
"as convinced Democrats or Republicans." Hungary's behaviour 
towards the Reformed Church in America was constantly subject to 
political considerations. T h e author of the book thoroughly docu-
ments every move made by Hungary towards the church and its 
repercussions in Calvinist parishes in America. 

Apart f rom being a meticulous historian presenting a large 
amount of new material, Komjathy is also a distinguished stylist. He 
belongs to the long line of Hungarian Calvinist ministers who have a 
passionate love of and appreciation for the language. While reading 
Komjathy's book the reader is immersed in the purest Hungarian. 
Its form is rooted in the classical tradition as far back as Gaspar 
Heltai. 

The reviews published in Hungary proclaim Komjathy's book to 
be an outstanding contribution to the history of Hungarians living 
abroad. Some express the hope that the book will function as "an 
important supporting pillar in the bridge to be built towards the 
Hungarian diaspora." No doubt most readers will come to a similar 
conclusion. 

Alexander Fodor 
McGill University 

Malyusz, Edith Csaszar. The Theater and National Awakening: East 
Central Europe. Translation and introduction by Thomas Szendrey. 
Atlanta: Hungarian Cultural Foundation, 1980. 349pp. 

This ambitious work attempts to trace the role the theatre played 
in the emergence of a national consciousness, as well as the influence 
that an emerging national consciousness had on the evolution of 
national theatres in Austria, Hungary and the Czech lands of 
Bohemia and Moravia. This is never really accomplished for reasons 
that will be discussed below. A great deal of information is given on 
theatrical troupes and conditions in the three countries from the 
eighteenth century through the 1860s. The introductory section, 
containing only one chapter entitled "The Three Chief Actors," 
gives a brief yet adequate historical preamble, emphasizing the role 
of the House of Habsburg in each of these national movements. The 
rest of the book is divided into three parts: "Antecedents of the 
National Theater in East-Central Europe," "The Struggle for the 



Development of the National Theaters," and "On the Threshold." 
The table of contents seems to suggest an orderly development of 
the theme that the author unfortunately fails to live up to. Part of the 
problem is that the framework is imposed from above rather than 
being developed from the needs of the material. The material 
presented is rich and diverse, but there are few clear guideposts for 
the reader: dates are given haphazardly, historical and literary 
figures are not always identified on first mention, and their 
significance is seldom made clear. Much irrelevant information is 
given, and often the relevant information is hidden in the oblique 
style and the author's assumption that the reader is already familiar 
with all of the information, and therefore an enigmatic reference is 
all that is needed as proof of an argument. The notes also fail to 
provide the often necessary factual underpinning for each thesis 
advanced. 

The three introductory chapters of Part I sketch the factors in the 
development of a theatre and theatrical tastes in Austria, the Czech 
lands and Hungary. The threads reach back to the seventeenth 
century, and while historical and social developments in each region 
affected the emergence of the theatre, certain factors were common 
to all of these lands: the patronage of the court (or lack of it), the 
language and social composition of the cities, the touring companies 
and the opportunities for education and training. In the Czech lands 
musical interests proved an important factor; in Hungary, the role 
of the counties and of the gentry, as well as of the important 
provincial cities, was considerable. 

The six chapters of Part II form the nucleus of the book where the 
thesis presented in the title is partially developed: Austria's pre-
eminent position gradually declined and the national theatres 
gained increasing independence. Joseph II is credited with estab-
lishing a good German theatre in the Hof- und Nationaltheater; he 
encouraged the formation of German theatres in other cities of the 
empire as well, and the Viennese example could certainly inspire 
others. In the Bohemian and Moravian cities the Czech troupes 
competed rather successfully with the German companies which 
were often jealous of them. A Czech lower middle class did, 
however, exert some influence by the end of the eighteenth century, 
whereas no similar groundwork was laid in Hungary. Some signifi-
cant differences between the Czech lands and Hungary are men-
tioned, though the lack of order and oblique style make the author's 
arguments difficult to follow. In Hungary the "aristocracy" (lower 
nobility in the counties rather than the magnates, so "gentry" would 
probably be a better term) played a more important role than in 



Bohemia and Moravia. Also, the national theatres in Transylvania 
provided a training ground for Hungarian actors and acting 
companies; on the other hand, the jealousy of the German-language 
theatres of the Hungarian cities proved no less an obstacle to the 
fledgling companies here than in Prague or Brunn. Reference is also 
made to the characters of early showmen who often destroyed the 
troupe through bickering and dishonesty. 

The early decades of the nineteenth century saw the emergence of 
some significant dramatists and theatre directors (Grillparzer, 
Raimund, Nestroy, Schreyvogel) in Austria, but the restrictions of 
censorship soon forced them to withdraw their plays or to modify 
their productions. The Czech national theatre became stronger, and 
Malyusz states that there were no real economic or linguistic 
difficulties. This is an over-simplification. Moreover, she also argues 
that the tension between German- and Czech-language productions 
continued, with Czech productions generally relegated to the less 
lucrative periods of the day or week. 

Malyusz suggests that the acquisition of a suitable theatre building 
and the development of a good repertory of quality plays were the 
catalysts needed for a national theatre to become established. 
However, she mentions many other factors and topics, all of them 
presumably influential yet too briefly noted and without her 
demonstrating their relationship or relevance to the thesis. Further-
more, it is highly questionable whether the simple formula of plays 
and good actors would have been the solution to the development of 
a theatrical tradition. Many other factors did influence this process, 
as the author herself implies later. Some of these were the changing 
nature of the cities (the German population being diluted by 
Hungarian settlers on the one hand, and their becoming quickly 
"Magyarized" on the other); the contributions of often viable 
touring companies to the development of both a more unified 
language and the beginnings of critical review; the inception of 
dramatic theory in the emergence of the "critical schools" in the 
persons of Vorosmarty, Bajza and Toldy; the significance of the 
Honmuvesz. Even the Diet of 1832 made a contribution. 

The final chapter, "By way of Epilogue," attempts to tie off loose 
ends. It gives an overview of the decline and rise of Austrian theatre 
in the nineteenth century and some more information on the 
problems Hungarian theatre in Pest faced in the early years 
(repeating information from previous chapters), as well as the 
decline of German theatre in Pest, which was destroyed as much by 
natural disasters as by the loss of audience. The section on Czech 



theatre best fits into an epilogue as it traces the increasing good 
fortune of those groups through the 1860s. 

It is unfortunate that the material gathered here has not been 
better organized and presented. The general organizational prob-
lems were discussed above. The presentation is marred by sentences 
and paragraphs that lose themselves in irrelevant details. For 
example, on page 29, Malyusz writes, "one of the scions of the 
Haugwitz family also participated in school drama. This family had 
estates in Moravia, and the 'Black Army' of Matthias Corvinus was 
named after one of its members. (Its captain was the 'black' 
Haugwitz.) Two young noble boys of Olmiitz also appeared in the 
play on that occasion." What does the Black Army have to do with a 
school drama in the Scottish Benedictine School? More importantly, 
what was the contribution of the Haugwitz family or of the Scottish 
Benedictine School to national drama? The author often loses sight 
of her subject. Her writing lacks a clearly perceived thesis and 
outline to guide the development of the narrative and to organize 
ideas. This difficulty is aggravated by an oblique style. Perhaps the 
former is the result of the latter. In any case, a style characterized by 
vagueness and indirectness confuses rather than illuminates. 

The obscure style, as pointed out earlier, is not a simple failure of 
grammar and rhetoric, which fault might be attributed to the 
translator had he not done a generally good job with a very difficult 
text. The obscurity is based to a large degree on the author's failure 
to support her conclusions with a clear line of argument, or 
conversely, to present facts without marshalling these to a con-
clusion. 

On page 64 she refers to the bourgeois theatre as a "new concept," 
yet nothing in the chapter which these comments conclude indicated 
that the types of theatre discussed were "bourgeois." Later, in 
speaking of the increasingly repressive control of the Habsburg 
Court over the theatre, she states: "Podmaniczky retained his 
position: neither the ruler nor the palatine had any illusions 
concerning him, since it was widely-known that in 1790 he had 
conferred with the Prussians over the dethronement of the Habs-
burgs." (p. 145) Distrusted as he was, how did Podmaniczky retain 
his position? The reader is left to guess. Similarly, after introducing 
Fedor Grimm as a person who speculated on the possibilities of a 
permanent theatre in Buda, she states, "In the fall of'1835 he retired 
from the theater." (p. 277) What, then, was the point of the 
preceding passage? The reader is constantly confronted with such 
disappointments. Or, a theatrical personality might be described as 



"sweeping the high-hearted citizens of Pest off their feet," even 
though "they did not understand any of his words.... He ranted 
through the presentation, his declamation failed to move his 
audience, and he never learned to recite a poem." (p. 81) Yet, no 
explanation is given for his success in spite of these shortcomings. 

In the reference to Roza Szeppataky in connection with Jozsef 
Katona: "No one could count on the favors of the nineteen-year-old 
Roza Szeppataky (later Madame Dery): the young actress, engrossed 
in her artistic ambitions, did not bestow her favors on anyone in 
particular. Katona, therefore, made a decision." (pp. 259-60) Since 
the decision was to join the theatre only as an amateur actor, the 
passage suggests that Katona might have made the theatre his career 
if Roza had given him her favours. Yet, there is no proof of this, nor 
does anything else in the passage suggest that. What is one to do with 
the remark? 

The translator points out in his preface the difficulty he faced with 
the documentation because one note was used for several passages 
of text. Thomas Szendrey seems to have untangled this problem in 
most instances, although a few cases of misappropriation remain. 
Note 13 in Chapter 2, for example, comes almost four long 
paragraphs after the statement it supports, and the statements on 
Renaissance culture are documented by reference to the language 
of the Chancery. In most cases the documentation is cumbersome as 
generally accepted facts are backed up by numerous references 
while less obvious and accepted facts lack support. Essential infor-
mation that should be in the text, on the other hand, is given in the 
notes. Obviously, these are faults in the structure of the book that 
neither a translator nor an editor should have to solve. 

The bibliography is extensive (159 entries), and like the notes, 
attests to thorough research. Works range from basic reference and 
source books to biographies and works on the economic and social 
conditions of the eras covered, to individual plays and anthologies. 
It can serve as a bibliography for any number of research topics. A 
list of relevant archives and libraries with major collections is 
included; this information would be known to any serious student, 
but might be helpful to the beginner. 

A fairly long index is included, but its usefulness is questionable 
since names are not always given in full, e.g., Adam, 225 or Arpad, 
111 do not mean much. When the full name is given, or the person is 
so well known (Beethoven) that a last name is sufficient, the entry is 
more helpful, but inconsistencies in the form of the name remain. 

While the foregoing has touched on translation to some extent, 
and it is often hard to identify whether a particularly obscure 



passage is so as a result of the original obtuseness or the failure of the 
translation, some specific comments are in order. Admittedly, the 
greatest difficulty was in the original text, yet the translator has too 
often stayed with a literal translation that made little sense in English 
or which was ungrammatical. The manuscript should have been 
revised for proper grammar and rhetoric. Inconsistencies and 
inaccuracies abound here no less than in the text so that the meaning 
of the original is fur ther obscured. (Or did the translator have 
difficulty understanding the author's intentions? In that case, close 
consultation might have been the only solution.) 

Even a literal translation should not keep double negatives such as 
"could not obtain a free hand in only a single country," (p. 195) or 
"no one, nowhere" (p. 297). Verb tenses are also misused as are 
adjectives: "Bayer would not have done so if he were aware," 
(p. 116), or "this children's troupes." Sometimes the translation is 
simply inaccurate as when idiomatic expressions are translated word 
for word so that "szeget szeggel" becomes "nail for nail" rather than 
"tit for tat." Other phrases include: "become suspicious" for "fell 
under suspicion," or "reminiscent" for "reminded," "interpreted" 
for "intercepted," "compatible to" for "compatible with" or "com-
parable to" — it is not clear from the context which would be more 
accurate. Adverbials, particularly "however," are misused. Even the 
titles of plays do not escape the problem of re-translation: Grill-
parzer's Ein Bruderzwist in Habsburg is given as Ein Bruderzwist im 
Hause Habsburg, and Korner's Zriny as Zrinyi. 

Inconsistencies, whether the translator's or the author's, leave 
questions in the mind of the reader. "Buda" is cited when the Prague 
"Bouda" is being discussed. In the passage on Maria Batori she is 
suddenly called "Mary." Titles and quotations are likewise some-
times translated and sometimes given in the original. There seems to 
be no method, and the reader is thus forced to guess at the original 
title or the English title in order to identify the work. He is at the very 
least curious about the original language of the letters, plays and 
other quoted material. 

A good editor and a thorough copy editing would have benefited 
the book, though without extensive revision the major organization-
al problems would have remained. It is unfortunate that this 
publisher, who specializes in Hungarian subjects, does not strive for 
quality. While this work is far more useful and potentially far less 
damaging to Hungarian studies than many other publications of this 
and similar publishers, it does fall short of scholarly standards. 

Eniko Molnar Basa 
Washington, D.C. 




