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AUTHOR’S ASIDE





Passing through Munich in February 1932, I came across an acquaintance called Lukas Kristl, who for some years has been a court reporter. He spoke to me more or less as follows: I (Kristl) don’t understand why playwrights, when they make a dramatic adaptation of the circumstances and consequences of a crime, almost always pick on so-called capital crimes, which are relatively rarely committed and hardly ever bother with minor crimes of the sort you encounter by the thousand the length and breadth of the country, the circumstances of which are as often as not shrouded in ignorance, but the consequences of which, in terms of loss of civil rights, nevertheless equally often resemble those following a life sentence or even a death sentence.


And Kristl told me about a case he had come across – and this everyday case was the origin of the little dance of death Faith, Hope and Charity. The characters of Elisabeth, the policeman (Alfons Klostermeyer), the magistrate’s wife and the chief inspector, Kristl knew personally. So I need to thank him here for making available his raw material and for a great deal of stimulation.


Kristl’s intention was to write a play against the irresponsibly bureaucratic application of minor regulations – naturally in the knowledge that there will always be minor regulations, because there must be in any community however constituted. So in the end Kristl’s intention was to articulate the hope that these minor regulations might (if you’ll forgive a harsh expression) perhaps be more humanely applied.


Which was also my intention, or certainly I was clear in my mind that this anti-minor regulations theme would undoubtedly provide the material to be able to portray once again the gigantic struggle between the individual and society, this eternal battle with no peaceful outcome – during which the individual can at best enjoy for a few moments the illusion of a ceasefire.


As with all my plays, I have made a great effort with this little dance of death not to forget that this, the individual’s hopeless struggle, is fuelled by animal instinct and that therefore the problem of whether this struggle is pursued by heroic or cowardly means may be considered merely as a formal aspect of animality, which as we know is neither good nor evil.


As in all my plays I have on this occasion neither prettified nor disfigured. Whoever makes a conscientious attempt to characterize us human beings must undoubtedly acknowledge (unless his grasp of human nature is slight) that our expressions of feeling are tainted with kitsch, that is to say falsified, euphemistic, masochistically lusting for sympathy, no doubt as a result of a lazy-minded need to be accepted – and so whoever tries to characterize human beings honestly will always be confined to building mirrors, and here I would like to take the opportunity briefly to emphasize the following: I have never built and will never build distorting mirrors, because I reject parody in all its forms.


As in all my plays I have also tried on this occasion to be as disrespectful as possible towards stupidity and lies, on the grounds that this disrespectfulness might well represent the principal duty of a literary artist who sometimes imagines his only motive for writing is to allow people to recognize themselves. Please recognize yourself! So that you may acquire that cheerfulness which will alleviate your own life-and-death struggle by virtue of the fact that a dose of honesty places you certainly not above yourself (for that would be conceited) but next to and below yourself, so that in spite of everything you are able to contemplate yourself not from on high, but from in front, behind, sideways and from underneath!


Any one of my plays could be called ‘Faith, Hope and Charity’. And the following passage from the Bible could stand as epigraph to any one of my plays:




And the LORD smelled a sweet savour; and the LORD said in his heart, I will not again curse the ground any more for man’s sake; for the imagination of man’s heart is evil from his youth; neither will I again smite any more every thing living, as I have done.


While the earth remaineth, seedtime and harvest, and cold and heat, and summer and winter, and day and night shall not cease.


Genesis, 8, xxi–xxii    


 


ÖDÖN VON HORVÁTH   






















TRANSLATOR’S NOTE





Faith, Hope and Charity is pared down and chiselled from a mass of frequently fascinating material eventually rejected by Horváth. I have, with one exception, respected this impressive self-discipline. Among the papers relating to the play is a single sheet headed ‘Monolog der Elisabeth’. In Heribert Sasse’s Berlin production this speech, delivered by the actress as she moved through the auditorium, opened the play. In the summer of 1989, the Horváth archive came up for sale at Sotheby’s (where it failed to make its reserve) and I was able to find the sheet of paper in question. Scrawled on it in red crayon was the indication that the speech was intended for Act Two. This may refer to an Act Two from an earlier draft (scenes in the zoo, back at Elisabeth’s home and next to a sports car on the side of a country road were all, in various drafts, known as Act Two), but the speech (which begins ‘It’s nearly eight months …’ on page 16 and ends ‘… the best way to get a job.’) seemed to me to sit very well at the end of the present Act Two. I have omitted one or two phrases (including, for example, a reference to a character no longer in the play) and changed some tenses to fit the context; otherwise the whole speech has been translated. Purists may omit it: but I feel that apart from being touching and beautifully written, it provides, at a distance of fifty years, valuable background which a contemporary audience might not have found necessary. Perhaps Horváth was afraid it might seem self-pitying: Heribert and I decided the risk was worth taking.


I should like, once again, to thank Ian Huish for his invaluable help and advice.


 


C. H.






















First Performance







Faith, Hope and Charity was first performed on 27 October 1989 at the Lyric Theatre, Hammersmith. The play was directed by Heribert Sasse and designed by Santiago del Corral. The lighting was by Leonard Tucker and Heribert Sasse, and sound by Matt McKenzie for Autograph.


The cast was as follows: John Biggerstaff, Stephen Boxer, Pamela Cundell, Tom Durham, Martin Friend, David Glover, James Hayes, Colin Higgins, Anne Kavanagh, Peter Leeper, Andrew Lucre, Peter MacKriel, Sue Maund, Julia Ormond, Caroline Quentin, Toby Salaman, Dale Savage and Philip Stone.


Faith, Hope and Charity was revived at South wark Playhouse, London, on 22 June 2011. The play was directed by Leonie Kubigsteltig and designed by Signe Beckmann. The lighting was by Richard Howell, sound by Tom Gibbons, dramaturgy by Nic Wass and movement by Angela Gasparetto.


The cast was as follows: Julien Ball, Paul Bhattacharjee, Emmanuella Cole, Helena Lymbery, Penelope McGhie, Jude Monk McGowan, Rebecca Oldfield and Roy Sampson.
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