paul C. Castagno, "Voice of the Dramaturg" in his Voice of the 
Dramaturg (Tuscaloosa, AL: University of Alabama Press, 1995) 10. 
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passive voice can become a necessity. This is where 

Castagno's recognition of politics came into play for me. 

The hierarchy of positions in a theatre can be confusing and 

detrimental if not well defined. In an academic setting, 

students and faculty usually make up an eclectic mix of 

theatrical backgrounds which often represent differing 

opinions about chain of command. Student/professor relations 

must also to be considered a factor in the style of 

communication on a production team. If the positions and 

politics of a theatre are recognized and respected, a 

production team is likely to develop the unified voice that 

Castagno writes about in his essay. 

Relating to the politics that Castagno writes about, 

Nina LeNoir discusses the importance of relationships in the 

theatre. She thinks that there is much diversity in 

director/dramaturg relationships. This diversity is mainly 

caused by two factors: (1) the newness of the undefined role 

of the dramaturg, and (2) the authoritative threat that may 

be perceived by the director.^^ LeNoir suggests ways in which 

the relationship can be enhanced, mostly focusing on the 

reduction of ego problems by way of mutual respect for each 

other's work. "The range of director/dramaturg working 

relationships covers everything from the director and 

dramaturg working closely together to create the theatrical 

production, to a limited relationship in which the drcimaturg 

®̂ Nina LeNoir, "Improving Director/Dramaturg Collaboration" in 
Castagno, 119. 



does background research and writes the program notes."^^ A 

director and a dramaturg should be working for one another, 

not in competition with or separate from the other. A 

synergistic relationship should be the ultimate goal for any 

theatrical production team. 

The dramaturg can be a quite ambiguous role and highly 

detrimental to a production if not outlined from the 

beginning. My work on Cabaret was not requested by the 

director, but it was graciously received. Fortunately, the 

presence of a dramaturg was a new and exciting concept for 

both of us, so the authoritative threat was not a problem. 

The director and I had a fairly solid understanding of 

each other's positions, but there were times during 

rehearsals when I found myself questioning my own authority, 

and as a result, doubting my abilities as a communicator. 

The director/dramaturg relationship, as explained by LeNoir, 

should be as clearly defined as possible for each new 

project, because a good working relationship is essential for 

successful communication. 

Dramaturg Michael Lupu also had profound effect on my 

understanding of the field. He stated that dramaturgy is a 

"complex, creative, intellectual activity inherent within the 

universe of drama and theatre."̂ ® Straying from LeNoir's 

suggestions of guidelines in dramaturgy, Lupu thinks that 

'̂ LeNoir, "Improving Director/Dramaturg Collaboration" in 
Castagno, 122. 

^̂  Lupu, "There is Clamor in the Air" in Castagno, 42. 
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freedom and flexibility are important aspects of the 

dramaturg's artistry that can be damaged by a formulated 

pattern. As a new dramaturg, I needed structure in my work: 

a starting and ending point with definite goals. This sense 

of formula may be necessary as fresh dramaturgs enter the 

theatre, but I feel that Lupu is right about the possible 

creative limitations that may follow. Dramaturgy should be 

as flexible as a performer approaching new material. If an 

actress had a set of rules she followed with specific 

guidelines of communication and interpretation, her work 

would quickly stale. New dramaturgs should outline their 

process in order to remain productive, but always look toward 

a more free, flexible future in their work. 

Lupu claims that the art of dramaturgy, no matter how 

essential to the theatre, must also function internally, 

never expecting to be "heard" by the audience.^^ Dramaturgs 

are people who work for the production. Following the lead 

of G. E. Lessing, dramaturgs aid the process by way of 

criticism. They help the director question interpretive 

choices. The voice of the dramaturg must never be blatantly 

heard by the audience. It could easily overpower the 

director's touch or the actors' presentation. The dramaturg 

must vocalize opinion, debate interpretation, and offer 

informative research. Aside from the program notes, the 

dramaturg should never expect to be publicly recognized by 

the audience for having an individual touch on the 

'̂ Lupu, 38. 
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performance. Dramaturgy should be absorbed into the process 

of theatrical creation and then vanish.^" 

Harry Smith, another great influence on my work, makes 

one of the most profound points that I have read relating to 

academics and the field of dramaturgy. He emphasizes the 

important combination of the intellectual student and the 

creative artist for true theatrical success. In a university 

setting it is common to find a major division of interests in 

theatre ranging from acting to directing to design to 

research. Unfortunately, students often become immersed in 

their own concentration of study and disconnect themselves 

from the rest. It is important to emphasize both the balance 

and the integration of positions. 

With a number of performers at Texas Tech, as well as 

behind-the-scenes artists (a category in which the dramaturg 

finds his/her place) integration of talents is a common goal. 

While an actor has the ability to take the stage and capture 

the audience with voice and movement, a dramaturg has the 

aptitude for research and communication of knowledge. 

Working alone, these two positions will only fulfill half of 

their individual potential. If these two talents are 

combined, a performance will find a unique depth, far beyond 

that of any theatre that does not respect the integration of 

talents. A university setting is the perfect place to begin 

this learning process. Once a theatre student witnesses the 

benefits of putting academics together with performance, a 

°̂ Lupu, 38. 
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true understanding of collaboration is reached. According 

to Smith, "to bridge what is often a gulf between the 

performance and the classroom in a modern university theater 

department, offers opportunities to actor, director, 

professor, and dramaturg, to proclaim a rich and unified 

vision in a voice of precision, clarity, and depth."' .f21 

The Future of Dramaturgy 

I spent a great deal of time throughout my work on 

Cabaret trying to find an answer to the frequently asked 

question "What is a dramaturg?" My responses ranged from 

detailed descriptions of miy work, goals, and accomplishments 

play. This is where the problem begins. People want a 

specific definition and explanation of the purpose of 

dramaturgy. Previously in this chapter, I reasoned that one 

definition is practically impossible to come by because 

dramaturgy is a constantly changing field of study that is 

subject to individual interpretation. The misunderstood 

presence of a dramaturg can lead to debates about the 

significance and value of the position, therefore resulting 

in a questionable future. 

The future of the dramaturg looks bleak in the eyes of 

some professionals today. For example, Anne Cattaneo, past 

president of LMDA (Literary Managers and Dramaturgs of the 

^̂  Harry Smith, "Performing Practice in a Literary Classroom" in 
Castagno, 134. 

13 



Americas) and dramaturg at the Lincoln Center Theatre, claims 

that dramaturgy is on the decline. 

Dramaturgy is ultimately a profession that is 
hooked to visionary direction and leadership—and 
the past ten years have witnessed a precipitous 
decline in both of these areas. What we have seen 
instead is consolidation in times of financial 
stress, hunkering down under attacks of censorship, 
and a sober look at the realities of what a theatre 
institution can achieve. None of these things 
offer much grist to the dramaturgical mill.^^ 

On the same note, Shelby Jiggets, with dramaturgical 

experience at the Public Theatre in New York, Crossroads 

Theatre, and the Lincoln Center Theatre, questions the 

profession of dramaturgy. "As a profession, meaning people 

calling themselves dramaturgs, and inserting themselves into 

the play development process, I do not know how long we are 

for that, I do not know that the work is necessary and that 

the job of finding the work and nurturing the writing is 

necessary."" 

Negative outlooks on dramaturgy as a profession must be 

noted by new dramaturgs. At the same time, i t i s important 

t o consider dramaturgy as a separate e n t i t y from "the 

dramaturg." Dramaturgy, as a c r i t i c a l and research-dr iven 

ana lys i s of t h e a t r e , w i l l always be an important function 

within the t h e a t r e . Whether i t i s performed by an 

ind iv idua l , or by the whole production team, dramaturgy w i l l 

" Anne Cattaneo, "Compiling and Shaping Performance Text" in 
Castagno, 29. 

^̂  Shelby J i g g e t s , "Symposium Discussion" in Castagno, 53. 
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remain a necessity. Therefore, I believe the recognition and 

practice of dramaturgy should remain alive. 

The dramaturg, as an identified position, is 

contestable. Some consider the dramaturg a luxury, while 

others see it as a necessity. In many theatres and 

institutions, dramaturgs have never been used. For instance, 

during my research I found only one documented work of a 

dramaturg at Texas Tech. A student, Dennis Patrick Minuti, 

wrote a thesis on his dramaturgical experience in 1993. To 

my surprise, not a single faculty member could remember his 

work or even recall discussions about the subject. This is 

by no means meant to undermine his research, but rather to 

point out that the dramaturg has been practically non

existent in the department, yet a great deal of successful 

theatrical work was still produced over the years. 

Dramaturgy, whether it be considered critique, opinion, 

research, or consultation work on a play, has always been a 

part of the theatre world, but it has often been included as 

a duty of the director or assistant director. Dramaturgs, in 

order to survive the academic setting, must make significant 

impact on productions and prove themselves a necessary part 

of the team. Although dramaturgy can be practiced by an 

individual or a group, my research and experience proved that 

assigning a dramaturg to our production was extremely helpful 

and enhanced the process. 

The future may look dark to some, but I strongly suggest 

that dramaturgy continue to develop in the academic world. 

15 



More positive outlooks on dramaturgy give inspiration to 

newcomers to the field. For example, Stanley Longman, author 

of Composing Drama for Stage and Screen and Remus Tales and 

Professor of Drama at the University of Georgia, suggests 

that a dramaturg must speak on behalf of the text of a play 

because too often no one else will do the duty justice.^" 

This is the type of loyalty to the field of dramaturgy that 

should prevail in the theatre. Robert Brustein, a recognized 

dramatic critic and former dean of the Yale School of Drama, 

stated that there is an obligation in the theatre "...to 

extend the audience's perception of a play beyond the 

production itself...by providing dramaturgical material in 

the form of essays, literary selections, and graphics."" A 

production can always benefit by the dedicated work of an 

individual, especially one whose complete focus is to better 

the process without reaping public recognition: a rather 

selfless act of artistry. 

The first step in completing my objective for this 

thesis was to describe the historical and modern presence of 

a dramaturg in the theatre. In doing so, I have drawn 

conclusions on the possibilities of the dramaturg's future in 

the world of theatre. The dramaturg can be a significant 

contributor to any theatrical production and should be 

*̂ Stanley Longman, "The Dramaturg and the Will of the Play" in 
Castagno, 62. 

" Robert Brustein, Making Scenes: A Personal History of the 
Turbulent Years at Yale 1966-1979 (New York: Random House, 1981) 122. 

16 



incorporated into the department, both through teaching and 

practice, to enhance the quality of the theatre's academics 

and productions. 

17 



CHAPTER II 

MY ROLE AS A DRAMATURG 

I developed my dramaturgical style throughout the 

process of Texas Tech's production of Cabaret, written by Joe 

Masteroff, Fred Ebb, and John Kander, and directed by Kerry 

Graves. The most important tasks I performed centered around 

research and communication of the play's history. The 

historical research includes past productions of Cabaret, the 

development of the script, and photographs and writings of 

1930's Berlin. Upon the director's request, I conveyed 

information to the designers, actors and the audience. The 

historical information that I uncovered is displayed in the 

appendices, but my experiences are discussed throughout this 

chapter. 

The most effective way for me to discuss and then 

evaluate my dramaturgical experience is to break it down into 

three categories. These categories will include: pre-

production meetings, the rehearsal process, and the 

production results. At the beginning of this chapter, I will 

explain "my dramaturgical process and duties throughout the 

meetings and rehearsals. At the end of the chapter, I will 

discuss the production results and give details on the 

successes and failures that I encountered. 

18 



Pre-Production Work 

The pre-production contributions of the dramaturg are 

primarily focused on the needs of the director and the 

designers. Meetings were held to discuss ideas about the 

development of our production. These pre-production meetings 

provided a safe environment for the collaborators to talk 

openly to one another about the development of the 

production. 

Conversations with the director about past production 

reviews of Cabaret were essential in the collaborative 

process. The research I conducted on the reviews of past 

productions of Cabaret was helpful to Kerry Graves as she 

approached the script from a directorial standpoint (see 

Appendix B). We had discussions about the negative reactions 

critics had toward the substance of the script. I pointed 

out that the reviewers seemed mostly disappointed in the 

depth of the characters in Cabaret, and extensive acting 

notes would benefit the actors and help overcome that 

problem. The reviews were used as a guideline for solving 

possible problems in the script. 

The director expressed interest in the production 

history as far as the reviews were concerned, but she focused 

more on the historical background of the people and 

environment of 1930's Berlin. We spent a great deal of time 

during pre-production meetings going over photographs of 

Adolph Hitler, night club cabarets, and the people in their 

daily activities (see Appendix C). She wanted to sense the 

19 



feelings of the society and what had brought them to their 

current state of mind. I found it interesting how little the 

average person knew about the rise of Hitler. The specific 

details of how and when he began his reign and his treatment 

of the Jews, even before the concentration camps, was of 

great interest to the director. She used information about 

Berlin's history to develop an understanding of both the fear 

and the ignorance of the characters that would have to be 

conveyed to the actors during rehearsals (see Appendix E). 

The meetings were a perfect time for me to deliver all of my 

information to her, discuss the intricacies of the play, and 

let her choose what would be necessary for the actors to 

hear. 

Collaboration on set and costume designs was prominent 

throughout the pre-production meetings. My research on the 

technical side of the 1966 production of Cabaret as well as 

the artistry of George Grosz (see Appendix D) provided a 

framework for the designers of our production. I talked to 

the set designer, Fred Christoffel, about Berlin's artistic 

life, and we looked at photographs of many artists' work. I 

was pleased to see the incorporation of some of these 

drawings into his set design. Influenced by the set of 

Cabaret's 1966 Broadway designer, Boris Aronson, we decided 

that our set should transform from the night club to the 

boarding house. The designs for the costumes as well as the 

set were discussed in our meetings. 

20 



X 1 it le costume designer, Joan St. Gerr.ain, was eager zo 

discuss the research I had conducted about the cosrur.es of 

Cabaret's premiere production. She was very interested in 

the designs, but was also concerned with having a unique line 

of costumes. For example, her thoughts on the Kit Kat girls 

differed greatly from those of Cabaret's original designer, 

Patricia Zipprodt. We talked about representing -he sleazy 

atmosphere and poor economic conditions through the dancers' 

attire. We pored over two Time/Life books (see Appendix C) 

that contained numerous photographs of Hitler's rise to 

power, and she pointed out pictures that would help her wirh 

costume designs. I made copies of these photos and gave tihei?. 

to the costume designer as a reference for her designs. 

I showed both of the designers photographs of prominen-

artists' work of the time, and we collaborated on the pieces 

that would be incorporated into our producrion. Although my 

work was simply to present findings and ideas, I was pleased 

at the interest the designers showed in my opinions as well 

as my discoveries. 

Rehearsal Process 

Following the pre-production meetings, I was asked to be 

a part of the rehearsal process, not only as a research 

source, but also as an assistant director. As I discussed in 

the preceding chapter, this position was easily incorporated 

into rr.y dramaturgical focus, overlapping in many ways with ry 

original plan of duties. The greatest part of my work during 
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rehearsals was done with the actors. During group and one-

on-one situations, I provided cast members with information 

on the history of Berlin, the script, and past production 

reviews. 

On a number of occasions during rehearsals, I was asked 

to hold discussions with the cast. The history of Berlin 

was one important topic. The director felt that it was 

important to explain to the actors the background and future 

of their characters. Many of the cast members had a general 

knowledge of Hitler and the Nazi regime, but were unclear 

about the specific effects of his rise on society. The 

director respected my research and allowed me to convey it to 

the actors time and time again. Not only did the director 

have me speak to the actors, but she also absorbed the 

knowledge and used it in her own group discussions with the 

cast. 

In addition to historical facts, the script's background 

was beautifully captured in the writings that led up to 

Cabaret. The actors were able to focus on the emotional 

environment surrounding their characters through excerpts 

that I provided from Christopher Isherwood's Berlin Stories 

and John Van Druten's I Am a Camera. Unbeknownst to 

ISherwood, his stories were the beginning of Cabaret's 

development (see Appendix A). These selections, along with 

reviews of the play's past productions, proved to be valuable 

information for the actors. They were especially interested 

in earlier critiques of the play; actors naturally want to 
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know what they might expect from an audience, and no matter 

how different our production would be from previous ones, 

they found comfort in positive reviews and wanted to learn 

from the negative ones. During the rehearsal process, I was 

also able to assist the director as a "third eye." She used 

my historical knowledge and my theatrical background as a 

reference point when she was having trouble with a scene. I 

was available to give my opinion on everything from stage 

blocking to character interpretations. 

Analysis of Work 

It was most effective for me to evaluate my work after 

viewing the production. I was able to reflect upon my work 

as a resource and a communicator when the show went up. My 

success and failures became evident to me as I watched the 

play, and after careful analysis, I was able to learn from 

the experience and theorize on the future of the dramaturg at 

Texas Tech. For the remainder of this chapter, I will 

discuss my successes and failures, involving communication 

with the director, designers, actors, and audience, and how 

my outlook on dramaturgy was affected. 

The director and I worked closely from the beginning 

of the process to the end. Our communication lines were open 

and honest, and as a result, we were quite beneficial to one 

another. I thank the director for paving the way for many of 

my accomplishments as a dramaturg. She welcomed my work with 

an eagerness that helped me feel comfortable and needed as I 
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made connections with other members of zhe production -leair.. 

Throughout the production meetings, the director allowed 

significant time for my historical research to be discussed. 

She continually stressed the importance of my findings and 

how they should be incorporated into the design process. We 

certainly did not agree on some details of the production. 

For example, I felt that in order to do the script justice, a 

great deal more time and work was necessary on the dialogue 

scenes than she had planned to invest; however, she believed 

that more time was needed on the musical numbers. 

Fortunately, our respect and faith in each other's work 

enabled us to come up with a solution. While the director 

worked the musical numbers, she allowed me to observe and 

critique scene rehearsals off-stage. I consider these 

examples of collaboration a great success during my 

dramaturgical development. 

The parts of my work that involved the technical side of 

the production initially seemed successful, but after 

evaluating the final product, I was not entirely pleased. 

The pre-production meetings with the costume and set 

designers were beautifully run. We held discussions on the 

emotional environment that we wanted to achieve in the 

production. We brought in art work that inspired our attempt 

to re-create the socio-economic energy of 1930's Berlin. 

These meetings appeared to serve the collaborative purpose, 

but somewhere along the production process, much of our early 

work in this area was lost. I am certain that my 

24 



disappointments with the set and costumes were in part due to 

flaws in my approach, but I must also give weight to the 

designers' personal choices. Part of the dramaturg's work is 

to convey historical information in its factual form and help 

mold it into a functional source for the designers. Too 

often, I found that the designers' concepts got in the way of 

accuracy and functionality. The director chose to present 

Cabaret in a very realistic and historically accurate style; 

unfortunately, the set and costume design concepts 

occasionally strayed from her intentions. 

I noted a failure in my communication skills and a 

disagreement in design choice with a particular scene in 

Cabaret, the fruit shop owned by the Jewish character, Herr 

Schultz. The set designer and I discussed the color choices 

for this scene. We talked about his choice of yellow walls 

that were intended to reflect the Star of David that Adolf 

Hitler required all Jewish people to wear, displaying their 

religious orientation. I did not see the significance of 

this color choice. It is quite obvious through the script 

that the fruit shop owner is Jewish, and by this time the 

audience is completely aware of the effect that Hitler is 

having on society. Nevertheless, whether the audience would 

make the connection of colors or not, all intentions of 

subtlety and continuity were lost with the two-dimensional 

signs that were painted on the interior walls of the fruit 

shop containing the words "shalom" and "fruit shop." These 

glaring choices diverted attention from the action of the 
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scene. Unfortunately, at the time these design decisions 

were made, I was very absorbed in the rehearsal process and 

was paying little attention to the scenic development. This 

detail of the set design was an example of poor communication 

and disagreements in design choice. 

One of the most important points that I attempted to get 

across during discussions with the costume designer was the 

atmosphere of the Kit Kat Klub. My research on Berlin 

cabarets of the 1930's presented them as dark, sleazy 

hideaways, and the costumes of the Kit Kat girls had the 

potential to convey this environment to the audience. I 

discussed this design possibility with the costumer, but 

perhaps I did not provide enough visual data to support my 

idea. Although the script gave no indication, the designer 

created costumes that suggested the Kit Kat Klub was more 

upscale than the night club dives that I spoke about. She 

created flashy costumes for the Kit Kat girls that were 

perfectly matched and appeared to have taken both time and 

money to construct. I visualized a more mismatched ensemble 

of tacky lingerie thrown together for the performance 

numbersr We disagreed on this concept from the beginning, 

but if I had provided a greater number of photographs and 

writings, perhaps we could have had a more successful 

collaboration process. 

My dramaturgical experience with the cast was extremely 

rewarding. Upon the request of the director, the historical 

research on Berlin and past productions of Cabaret that I 
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provided were absorbed by the actors and put to great use. 

About halfway through the rehearsal period, after several 

discussions with the cast, I began to see the effects of my 

work. For example, it was quite rewarding to see the change 

in Wendy Mitchell, who portrayed the character Sally Bowles. 

She told me of her vague knowledge of the historic period, 

and expressed interest in knowing more. She was very 

attentive as I talked about my findings. She absorbed the 

fine details of lives in Berlin. The character Sally Bowles 

is, on the contrary, quite ignorant of politics. Wendy 

upheld this naive quality of Sally until her beautiful 

awakening of the political senses in the song Cabaret. Her 

voice, expressions, and physical presence changed throughout 

the song. She began the number in a very timid, frightened 

manner, a reflection of her confusion about the present state 

of society. Her character evolved into an enlightened yet 

bitter woman, fully aware of the effect that politics was 

having on her life. I was thrilled to see her understanding 

of history and its importance during this number. 

Another actor who seemed to benefit greatly from my work 

was Darise Error, who played Fraulein Schneider. She began 

rehearsals with a very flat interpretation of Schneider's 

character. After discussing and reading about her role, 

Darise added a depth to her part that was not present in 

early rehearsals. She pulled the hard edges of Schneider 

together with a soft heart and sense of humor. We discussed 

how Schneider's character in I Am a Camera was an extreme 
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^nui-Semite, yet in Cabaret the character found IT: possible 

to love a Jewish man. Schneider's strong political stance 

evolved into more of a need to belong. Darise found a 

balance between political belonging and romantic emotions, 

and she made it evident through her portrayal of Schneider on 

the stage. 

The chorus also appeared to benefit from my research and 

discussions. They began as bodies filling the stage early in 

the rehearsal process, and soon grew into their parts. It 

was difficult to make them understand and become a part of 

the vulgarity of the Kit Kat Klub, but they eventually became 

comfortable with the idea. For example, in the song If You 

Could See Her, the actors, of course, found no humor in the 

derogatory reference to Jews, but their characters were 

required to laugh and truly enjoy the line. Our talks about 

history helped them understand this type of situation. The 

chorus made additional progress in the all-male song Tomorrow 

Belongs to Me. We talked at great length about the song's 

meaning to the characters, and by performance time I saw 

feeling in their bodies and expressions as they sang the song 

that had not been there early in the rehearsal process. 

In addition to the importance of communication with the 

entire production company, the dramaturg must also remember 

the direct influence that can be made on the audience through 

program notes. One of the basic functions of the notes is to 

make them unique to the production; they should set the 

audience up for the director's unique approach to the piece. 
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Because of the straight interpretation of the text that our 

director took, I was unable to highlight any alternative 

approaches or theatrical risks in the program notes. The 

risk of this show rested simply in producing it. Displaying 

social decay and moral decadence to a conservative town in 

northwest Texas was a gamble, but I concluded that there was 

no place for that venture to be discussed in the notes. I 

found that setting the audience's mood with facts and a 

stimulating description of the environment would be the best 

way to approach the production notes (see Appendix G). 

Sharing my research with the director, designers, 

actors, and audience was a very rewarding experience. The 

director expressed her pleasure in my work numerous times and 

encouraged my communication with the production team. My 

work proved to be beneficial to the production and added to 

my positive outlook on dramaturgy. In retrospect, the 

problems and disagreements I encountered with the design 

aspects of the play were fewer in number than the successes 

involving the director, cast, and audience. Although fewer 

in number, the failures were equally important throughout my 

learning stages as a developing dramaturg. To the new 

dramaturg, reading and studying dramaturgy are essential, but 

my work on Cabaret proved that practical experience is an 

absolute necessity. My role as a dramaturg was an important 

learning experience, not only for me, but also for the 

department as a whole. It helped define the needs of the 

29 



department and the possibilities of for dramaturgs in future 

Texas Tech University Theatre productions. 
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CHAPTER III 

CONCLUSION 

As I hope you will discover, there are also 
great rewards to [the practice of dramaturgy]: 
stimulation, usefulness, involvement in creation, 
avenues for imagination and innovation, and the 
satisfaction of seeing your contributions realized 
on the stage. May they surprise you, and may they 
be many. 

-Jonathan Marks^ 

My objective has been to determine the value of a 

dramaturg to the Texas Tech University Theatre. In order to 

complete this objective, I first looked at the writings of 

other dramaturgs and studied their processes, and then I 

developed my own style of dramaturgy that best suited our 

production process of Cabaret. Research of past and present 

dramaturgs paved the way for my practice of dramaturgy at 

Texas Tech. My experiences convinced me that there is indeed 

a place for the dramaturg at this university, and given time, 

flexibility, and dedication to this field, our theatre can 

achieve a higher level of production quality. 

Completing the Objective 

The best way to determine a dramaturg's value is to 

explore all possibilities for the role. For Cabaret, I 

^ Jonathan Marks, "Dramaturg's Guide: A Handbook for Student 
Dramaturgs at the Yale School of Drama and Repertory Theatre," 1977: 19 
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completed several steps that were necessary to fulfill my 

chosen duties as a dramaturg. I researched the works of 

various dramaturgs. I also examined writings that led up to 

the musical script Cabaret, including Christopher Isherwood's 

Berlin Stories and John Van Druten's I Am a Camera. I chose 

the roles of a dramaturg that would effectively benefit the 

collaborators of the production as they served the script. 

Reviews provided a variety of perspectives on the successes 

and failures of Cabaret's past productions. Research on the 

technical aspects including set and costumes was beneficial 

to the designers of the show. Finally, history of Berlin's 

government, society, and economics played an integral part in 

the director's outlook on the production. I spoke with all 

members of the production team and asked each of them what I 

could do to assist in their process. Each person had 

numerous requests for historical research. Consequently, I 

offered an abundance of material, discussed above and 

displayed throughout the appendices, that aided our 

production development of Cabaret. 

Determining the Value of a Dramaturg 

It is extremely important to discover how a dramaturg 

will specifically benefit individual situations. Each 

theatre has a unique developmental process and political 

structure. Locating particular areas that will profit from 

dramaturgical work is necessary to identify the true value of 
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the position. The Texas Tech Theatre has distinct 

possibilities for the growth of dramaturgy. 

The Tech theatre department is a wonderful starting 

ground for dramaturgy because the students and faculty have a 

respect for combining academics with the production process. 

It is rare to find a group of theatre students who have 

passion for on-stage as well as in-class practice and are 

willing to combine the two. Too often, walls are built 

between the two areas. Fortunately, these walls are almost 

non-existent in our theatre. Because we have a very 

production-oriented department, a majority of our students 

are involved in at least one play each semester. Quite often 

this involvement allows class discussions and practice to tie 

into our productions. Our students have the motivation to 

take what they have learned in classes and transfer it to the 

stage. This motivation parallels the actors' possible 

relationship with a dramaturg; therefore, we have the 

opportunity to build the dramaturg's position to a valuable 

level. 

Another specific way that our theatre will benefit from 

the practice of dramaturgy centers on communication and 

continuity. After production members collaborate and make 

decisions on a script, a dramaturg can provide a line of 

communication, based on continuity of ideas, between the 

director and designers. This line of communication is 

especially beneficial when the director becomes absorbed in 

the rehearsal process. When the director's focus is not 
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centered on the designers' proceedings, the dramaturg can act 

as a protector of the original ideas. The dramaturg makes 

sure each member of the production team remains true to the 

initial concept for the play. It is important for 

consistency in design to remain once concept choices are 

made. If the director or designers stray from original 

plans, the dramaturg is an available go-between for new ideas 

as well as a source for consistent research material. 

Because our theatre is full of creative talent and unique 

ideas, we could greatly benefit from a position that was 

available to bridge any gaps in communication that may form 

during the production process. 

Finally, I feel that dramaturgy has an ideal opportunity 

to flourish in our theatre because of the available freedom 

to explore. At first, jumping into uncharted territory was a 

frightening thought, but then I realized the opportunity that 

was at hand. The opportunity was the amount of freedom I 

would have to develop a dramaturgical style, one with no pre

conceived notions built into the department. The production 

team that I worked with was as flexible as I was with my 

ideas and intentions. For example, dramaturgical work can 

cross over into duties commonly taken on by designers and 

directors, and it was important for me to make my research 

and skills available, but not expect them to be the final 

word on any decisions. The director required much research 

into historic Berlin and the style of the script. This work 

could be completed by the director alone, but my 
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contributions relieved some pressure from the director and 

doubled the amount of useful information. Because there were 

no pre-conceived expectations in my work, I had the freedom 

to make myself available in these types of situations and 

observe the effects. The positive and encouraging response 

to my efforts was a signal that dramaturgy definitely had a 

future in this theatre. 

In conclusion, completing my objective was a lengthy and 

rewarding experience, and considering the successes and 

failures, the experience taught me that dramaturgy is a 

creative art that requires serious commitment. The dramaturg 

has numerous possible duties, but the ones best suited for an 

individual production must be defined and carried out to 

prove the dramaturg a worthwhile position. Practical 

experience is an irreplaceable learning tool, but combined 

with classroom teaching, dramaturgy can be developed into a 

highly valuable position in a theatre. Although the use of a 

dramaturg at Texas Tech University Theatre is new and 

experimental, the dramaturg has enormous room to grow into a 

significant contributor to theatrical productions. 

Dramaturgy should be incorporated into the department, both 

through teaching and practice, to enhance the quality of our 

theatre's academics and productions. 
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APPENDIX A 

DEVELOPMENT OF CABARET 

Introduction 

My role as a dramaturg required research into various 

aspects of Cabaret. I compiled the research that was 

directly related to Cabaret and displayed it throughout the 

following appendices, which are provided to show the specific 

work that led to the experiences discussed in the body of my 

thesis. The Appendix sections are as follows: 

Appendix A 

Appendix A is a description of the transformation of the 

writings that led up to Joe Masteroff's Cabaret. In this 

section, I will discuss character, style, and story-line 

changes throughout Christopher Isherwood's and John Van 

Druten's writings that are directly relevant to Cabaret. 

This section is intended to give the reader an understanding 

of Cabaret's history of development. 

Appendix B 

Appendix B contains an analysis of Cabaret's past 

production reviews. These reviews were used to help the 

production team make decisions based on past successes and 

failures of Cabaret. The positive and negative responses to 

the script gave the director basic ideas about how the • 
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audience might possibly respond to our production. This 

section highlights the aspects of past reviews that the 

director took into consideration for our production of 

Cabaret. 

Appendix C 

Appendix C c o n s i s t s of r e sea r ch I submit ted t o t he 

costume des igne r for Texas Tech ' s 1996 product ion of Cabare t . 

F igures C.1-C.13 and C.16-C.18 a re copies of photos from the 

Time/Life Books Storming t o Power and The New Order by George 

Constable .^ F igures C.14-C.15 a r e copies from the Catalogue 

of German Coins by P. Arnold, D. S t e i n h i l b e r and H. Kuthmann.' 

F igures C.19-C.21 a r e cop ies from The Wild S tage : L i t e r a r y 

Cabare t s of t h e Weimar Republic by Alan Lareau.^ Figure C.2 2 

i s a copy from A His to ry of Fashion by J . Anderson Black and 

Madge Garland."^ 

' George Cons tab le and E l l e n P h i l l i p s , Storming t o Power and The 

New Order ( A l e x a n d r i a , VA: Time/Life Books I n c . ) 1989. 

^ P . Arnold , D. S t e i n h i l b e r and H. Kuthmann, Ca ta logue of German 

Coins (New York: S t e r l i n g P u b l i s h i n g Co. I n c . ) 1972. 

^Alan Lareau , The Wild S t a g e : L i t e r a r y Cabare t s of t h e Weimar 

Republ ic (Columbia: Cadmen House I n c . ) 1995. 

^ J . Anderson Black and Madge Gar land , A H i s t o r y of Fashion (New 

York: Wil l iam Morrow and Company I n c . ) 1980. 
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Appendix D 

Appendix D contains copies of the artistry of George 

Grosz. Figures D.1-D.12 are from the 1975 edition of Goodbye 

to Berlin by Christopher Isherwood.^ Figures D.13-D.17 are 

from the book George Grosz by Hans Hess.^ These copies are 

research I submitted to the scenic designer and director of 

Texas Tech's Cabaret. 

Appendix E 

Appendix E gives a history of Berlin's social, economic, 

and political environment that is reflected in Cabaret. This 

section also contains a description of Adolf Hitler and his 

rise to power, which directly affected the characters of 

Cabaret. The history of Berlin, including its people, 

leaders, and cabarets, is discussed in this section. This 

research was essential for the director and actors to 

understand the motivations of the characters in Cabaret. 

'Christopher Isherwood, Goodbye to Berlin (London: The Folio 

Society) 1975. 

^Hans Hess, George Grosz (London: Cassell & Collier Macmillan 

Publishers Ltd.) 1974. 
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Appendix F 

Appendix F contains copies of the reviews from the 

Lubbock Avalanche Journal and the University Daily on Texas 

Tech's 1996 production of Cabaret. 

Appendix G 

Appendix G is a copy of the notes that I wrote for our 

production of Cabaret. These notes were displayed in the 

program and provided a path of direct communication from the 

dramaturg to the audience. 

Development of Cabaret 

Christopher Isherwood began writing of his time in 

Berlin from the 1920's to the 1930's with a fragmented 

grouping of stories that were to be called The Lost. The 

compilation became too immense, and he re-thought the process 

of his storytelling. Some pieces of The Lost were salvaged, 

such as the adventures of Mr. Norris and Goodbye to Berlin. 

These pieces were separated and embellished as individual 

works. -As a result, many of the situations in the separate 

stories involve the same people, at the same time, yet 

contradict one another in action. Isherwood's original 

stories, though separated, provided valuable characters for 

later works. 
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Isherwood's stories propagated further work by authors 

John Van Druten and Joe Masteroff. Isherwood first published 

Mr. Norris Changes Trains and then put together the book 

entitled Goodbye to Berlin. From there, he expanded his work 

into the Berlin Stories which was noticed and admired by the 

playwright Van Druten, who adapted Isherwood's stories into a 

play called I Am a Camera. Next came the collaboration of 

writer Joe Masteroff, lyricist Fred Ebb, and composer John 

Kander, who combined their talents to create the musical play 

Cabaret. 

With each attempt to rewrite and interpret Isherwood's 

stories came a new angle of life during the rise of Hitler in 

Berlin. As the stories were adapted, characters were lost 

and added, story lines emerged and disappeared, and the 

styles of presentation altered the messages of the story. 

Examination of each writing is essential to understanding 

Cabaret. 

Mr. Norris 

Christopher Isherwood wrote Mr. Norris Changes Trains in 

1935, and it was released in America under the title The Last 

of Mr. Norris. The book is written in first person and 

centers on a character named William Bradshaw. This book 

opens with a scene between Bradshaw and a stranger called Mr. 

Norris on a train to Berlin. Mr. Norris is terrified that 

his smuggling for the Communist Party will be discovered by 
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the customs officer. Bradshaw, unaware of the situation, 

tries desperately to get close to the intriguing and 

mysterious Mr. Norris. The story sets the stage for the 

character to develop into Cabaret's Clifford Bradshaw, who 

parallels the Isherwood character. 

The opening scene on the train with Mr. Norris is also 

reflected in the text of Cabaret. It is interesting to note 

that the Communist Mr. Norris, who becomes lost in the 

shuffle of stories and through-line characters, was later 

replaced by a Nazi character in Cabaret. 

Goodbye to Berlin 

Goodbye to Berlin was published in 1945 by Christopher 

Isherwood. In the introduction, Frank Withford wrote of 

Isherwood's position as disinterested observer, a camera that 

merely recorded events. The question could be raised as to 

how a person so distant from the emotion of the time could 

write so passionately and so frequently about such involved 

situations and relationships. Nevertheless, Isherwood writes 

of Berlin..."a city of self-indulgent pleasure where anyone 

rich enough can satisfy his most extravagant sexual needs, 

where dancing between men is permitted and where the bars 

never close. "̂  It was important to Isherwood that the readers 

be aware that this book was not by any means wholly 

' Christopher Isherwood, Goodbye to Berlin (New York: New Directions 
Publishing Corporation, 1955) 7. 
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autobiographical. "'Christopher Isherwood' is a convenient 

ventriloquist's dummy, nothing more."® 

The contents of this book are quite involved, yet they 

seem very disjointed. The book is written in a linear 

fashion. The central character, Christopher Isherwood, 

remains present throughout; however, each chapter involves 

different characters whom the reader falsely expects will 

eventually relate back to one another. Goodbye to Berlin 

consists of six chapters: A Berlin Diary (Autumn 1930), Sally 

Bowles, On Reugen Island (Summer 1931), The Nowaks, The 

Landauers, and A Berlin Diary (Winter 1932-3). About half of 

this book will be central to the later writings of Van 

Druten. A Berlin Diary (Autumn 1930), Sally Bowles, and A 

Berlin Diary (Winter 1932-3) are the main chapters I will 

focus on because of their significance in later writings. 

The first chapter, A Berlin Diary (Autumn 1930), 

introduces the author, Christopher Isherwood, as he writes in 

first person: 

I am a camera with its shutter open, quite passive, 
recording, not thinking. Recording the man shaving 
at the window opposite and the woman in the kimono 
washing her hair. Some day, all of this will have 
to be developed, carefully printed, fixed.^ 

This is the set-up for the main character as he encounters 

numerous people who greatly affect his life. Fraulein 

^ Christopher Isherwood, The Berlin Stories (New York: New 
Directions Publishing Corporation, 1945) 194. 
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Schroeder is the first person we meet, Christopher's fortune-

telling landlady, who refers to him affectionately as "Herr 

Issyvoo." She is a woman of strong convictions. At age 

fifty-five, she has run the gamut of financial stability. 

Years before, she housed the wealthy and lived in extreme 

comfort. Now she finds herself mopping her own floors, 

desperately clinging to tenants, and sleeping in the living 

room because she gave up her personal space to needy tenants. 

Schroeder is a strong woman. She remembers the beauty of the 

past, but is surviving the strife of the present with her 

chin up. She has had only one true man in her life. He died 

of pneumonia years back, and now she loves vicariously 

through the lives of her boarders. Fraulein Kost is a lodger 

who supports herself by way of prostitution. She is a large, 

sexy woman who means harm to no one. Schroeder truly likes 

Kost, but disapproves of her line of work. Other tenants are 

written of, but none carry through to the future stories. 

In the second chapter, Sally Bowles, we meet Fritz 

Wendel, a relatively wealthy German who fancies himself 

smooth with the ladies. Fritz plays a minor part in this 

story. He introduces Chris to this chapter's leading lady, 

Sally Bowles. Sally is the focus of Chris's most prominent 

relationship in the story. 

Sally is an extravagant woman, a cabaret dancer with a 

passion for fame and fortune. She lives off any money laid 

before her, but has a strange innocence that draws people 

Isherwood, Goodbye to Berlin 15. 
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toward her. Sally appears to care little for what others 

think or feel. As Chris watches her dance he notes: "She 

sang badly, without any expression, her hands hanging down at 

her sides—yet her performance was, in its own way, effective 

because of her startling appearance and her air of not caring 

a curse what other people thought of her."̂ ° Her appearance 

and sense of self-worth is primary to her relationship with 

Chris. 

Sally and Chris's relationship is a roller coaster of 

events. She is attracted to Chris's genuine sensitivity, and 

eventually comes to live at Fraulein Schroeder's. Sally, 

quite an actress at heart, lies about her background and 

professes to be an old whore. A rich American named Clive 

swings into and out of Sally and Chris's lives, spoiling them 

with gifts and wild nights, in order to fulfill his own odd 

pleasures. Adding to the pleasure and pain of their lives, 

Sally becomes pregnant after a brief fling with a man called 

Klaus. After a mutual decision between Sally and Chris to 

abort the unborn child, Chris goes to the Baltic to continue 

his writing career. Chris and Sally part ways for several 

months. _ Upon his return, he and Sally have a very distant 

relationship. 

The relationship they share throughout the story is 

unusual. Although they feel deeply and passionately for one 

another, their relationship remains Platonic. For this 

promiscuous woman and this emotionally needy artist to go 

^^ Ibid., 43. 
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without sexual relations for months on end seems quite 

unusual. Chris's sexual orientation is not discussed in this 

section; however, questions of his preference naturally occur 

to the reader. This is the final chapter in which Sally and 

Chris interact. 

The final chapter, A Berlin Diary (Winter 1932-3), gives 

a brief wrap-up and relocation of previously mentioned 

characters. In this chapter, the question of Chris's 

sexuality is finally broached. An American boy at a 

nightclub asks him if he is "queer." His reply is flat and 

direct, "Yes, very queer indeed."̂ ^ The response may be 

interpreted as sarcastic, or as a final release of truth; it 

is left up to the reader. Most importantly, this chapter 

looks at the severe political changes occurring in Berlin. 

Riots are common in the streets, and the Nazis talk of 

wanting to see "blood flow."̂ ^ Hitler's soldiers, the S.A. 

men, are beating and humiliating anyone not involved with the 

Nazi Party. Through his open-shuttered eyes, Chris observes 

the changes in Berlin. 

Berlin Stories 

Berlin Stories was published in 1945 as a compilation of 

earlier Isherwood works. This book is divided into two 

parts; the first half is The Last of Mr. Norris, and the 

'' Ibid., 242 

'' Ibid., 247 
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second half is Goodbye to Berlin. Berlin Stories is the 

direct reference most people use when discussing the 

adaptation to I Am a Camera by John Van Druten. This 

compilation retains all chapters from Goodbye to Berlin and 

The Last of Mr. Norris. 

I Am a Camera 

I Am a Camera is a playscript, published in 1951, that 

adapts the latter portion of Berlin Stories into a cohesive 

dialogue of Christopher Isherwood's discoveries and 

experiences in Berlin. Transformation into script form 

definitely altered the pace of his stories. I hesitate to 

say that any true meaning was lost, but the details were 

blurred. 

The play contains character and situational adaptations 

from Isherwood's stories. I Am a Camera begins with Chris 

entering a passage for his book. We are introduced to 

Fraulein Schneider, previously known as the character 

Fraulein Schroeder. She retains her personality and 

background from the original story, but decreases in 

importance to the everyday function of Chris's life. Toward 

the end of the play, Chris becomes disgusted with her anti-

Semitism and ends their friendship. The audience no longer 

hears from Fraulein Schneider. Fritz Wendel is a character 

in the play, already acquainted with Chris, who falls madly 

in love with a wealthy Jewish woman, Natalia Landauer. She 
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comes from the family written about in the chapter entitled 

The Landauers from Goodbye to Berlin. Their relationship is 

rough, a Jewish and German combination, until Fritz admits 

his true Jewish origins and marries Natalia. 

Sally Bowles is once again a central character in 

Chris's life. Unfortunately, we receive no background of 

their relationship. Sally is the same girl we knew in 

Goodbye to Berlin. In this play, Chris gives a brilliant 

description of her: "I wonder how old she is. Her face is 

young, but her hands look terribly old. And they were dirty, 

too. Dirty as a little girl's hands. Sally's hands were 

like the old hands of a dirty little girl."^^ 

Sally endures both old and new experiences. Again, 

Klaus impregnates her, and Clive beguiles her with talk of a 

vacation around the world. Sally and Chris quarrel, as best 

friends do, until she convinces him to feign a proposed 

marriage to her to please her mother. Sally's mother is a 

new character in the chain of stories, but her presence ends 

with I Am a Camera. Sally and Chris never marry, but they do 

evaluate the lives they are leading. In pursuit of his 

writing'career, Chris returns to his home in England, and 

Sally takes off to the Riveria with a man who promises her a 

film career. As the play ends, Sally and Chris say goodbye, 

yet part as close friends. We are left with hope for Chris's 

-' John Van Druten, I am a Camera (New York: Dramatists Play 
Service, 1952) 43. 
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future, and we expect Sally to continue in her erratic way of 

living. 

This adaptation holds the truth of personal 

relationships in the dialogue, yet does not commit to the 

political ugliness exploited in Goodbye to Berlin. The basic 

purpose of I Am a Camera is to illustrate personal 

interaction in a time of moral strife. 

Cabaret 

Cabaret is the musical adaptation by Joe Masteroff, John 

Kander, and Fred Ebb of John Van Druten's I Am a Camera. 

This musical takes a great leap by augmenting the importance 

of the nightclub in which Sally Bowles performs. In earlier 

works, the club is referred to, but never seen. Masteroff 

took the nightclub, the Kit Kat Klub, and used it as the 

primary illustration of moral and social decadence in Berlin. 

This play begins on New Year's Eve of 1929, and it takes 

us into the early 1930's. Sally Bowles's attitudes and way 

of life remain constant from previous writings, but the 

character formerly known as Christopher Isherwood is now 

called Clifford Bradshaw (the name Bradshaw coming from The 

Last of Mr. Norris). He is now portrayed as an American 

seduced by the charm of Fraulein Sally Bowles. 

Character relationships are made clear in this musical. 

Cliff meets Ernst Ludwig on a train in the opening scene. 

Ernst has taken the place of the former character, Fritz 
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Wendel. Although there are no references that indicate he is 

Jewish like Fritz Wendel, it becomes clear that Ernst is 

smuggling money and information for the Nazi Party. The 

subplot of the difficult relationship between Fritz Wendel 

and Natalia has been replaced in Cabaret. Natalia is no 

longer a character at all. She has been replaced by a 

Jewish-fruit shop owner named Herr Schultz. Schultz falls 

madly in love with Fraulein Schneider, the German landlady of 

Cliff's dwelling. This subplot introduces the personal 

strife caused by the rise of the Nazi Party. Their love is 

torn apart by politics, and we are left wondering why love 

cannot conquer all. The character relationships and 

background are clearly defined in Cabaret. 

The relationship that develops between Sally and Cliff 

is quite different from before. For the first time, they 

become sexually involved with each other, leaving no question 

of Cliff's sexual orientation. Cliff is the one who 

impregnates Sally in this play, and he is no longer the one 

she runs to for help. Sally aborts the unborn child just as 

Cliff is warming up to the idea of a family. At the beginning 

of the play. Cliff and Sally are completely enchanted with 

one another. By the end, they acquire a solid distaste for 

each other's life styles. 

The Kit Kat Klub, ever present in this tale, is the 

haven for the morally destitute. It is an escape. 

Interestingly enough, the inhabitants of the bar range from 

middle-class Germans and Jews to basement-life transvestites, 
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all the way down to the Nazi soldiers. It is not a place 

that people go in order to escape the Nazis; rather it is an 

escape from social and economic decline. The Kit Kat Klub is 

a place to..."Leave your troubles outside!"'' Unfortunately, 

Cliff discovers, through his political encounters in the 

club, that not quite all of his troubles may be left outside. 

The Master of Ceremonies is a beautiful addition to this 

story. This rather androgynous character is the host for all 

performances in the Kit Kat Klub. He is slick, sleazy, and 

captivating. He has actually taken over part of Christopher 

Isherwood's old character as the narrator. The Emcee never 

speaks, but he sings and dances his way through the 

characters' life stories. He belies the notion that the 

outside world will never intrude the club. Such notions are 

present in the songs "My Eyes" and "Sitting Pretty". By the 

end of Cabaret, the Emcee's attempts at humorous 

entertainment are overshadowed. His twisted, comical views 

on life are squelched by reality. We are left with no hope 

for the future lives of those characters which we have come 

to know and love throughout the play. Hitler's politics and 

the impending doom of the concentration camps loom in the 

air. 

*̂ Joe Masteroff, Fred Ebb, and John Kander "Cabaret," Great 
Musicals of the American Theatre (New York: Random House, 1967): 584 
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Results of Transformation 

Cabaret takes us to a place we have never been before 

with Isherwood and Van Druten's writings. Through the 

integration of song, dance, and dialogue, we now see the 

simultaneous combination of pleasure and pain in Berlin in 

1930. While some of the meat of the story is lost through 

reduced dialogue, the musical throws love, hate, politics, 

and decadence in the audience's face by means of dynamic, 

straightforward scenes enhanced by the power of music. The 

focus is no longer on one man's experiences, but on the total 

effect that politics has on life. 

Musicals are a more commercial form of theatre. The 

style of musical presentation appeals to a wide audience. 

Cabaret has strong emotional impact, but one wonders how much 

effort was made for wide appeal when developing the script. 

For example, this is the first time we get the indication 

that Cliff is a heterosexual man. Among all of the non-

traditional sexual scenes and references in this play, did 

the author feel the need to appeal to the traditional, 

heterosexual viewers? Ernst no longer has the scruples of 

true identity, and Schneider never commits to degradation of 

the Jewish population. Did the number of central characters 

and their depth of personality have to be sacrificed to keep 

the attention of a modern audience? These are questions that 

must be asked when evaluating the adaptation from stage play 

to musical. 
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Fortunately, throughout Cabaret, the author successfully 

kept the objectives of Van Druten's play intact and increased 

the energy of the written word with the incorporation of 

music. Cabaret is a successful example of the transformation 

of dramatic text into powerful musical theatre. 
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APPENDIX B 

REVIEWS OF CABARET 

Purpose 

The job of a critical review is to present ideas 

and conclusions about the approach, content, style, and 

setting of a production. I made reviews of past 

performances of Ccibaret available to the collaborators 

of our production. These reviews, which highlighted the 

strengths and weaknesses of Cabaret, gave our 

production team much to evaluate and explore. 

A musical production that grows from the text of a 

dramatic play is expected to be compared and contrasted 

to the original piece. Cabaret, directed by Harold 

Prince in association with Ruth Mitchell, premiered on 

Broadway at the Broadhurst Theatre on November 20, 1966. 

Critics naturally judged Cabaret by the caliber of 

Isherwood's stories as well as the 1951 premiere of John 

Van Druten's I Am a Camera. One review commented that 

the creators of Cabaret "—have found a perfect center 

for Isherwood's semi-autobiographical tale of a young 

novelist ". ̂  Another remarked upon the use of the 

"brashly dull" musical kick line as an appropriate 

"commentary upon the period."^ Both of these 

Richard Gilman, "I am a Musical," Newsweek 6 Dec. 1966: 96 

Doris Hering, "Cabaret," Dance Magazine Jan. 1967: 26. 
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observations are a direct reflection of successful 

transference. While musical theatre traditionally 

combines the text of a play with music, in a very 

presentational fashion, the dramatic text of a straight 

play is often more interpretive in style. Story-line 

comparisons of Cabaret and I Am a Camera are to be 

expected; however, one must remember that differing 

approaches are necessary with a straight play versus a 

musical. 

Negative Reviews 

Cabaret was reviewed numerous times, and critics 

often expressed much disappointment in the play's 

substance. One critic commented that the important 

characters present in I Am a Camera were tossed aside in 

Cabaret.^ For example, the wealthy Jewish woman, 

Natalia Landaeur, who is involved with Fritz Wendel in 1 

am a Camera, is completely eliminated in Cabaret. As a 

result, Ernst Ludwig, the die-hard Nazi character 

derived from the character Fritz Wendel, suffers no 

inner conflicts. Masteroff's characters were given 

skeletal dialogue and musical number after number to 

support the story of Cabaret. Critic Alfred Kazin 

Theophilus Lewis, "Cabaret," America 7 Jan. 1967: 25 
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commented: "Oh history, our history, where are the 

people you happened to?"'' Negative reactions to 

Cabaret's substance grew from knowledge and appreciation 

of Van Druten's play. 

Aside from the characters, the issue of style was 

also questioned. The show attempted simultaneously to 

entertain the audience and tell a story, as most 

musicals do. Unfortunately, the combination did not sit 

well with some reviewers such as John McCarten. 

The trouble, I think lies in the fact that in 
dealing with Berlin in 1929 and 1930 it 
attempts both to deplore the sickness of the 
city and to entertain us with the fatuous 
doings of the nightclub crowd...not knowing 
whether to make their cabaret horrible or 
heady. ̂  

Obviously the critic did not find success in the basic 

change into an alternative format. Reviewers were 

disappointed that the message of the play was lost in 

the music and dance. Rather than enhancing the plot, the 

songs tended to distort the messages. The people were 

lost. The music itself was condemned for needing more 

"melodic guts."^ 

Cabaret has a much more commercial f e e l i n g than 

Isherwood or Van D r u t e n ' s s t o r i e s . Many people seemed 

' A l f red Kazin , " C a b a r e t , ' t h e show c a n ' t keep u p ' " Vogue 1 J a n . 

1967: 52 . 

' John McCarten, "The T h e a t r e : Assor ted Approaches , " The New Yorker 

3 Dec. 1966: 156. 

* Tom P r i d e a u x , "Trouble i n a Musical P a r a d i s e , " L i f e 13 J a n . 1967: 

16. 
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disappointed with this fact. Audiences flocked to see 

the production, but many left feeling deprived of the 

heart of the story. "Cabaret is a whale of a production 

and a minnow of a show. It is a musical built on the 

oozing decadence of 1930 Berlin, and itself a form of 

decadence, a victory of surface over substance."' The 

creators of Cabaret abandoned the depth of the 

characters and expected the skeleton of the play to hold 

form. To the dismay of many, most of the meat was 

stripped away from this skeleton and replaced with song 

and dance. 

Positive Reviews 

While one set of reviews may denigrate, others may 

praise. In response to Cabaret's opening, one reviewer 

said, " Am I pleased? That is an understatement. I am 

very happy about it."* The performances were admired 

for their energy cMpd truthfulness. From the "weathered 

beauties" of the kick line that exuded elegance and 

eroticism to Joel Grey's splendid depiction of the Emcee 

as a "perverse Puck," characterization was at its 

finest.' Grey's performance was noted: "The entire 

mood of Cabaret is set, never to be broken, by the 

' Hedley Donovan ed., "Kit Kat Kutups," Time 2 Dec. 1966: 84 

^ Gilman 96. 

' Ibid. 
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gifted performer."'" Lotte Lenya, as Fraulein 

Schneider, was recognized for her "incomparable 

authenticity."'' Many people admired Cabaret for its 

raw statements and outlook on life and society. "What 

is most satisfying — is its basically unromantic 

posture, its decision not to present its world as the 

best of all possible ones."^^ 

Cabaret debuted at a perfect time for audience 

appeal. America was involved in the Vietnam war, and 

society was crying out for political understandingJ 

This musical, depicting life in Berlin during the rise 

of Hitler, touched the hearts of people feeling the 

political unrest of their own country. Although the 

play was based in Germany, Americans were still able to 

identify with the political turmoil and find sympathy 

for the characters. They felt comfortable watching the 

show because it djd not hit "quite so close to home."'^ 

Cabaret first looked at a country aind its 

political situation as a whole. It then took the 

individuals within, and made them important to us. For 

example, political environment is the dominant factor 

in the play, but in the song "Tomorrow Belongs to Me," 

°̂ Hering 26. 

" Gilman 96. 

'̂ Ibid. 

13 Hering 26. 
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we witness each character's personal connection with the 

words. "Cabaret has brilliantly depicted one 

pathological symptom of a national sickness whose cure 

turned out to be worse than the disease."'^ 

Revivals 

Reviews of the 1966 production of Cabaret praised its 

efforts in reflection of the times. Unfortunately, when the 

show was revived in 1987 at the Imperial on Broadway, 

audiences questioned the content. One critic said, "Cabaret 

manages to be both a show biz musical and about a larger 

world than that defined by the footlights."'^ The political 

situation of late-eighties America was vastly different from 

that of the mid-sixties. Audiences of the revival noticed 

the individual relationships and the focus on gender 

stereotypes much more than before. The political environment 

remained important, but as the crowds of the anxious eighties 

watched, they saw the individuals, and battled with them. 

While the critics raved about the production accomplishments 

of Cabaret's designers, actors, and director, they struggled 

with the "self-reflexive" content of the "diffusion of 

feminist principles."'^ The eighties saw the rise of a self-

centered, defensive population that focused their lives on 

^̂  Henry Hewes, "Not Quite a Camera," Saturday Review 10 Dec. 1996 

64. 

^̂  Thomas M. Disch, "Theatre," The Nation 14 Nov. 1987: 571. 

'' Ibid. 
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"me" rather than "we." This was not the ideal state of mind 

to receive a play about community and universal need. 

61 



APPENDIX C 

RESEARCH FOR DESIGNERS 
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Figure C.1 
Research for Costumer 
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Code for 
i lMWoms 
"Eveiyone who is of Gennan b 
belongs to our group," asserte 
Reich Youth Leader Baldur vo 
Schirach, and all **wear the garb < 
the community of comrades, th 
brawn shirt of the Hitler Youth.' 
The brown shirt had been autho 
ized for youthful Nazis as eaiiy« 
1926. But in those days of rampan. 
street violence, children under tt 
age of fourteen were restricted froi 
wearing a swastika with it, lest th( 
be mistaken for Storm Troopers. 

In 1933, several standardized Hit 
ler Youth uniforms were offered foi 
sale through strictly licensee 
"broivn shops," the Nazi party'̂  
uniform stores. A diamond-backec 
swastika device was worn by al 
members except the Jungvolk, ol 
Young People, aged ten to fourteeii?r 
who wore an S-shaped runic devic^ 
on their sleeve. '^ 

Members of the League of Gei 
man Girls were at first issued a sim 
pie brown costume called a gyr 
slip. Hitler objected: "We don 
want our girls dressed so that n 
man will give them a second look! 
To resolve the Fiihrer's complaint, 
group of Berlin designers created 
stylish new costume in 1936. 

I Duriag Ihe winter, Gennan girl» 
wore a dfanbing jacket (aboire, 
nchll with Ihe Hitler Youth 
natch on its left sleeve. A young 
women's unit that specialized in 
Cnt aid carriedlhe pennant. 
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GERMANY (Weimar Republic and 

Totalitarian State) 
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34 I M3r< (S) 1924. 25 Type o f ^29 11.75 

3 Mjrk (Al) 1922. Eaglo Rev. Value 10.00 

3 Mark (S) 1924, 25. Type of ;^29. 
Edge: EINICKEIT UNO RECHT UNO 

FREiHEiT—•"Uniiy and Right and 
Freedom" 25.00 

3 Reichsmark (S) 1931. 32. 33, Eagle. 
Rev. Value withm oak wreath. Edge: 
Type of UiO 25.00 

^S iS j i ^ 
32. 2 Re.chsmark (S) 1925-31. Type of 

#31. Reeded edge 

35. I Reichsmark (S) 1925, 26. 27. Type of 
;*3I 

37 

36. I Reichsmark (N) 1933-39. Value 
within oak leaves. Rev. Eagle. 
CEMEINNUTZ 

12 50 

2.00 

50 Pfennig (Al) 1919-22. V.ilue. Rev. 
Wheat sheaf with inscription: SICH 
KECEN BRINCT SECEN 25 

3.75 

Figure C.2 Continued 
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Figure C.3 
Research for Designers 
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Figure C.3 Continued 
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Cabarets 
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Figure C.5 
Fashion 
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RESEARCH ON GEORGE GROSZ 
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Figure D.1 

The new generation 
by George Grosz 
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Figure D.2 

Night-club scene 
by George Grosz 
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Figure D.3 

Wood and coal 
by George Grosz 
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Figure D.4 

Drawing of a cafe 
by George Grosz 
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Figure D.5 

Lovers' little hour 
by George Grosz 
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Figure D.6 

People without space 
by George Grosz 
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Figure D.7 

Here's to us 
by George Grosz 

92 



Figure D.8 

Germans 
by George Grosz 

93 



Figure D.9 

The gratitude of the Fatherland 
by George Grosz 
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F i g u r e D.10 

Types 
by George Grosz 
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Figure D.ll 

The blessings of labour 
by George Grosz 
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Figure D.12 

Circling 
by George Grosz 
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Figure D.13 

A Man of opinion 
by George Grosz 

98 



Figure D.14 

High life at a Berlin party in 1930 
by George Grosz 
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Figure D.15 

Ballroom 1929 
by George Grosz 
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Figure D.16 

The true Jacob's ladder 
by George Grosz 
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Figure D.17 

Masked ball 
by George Grosz 
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APPENDIX E 

POLITICS AND ECONOMICS 

The history of Berlin's politics and economics in the 

1920's and 1930's plays a primary role in Cabaret. From 1919 

to 1933, following the political revolution of 1919, the 

Weimar Republic was Germany's government. The formation of a 

parliamentary government was welcomed as the beginning of a 

new era. In past years, Germany had tormented the economic 

stability of the middle-class workers. Housing had been 

cramped and constantly decreasing in availability. "In 1860, 

ten percent of all inhabitants lived in basements and 224,000 

people lived at a density of 4.3 persons per room. In 1871, 

162,000 persons lived in one-bedroom apartments at a density 

of 7.3 persons per apartment."^ 

At the onset of the Weimar Republic, with Friedrich 

Ebert as its first president, living conditions slowly began 

to improve. Laws and regulations were created to protect 

low/middle-class people. A housing law was developed, the 

Reichsheimstattengesetz, to instigate proper use of existing 

houses and land as well as the idea of controlled 

rent.^ It took time, filled with social unrest, for the 

Weimar Republic to make beneficial changes. Fortunately, in 

1 Gerhard Kirchhoff, views of Berlin (Boston, MA: Edwards Brothers 

inc. 1989) 290. 
2 Ibid., 292. 
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late 1923, the government had dwellings constructed for the 

people, tightened zoning laws, and harnessed inflation. 

The "Golden Twenties" flourished a few years into the 

decade as a result of the more liberal government that 

allowed for freedom and extravagance in the art world. While 

living conditions and the arts improved, the socialist 

government of the Weimar Republic was constantly battling the 

forces of the Communist Party and the burgeoning Nazi 

movement. The "Golden Twenties" came to an abrupt end in 

1929 when the stock market crashed, creating the world-wide 

mental and financial panic of an economic depression. It was 

the American stock market that crashed, but because the 

United States has largely supported Germany through loans, 

the economic failure also swept the Socialist country. The 

political implications of the Depression added tremendous 

weight to the already suffering economic conditions. The 

developing Nazi Party seized the opportunity of total 

economic desperation to make their move. 

Adolf Hitler 

Adolf Hitler's rising authority was paramount to the 

situations and struggles of the character's lives in Cabaret. 

In 1930, Adolf Hitler was pleased to see the Nazi Party 

declared the second-largest party next to the Social 

Democrats. In 1933, Hitler was appointed Chancellor with the 

tremendous help of propagandist Joseph Goebbels. Finally, 
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after President Hindenburg's death in 1934, Hitler rose to 

the top and proclaimed himself Fiihrer. 

Adolf Hitler, born in Austria, suffered much confusion 

about his ancestors. His father, Alois, was born to Maria 

Anna Schickelgruber and an undocumented father. Three men 

have been narrowed down to possible grandfathers of Adolf 

Hitler; the most controversial suspect was a Jewish man named 

Frankenberger. Brought to the public's attention in 1930, 

Hitler's questionable background threatened his political 

stance. He preached absolute rejection of the Jews and 

denied any ancestral connections with them. Hitler's father, 

Alois, adopted the name Heidler from his foster father. 

Through a succession of misspellings, Alois came to be known 

as Hitler. Adolf Hitler kept quiet about his personal 

history. There have been suspicions of in-breeding 

throughout his family tree. The deeper he buried his roots, 

the easier it became to lie about his past and fabricate 

tales of his ancestors. All lies were obviously in support 

of his extremist political and moral position. 

Hitler's psychological traits have been scrutinized for 

years in an attempt to decipher the warped sense of right and 

wrong he upheld. No scientific documentation can be proved 

in relation to his abnormal character, but author Klaus P. 

Fischer noted that many speculations can be made. 

Adolf Hitler was not a 'normal' person. Hitler's 
phobias, abnormalities, and irrationalities cannot 
be omitted from any historical account of the Nazi 
period because they later became public policy. In 
other words. Hitler and his deranged henchmen, some 
of whom mirrored his pathologies, imposed their 
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characters on German public life; and in doing so 
they twisted the shape of normal human behavior. 
Without some understanding of psychopathology, much 
of the Hitler movement would be inexplicable.^ 

His overprotective mother and dominating, abusive father most 

likely carved the path for many of Hitler's self-indulgent 

obsessions. He dropped out of school at the age of fifteen 

in defiance of his father's wishes, and denounced his 

teachers for trying to fill students' minds while having no 

true understanding of youth.* Hitler dreamed of becoming an 

artist. He longed to be recognized for his abilities in 

architecture and painting. He floated in his fantasy world 

until two major traumas brought him crashing down: his second 

rejection by the Academy of Fine Arts and the death of his 

mother after treatment of breast cancer by a Jewish doctor. 

It was at this point in his life that Hitler took off on 

his own. For about five years he lived in Vienna, where he 

suffered society's cruelty and solidified his opinions of the 

world. His time in Vienna was an awakening of the senses. 

After much exposure to crime, prostitution, drunkenness, and 

sexual abuse. Hitler decided that it was time to hurt those 

who had "hurt him and give no love or kindness to the ugly 

world. He came to detest socialism and Christianity for 

their rationalizations of weakness, and ironically became an 

anti-Semite to rationalize his own inner conflicts. The 

^ Klaus P. Fischer, Nazi Germany; A New History (New York: Continuum 

Publishing Company 1995) 79. 

106 



separation of class, race, and nation was paramount to his 

needs. Like middle-class Germany, he was devoted to the idea 

of authoritarian government. Strangely enough, the reasons 

behind his hatred of Jews cannot be thoroughly explained 

except as an extreme pathology. He took anti-Semitic German 

history books to the extreme. He decided that the religious 

differences between Germans and Jews made it impossible for 

one person to be considered both German and Jewish.^ 

Hitler spent the next two years in Munich (1913-1914) as 

a drifter. He was called upon by the Austrian government to 

explain why he had not reported for military duty. He 

narrowly escaped imprisonment for evasion when the military 

evaluated his physical condition as unsuitable for service. 

Nevertheless, when World War I was declared on August 1, 

1914, Hitler jumped at the chance to participate. He saw the 

opening for his move into the government. There was an 

opportunity for change, and Hitler's overblown ego told him 

that he was the man needed to make the difference. He proved 

to be a zealous soldier who stood alone, soaking up the 

fulfillment of having a purpose in life. He was eventually 

declared a true German citizen and soon decorated with the 

Iron Cross for his bravery during the war. The validity of 

his decoration has been highly debated.^ Hitler was 

temporally blinded during an attack in 1918, and during his 

* Ibid., 80. 

' Ibid., 86-92 

^ Ibid., 93. 
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hospital stay he was informed that Germany had signed an 

armistice. Ashamed and defeated. Hitler promised to defend 

Germany's honor by punishing all of those responsible for 

ending the war. 

He devoted the rest of his life to annihilating the 

Jewish race and upholding the only true love left in his 

life, his country. In 1919, Hitler joined the German 

Workers' Party. Through this party, focused on nationalism 

and anti-Semitism, he was able to sharpen his public speaking 

abilities. He controlled this party, drawing in the weak-

minded and fanatical crowds of people. With this control 

came the immense confidence that he would be able to 

overthrow the Bavarian government in 1923. This antecedent 

to the overthrow, known as the Beerhall Putsch, led to 

Hitler's arrest for treason. 

He was released in late 1924, but during his stay in 

prison he wrote the famous Me in Kampf (My Battle) . This 

autobiography described his politics, prejudices, and 

ideologies. After his release, he spent the rest of the 

decade quietly rebuilding the German Workers' Party into what 

would be called the Nazi Party. When the Great Depression 

hit like a tidal wave. Hitler made his move to the top. 

From 1933 to 1934, Hitler went from chancellor to the 

supreme political authority and commander-in-chief of the 

armed forces. The Nazi party dominated Germany with a 

ruthless hand. Hitler forced the people to join the Nazi 

Party by way of financial manipulation, labeled his followers 
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with the swastika brand, and slowly began to torture those 

who refused to participate. He blamed the financial crisis 

on the Jewish people, and began holding hate rallies to 

convince others that the Jews were not only inferior, but the 

root of all evil. There was a great governmental turnover 

from the Weimar Republic to Hitler's regime, known as the 

Third Reich. This was only the foreshadowing of the horrors 

to come. Any sense of community and integrity that was left 

in Germany was soon to be stomped down by the sociopathic 

leader who began the concentration camps. 

Hitler's effect on society was monumental. He took hold 

of the minds of the people and manipulated them with the 

promises of a better economic tomorrow. Between his words 

and the work of his Nazi support group. Hitler had tight 

reins on all classes of Germanic people. The low and middle 

classes began to welcome the idea of a secure government. 

They were tied to the old ideals of authoritarian rule, and 

allowed themselves to be hypnotized by Hitler's ideology. 

Those who opposed Hitler early on quickly disappeared; the 

rest sat in ignorance of the impending doom. The people 

needed reassurance that life was changing for the better, and 

Hitler gave it to them. This sense of security led Germany's 

people to indulge their vices. Artists thrived on the 

romantic angst of the world while the common man found 

pleasure in the alcohol-laden cabarets. Society ran for the 

fantasy world while Hitler plotted the deaths of an entire 

race. 
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Berlin Cabarets 

The Berlin cabarets pushed the political and moral 

buttons of the constantly changing society. A cabaret during 

the "Golden Twenties" was practically unrecognizable after 

the stock market crash in 1929. The earlier cabarets, which 

seemed to float upon a sea of artistic gaiety, sunk deeper 

into a basement mentality when the Nazi regime took control. 

The kick-line girls of the twenties were the spectacle, alive 

with personality, function, and symbolism; their energy 

exploded on the stage. People came to watch the girls as an 

exaggerated representation of life. The performers of the 

twenties were noted for their action. 

Their faces were made up with an optimism that 
nipped all resistance to economic development in 
the bud, and the little cries of pleasure, issued 
in a precisely calculated rhythm, gave ever renewed 
praise to the splendors of existence in just such 
circumstance. They rolled uniformly over the 
boards, arousing just enough sensuousness to allow 
the audience to relax from the cares of business, 
exploiting with unflagging zeal the very boom they 
themselves were representing.^ 

These cabarets were a fond memory of the pleasures of 

the past. Once the Great Depression hit, the energy and 

purpose altered drastically; no longer were the cabarets a 

fond representation of the positive attitude toward changing 

economics. The cabarets became the escape hatch. The girls 

were expressing the sick degeneration of their world. They 

' Anton Kaes, Martin Jay, and Edward Dimendberg, The Weimar Republic 
sourcebook (Berkley: University of California Press, 1994) 565. 
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attempted to keep the style of positive entertainment, but 

instead they represented the opposite. 

Their smiles are those of a mask; their confidence 
a leftover from better days; their precision a 
mockery of the difficulties in which the very 
powers they call to mind now find themselves. 
Though they might continue to snake and wave as if 
nothing happened—the crisis to which so many 
factories have fallen victim has also silently 
liquidated this machinery of girls.^ 

Cabaret performers evolved from moral yet provocative 

girls into brash and decadent dancers, like those personified 

in Cabaret. Kick lines were later evaluated as "products of 

human destructuring and dehumanized restructuring."' Although 

cabarets were scrutinized for the content of their 

performances during Hitler's regime, they evaded harsh 

treatment because of their size. The large theatres were 

examined and censored for erotic content, but the intimate 

cabarets were commonly overlooked because they were able to 

hide between the cracks. The nightclub stages continued to 

explore sex and political satire long after major theatres 

were suppressed.^° 

' Ibid., 566. 

' Peter Jelavich, Berlin Cabaret (Cambridge,MA: Harvard University 

Press, 1993) 186. 

'° Lisa Appignanesi, The Cabaret (New York: Universe Books, 1976) 

161. 
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Monday, October 21 , 1996 Tech Life 
Musical offers look into Nazi Germany 
by Sara Knttawar/UD 

For the actors and actresses of the 
Texas Tech University Theatre, the 
performance of the musical "Cabaret' 
was right up their alley. It gave stu
dents the opportunity to display ihcir 
talents as singers and dancers. 

Playing through Thursday, the story 
provides the classic problems of star-
crossed lovers who. because of the ris
ing Naii movement, are forced to ig
nore their love. 

Complete with the glamour and 
glitz of "The Golden Twenties," in 
Berlin, "Cabaret" provides more than 
five-star quality entertainment. The 
musical gives the audience a sense of 
the past and the effect of prejudice on 
the lives of everday people. 

Life is a cabaret. That is, life is all 
about singing, dancing and drinking 
among friends in a classy establish
ment in the early 1920s. 

The musical begins with the mas

ter of ceremonies played by C. Patrick 
Gcndusa singing his opening number 
with the rest of the dance company. 
This is a preview of the upcoming ac
tion. Throughout the musical, he pro
vides the knocking noises for door 
entry scenes, clarification of confus
ing lines and comic relief as he has a 
musical number every lime the scenes 
change to the Kit Kat Club. 

The scenes contain lyrics with 
sexual innuendos, lurid dances, sail
ors visiting the town prostitute and 
young women called the Kit Kat girls. 

After the opening number, the 
scene changes to a train compartment 
where the main character, the Ameri
can. Clifford Bradshaw played by 
Kelly Russell, has his first contact with 
the German, Ernst Ludwig played by 
John Davis. During this scene. 
Bradshaw expresses his need for 
money and his problems with com
pleting a novel in Berlin. 

This sets the plot for the entire pro
duction. 

Ludwig (hen finds Bradsha* a 
place to stay in a house wiih an older 
woman, Fraulein Schneider, played by 
Darise Rutherford, who rents rooms 
to the public. After a musical number 
and a debate on the worh of the room, 
Bradshaw finds himself in the midst 
of the smoky Kit Kat Club. 

At the club, he meets the singer and 
dancer Sally Bowles, played by 
Wendy C. Mitchell. After a dance, 
Sally shows up at his room and be
gins a romantic rendezvous. 

During these scenes, the cast's 
abilities become apparent. The realis
tic portrayal of the era is unbelievable 
as the cast sheds its 1990s persona and 
takes on that of the 1920s. 

The costuming is magnificent, and 
each and every article of clothing 
looks as if it came from the 1920$. The 
women wore can-can outfits, and the 

men dressed in suits of he iirre. The 
audience was lucky because it lever 
had to use its imagnation 'o immcse 
itself in the time penod. 

All of the scene cianges J'^ii 
smoothly, and the characters per
formed ihcir lines with skill T'nctr 
musical abilities did *onders for ihc 
pans — the audience -nembers never 
had to plug their ears because of 
screeching, off-key pitches. 

Several scenes throughout the mu
sical bring lean to the audience's eyes. 
One of the couples cannot get marr.ed 
because of the German hate toward 
Jews. The realistic portrayal of ihe 
times is magnificent. 

The students made "Cabaret" more 
than a learning expenence about ihe 
past. 

Their acting abilities helped leach 
the lessons of equality, human nghis 
and the importance of learning about 
the past to prevent its repeimon. 

Figure F . l Continued 
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Cabaret launches us from the 'Golden Twenties' of Berlin 
straight into the eve of Adolf Hitlers regime. Writer Joe Masteroff 
has combined talents with composer John Kander and lyricist Fred 
Ebb to exploit the ugliness of the times. Cabaret grew as a stylized 
interpretation of the writings of Christopher Isherwood' and John 
Van Druten^ 

The general population of the late 1920's and early 30's Germany 
embodied political desperation and moral decadence to the highest 
degree.The world-wide economic depression took hold of the coun
try, brought Hitler to power, and as a result, the arts, the extrava
gance, and the exotic beauty of Berlin began to suffocate. 

Able-bodied men found themselves walking the streets in search 
of work. The Nazi party was on the rise. Hitlers agitators prowled 
the streets spreading his message of the supremacy of the Aryan 
race. The message was sent by way of violence toward and humilia
tion of anyone with a Jewish background. The coming regime saw 
the Jew as the enemy of the German people. 

As Berlin's romantic framework crumbled, its people ran forshel-
ter.The finest times were to be found in the smoky darkness of caba
ret nightclubs, swarming with entertainment and drink, where the 
economic conscience could be left at the door. While sex exploded 
on the stage, politics was the constant deserving victim of satire, in 
Berlins cabarets, all types of people could be found; from middle-class 
Germans and Jews to basement-life transvestites, all the way down 
to Nazi party-members, the cabaret was an escape from reality 

Cabarettosses us into a storm of decadence and social decline. 
It seeks out the hopeful person only to laugh at the honesty and 
truth they struggle to grasp for It shows the battle of good and evil 
thriving above the peoples' immoral haven. 

Welcome to Cabaret... to the extreme... to the parallel worlds 
of a collapsing society. 

Terra Norberg 
Dramaturg/Assistant Director 

'The Berlin Stories. 1954, New Directions 
^lAm a Camera. 1955, Dramatists Play Service 

Figure G.l 
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