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Abstract
Volker von Alzey is probably based on a real model.
The poet of the Nibelungenlied used the minstrel to pro-1
ject himself into the epic and give his interpretation of

it. In later medieval heroic epics, Volker continued as
self-projection and spokesman for the author. In the early
nineteenth century the N1 became the basis for a German

" national ideology, with its heroes as models for the Ger-

manic virtues of strength, courage, loyalty, chastity, etc.
This ideology, taught in the secondary schools and univer-
sities, formed the basis for the popular reception of the
N1 in dramas, ballads, novels, and retellings in prose and
verse. Volker, Hagen's companion and self-projection of the
author, is the loyal subject, and reflects the attitudes of
the intellectuals to the power structure during the period
1818-1968. ' \

Volker von Alzey est probablement fonde sur un vrai
modéle. Le poete du Nibelungenlied a employe le menestrel
pour se projeter dans l'épopee et pour-en rendre son inter-

prétation. Plus tard dans des epopees héroiques mediévales,
Volker a continue comme projection de soi-méme et porte-pa-
role “pour l'auggﬁr. Dans la premiére partie du dix-neuvieme
siecle le N1 est devenu la base d'une ideologie allemande
nationale, dont les héros étaient des modéles des vertus
allemandes de force, de courage, de loyauté, de chasteté,
etc. Cette idéologie, enseignée aux ecoles secondaires et
aux universités, formait la base pour l'accueil populaire
du N1 dans des ‘drames, des ballades, des romens, et des
récits en prose et en vers. Volker, le compagnon de Hagen
et la projection de soi-méme de 1l'auteur, est le sujet
loyal, et refléte les attitudes des intellectuels aux pou-
voirs établis pendant la période 1818-1968.
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. . Preface

My study of the popular reception of the Nibelungen-
lied (N1) began at MpGill University in the winter semes-
ter 1965/66. In a paper written at the suggestion of Pro-
fessor Wolfgang Hempel, I discussed, on the basis of the
few readily available examples, the way in which authors
of the nineteenth and twentieth centuries presented the
N1l to thsar contemporaries. During the preliminary work,
I discovered many hitherto neglected literary works based
on the N1 which promised to be most interesting to the
study of German intellectual and political history of the
nineteenth and twentieth centuries.

When I expressed the desire to write a dissertation .
on this literature, Professor Hempel agreed to direct my
research. Considering the volume of material, it seemed
advisable to concentrate on one gspect of these works,
leavaing a comprehensive analysis to the future. I decided °
to investigate the treatment of the Volker figure in those
works in which he appears, for the Volker figure in the ‘
N1 embodies loyalty, heroism, and poetry, and it could be
interesting to study the literary and political reactions
of modern writers to’him. The first definitive bibliogf
rapﬁy of the literary adaptations of the Nibelungen saga
formed the basis for this project and appears here as
Part E.

I should like to thank Professor Hempel for his many
valuable suggestions during the course of my work. Mrs.
Mary-Fuller, formerly of the University of Vermont, lirs.
Eleanor Salter, Mrs. Mae Rushing, and lrs. Jean Myers of
Armstrong State College in Savannah, Gedrgia, were of great

. assistance thfough their worﬁ in interlibrary loans. Frau
Doris Thomann and Frau Erna Wolf of the Universitatsbiblio-
thek Wirzburg, P. Marcellinus Grinewald OSB and P. Ulrich
‘ Mdrzhiduser OSB, also of Wirzburg, gave most generously of
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their time and effort in helping me to obtain the major
portion of the works used in this study. Herr Friedrich
Karl Becker, curator of the Alzey museum, Teferred to me
much valuable material on the historical jexistence of Vol-
ker von Alzey. Finally, I should like to. Jexpress my grati-
tude to the Armstrong State College Commission for a grant
which assisted materially in the preparation of this disse
tation. ) !
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"traqsmitting ancient traditions which were essentially true.

A. Introduction-

¢
In his recent study of Volker von Alzey in the N1, W.

J. Grau states that it would be "eine reizvolle Aufgabe, ein-

mal zu untersuchen, wie stark und* in welcher Art dieses Vol-

kerbild in den einzelnen Jahrhunderten vorhanden gewesen ist

"l Such is the pur-

und welchen Wandlungen es unterworfen war.
i% dissertation: to examine the various

pose of the followi
transformations and interpretations of Volker from the N1
to the present day, particularly in the popular N1 reception
of the last 150 years. Thus it will be both historical and
interpretive in scope for a complete interpretation of a
literary figure must take into account the conditions of
its creation by the writer and its reception by contem-
porary readers and/or hearers, some of whom then transmit-
ted the figure to fubture audiences, thus forming the 1lit-
erary tradition. This- is particularly true of a figure in
medieval heroic literature, which is based at least in part
on historical events, and whose very anonymity in respect to
authorship underlines the conviction on the part of the var-
ious poets that they were not creating original stories, but2
Part B deals briefly with the medieval Volker figure,
which provided the material for the modern popularizations.
It first examines the :possibility that the warrior minstrel
entered the Nibelungen tradition based on an actual histor-
ical figure, whose personality made such an impression on
a Rhenish poet, that the latter inserted him into his ver-
sion of the story. This was perfectly consistent with the
medieval view of historical truth for the medieval author
viewed events and persons from the point of view of eternity
so that for himathere was no past or future, but one great
present.3 Thus Volker von Alzey could be seen as living co-
terminously with the heroes of the Nibelungen saga because
by virtue of his inner qualities he belonged with them. We
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shall, therefore, consider the various twelfth-century in-
dividuals who have been posited by historians as the actual
models of the Volker figure. ‘

Of course, Volker von Alzey is a literary figure; if
there was an actual model for the Volker figure, then the
N1 poet transformed this minstrel or stan@g}d—bearer into
Hagen's companion as we know him, just as Goethe transformed
his Strassbourg friend Lerse into the Lerse of Gotz von Ber-

lichingen. Thus we shall see that the N1 Volker already rep-
resents that llterary transformatlon from the given material
to the poet's 1dea which will typify the special treatment
accorded to Volker down through the ages but especially in
the popularizations of the N1 in the nineteenth and twentieth
centuries. The import of this transformation will become
clear only upon examination of the Alzey ministerial and
comparison of him with the literary figure in the N1. \
From the historical Volker we shall move to a consid-
eration. of Volker's role in the Nl. That an understanding of
a relatively minor figure can lead to a fuller appreciation
of the N1 has been demonstrated by previous scholarship. To
be sure, the earlier work, as exemplified.by Karl Lachmann
and Andreas Heusler, was primarily concerned with the pre-
history of the epic,4 in which discussion centered on the
question of Volker's”probable role in these earlier stages:
Heusler believed that he was a minstrel, inserted into the
tradition by another mlnstrel in order to glorify the min-
strel class,5 while Droege saw the Rhenish standard-bearer
as Volker's original role.® Edward Schrider believed in the
existence of a lost epic, in which Volker was both minstrel
and standard-bearer, basing this assumption on the allit-
eration of "venre" and "videlaere," and on the fact that the
Kaiserchronik contains a "Volcwin der venre;"7 I shall come

to Schrider's conclusion, but for different reasons. In re-
cent-years, howevér, the tendency has been to focus atten-
tion on the N1 itself, as one of the major literary works
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of the Middle Ages.S Nelly Diirenmatt points out the court-
ly character of the Nl,guwhile Jochen Splett sees Riideger
von Bechelaren as exemplifying the ideal courtly man, who
experiences the conflict of the N1 from the standpoint of'
Christian legal thinking.lo Gottfried Weber sees Dietrich
von Bern as the key figure to the meaning of the epic,ll
and although his conclusions have been effectively refuted
by Helmut Brackert12 and Hans Kuhn,l5 his brief discussion
of Volker is valuable in that it suggests that an "ideal of
the poet's is also incorporated in the minstrel figure. “
We shall continue with short discussions of Volker in later
medieval poetry, including the Danish hallad and the Hvens
Chronik, and conclude with an attempt to understand Volker

as he was perceived by the Middle Ages.

Part C investigates the treatment of Volker in modern
German literature, i.e. in those literary works which deal
with the Nibelungen saga, in the Scandinavian or in the Ger-
nan form, or in a combination of the two. The criticism of the
nineteenth and early twentieth centuries invarisbly weighed
these works against the medleval N1, and just as invariebly
found them wanting. 15 One need not be surprised at this: the
modern era can no more produce a medieval heroic epic than
the Middle Ages could have produced a Faust or a Zauberberg;
for, as Brackert has pointed out, one cannot ihtérpret the
N1 by reworking it on the basis of modern attitudes, but

must approach it as a work essentlally dlfferent from postme-
dieval experience, yet accessible to our undeﬁstand1ng.l6
The value of the modern Nibelungen works lies kdt in their
esthetic merit, nor in their contribution to 1hterpretat10n
of the N1, but rather as evidence of the populér reception
accorded the N1, from the Wars of Liberation, wPen it first
became widely studied, to the present day. This\was first
realized by Eldo Frederick Bunge, who in 1940 treated es-
pecially the use made of the N1 for propaganda purposes

during the early days of the Third Reich.l7 Thirty years
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later, Helmut Brackert published his brief survey of the
reception of the N1 in the nineteenth and twentieth cen-
turies,'as reflected in the literary édaptations.l8 Here
and in the afterwofqito Volume I of his N1 translation; §
Brackert describes the development of a German ideology which
saw incorporated in the N1 the etermal Germanic qualities of
loyalty, bravery, strength, and that patriotism which rejects
the foreign as intrinsically inferior, and which used the N1
as a focal point in developing a national awareness”in the
German-speaking people. The history of the receftion of the
Nl in Germany reflects, according to Brackert, the evolution
of the "German ideology" from national awareness before 1848,
to nationalism, then to imperialism, and finally to the fas-
cist racism of the Third Reich.l? '

The mode of interpretation which formed the basis for
this evolution remained essentially the same: Siegfried,q
Hagen, and Kriemhild incorporated the archetypal Germani¢
qualities; the hoard stood for German unity and greatness;
finally, the entire N1 wasainterpreted as a testimonial to
the ancient Germans' unquestioning and unconditional loyal-
_ty /o their ruler.zo Volker von Alzey, too, has his partic-
ular role in this popular 1nterpretat10n of the N1, a role
which is prefigured in the medieval eplc? where as self-pro-
jection of the N1 poet, the Burgundien minstrel figure ex-
presses certain attitudes of the writer.

The development of a German ideology based on a sim-
plification and popularization of the N1 took place in
five phases.22 In the first phase which ended in 1848, the
epié was .seen as evidence of the bygone great%gss and unity
of .the Germansnation, and served to stimulate enthusiasm for
the efforts of those llberal progressives who wished to
achieve national unlty After the failure of these efforts in
1848-1849, the epic remained a symbol of what Germany could .
become, of the national mission of the Germhns. This tone,
which soon after 1862 became an expression oI the hope and

0(
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confidence whig? the natjonal liberals placed in Bismarck,
and Volker's role within it, dominated the N1 reception
until. 1888, when Wilhelh II became Kaiser. Then Bismarck's
star began to wane, :and the first flush of enthusiasm for.
the new Reich gave way to far-flung‘imp4 ialist ambitions.
This third phase, from 1889-1918 sees Volker emerging in

a new role, as his relationship to Hagen and to the action
of the .N1l changed in response to Germany's new role in the
world. When this role collapéeﬂ in 1918, the German nation-
élists sought to compensate for thg national disgrace by
seeking out and cultivating the eternal qualities of the
German soul. Once again the N1'was called into service, -
Finally, in 1933, National Socialism set out to exploit the
national epic in 'developing unquestioning loyalty to its
Fiilhrer, and Volker von Alzey_ did his part aé the most heroic
of the vassals, as the poet of Burgundy, and as Hagen's most
committed follower.

After the catspgtrophe of 1945, which put an end to the
German ideology, the popular interpretation of the N1 took
new directions: while it still saw the Germans as the Nibe-
lungen, 'this.identification was put to new uses based on the
exﬁé;ienceh”of the preceding era. Siegfried could become a
symbol of peace and reconciliation, or else, in an exercise
in national psychoanalysis, the epic was interpreted as par-
_adigmatic for the faults and virtues of the German soul. In,
al% cases, however, the N1 exegesis persisted in its iden-
tification of the Germanic medieval heroes with contemporary
Germans, an identification at best questionable and at worst
tragicallj false.

Extensive preliminary studies of all available Nibe-
lungen works led gradually to the insight into the ideological
pdrpose behind them. The first step was to identify all of
the German "Nibelungendichtungen;" an examination and com-
parison ‘of the earlier bibliographiesea_showed them all to
be incomplete, for each contained items not listed in the
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others. It was, therefore, necessary tol search Kayser's
Biicherlexikon under the key words "Nibelungen," "Siegfried,"

"Kriemhild," "Brunhild," "Ridiger," and "Hagen" year by year
from 1834 %o 1911, and then to do the same with its successors,
the Deutsche Nationalbibliogiaphie, the Deutsches Biicher-
verZeichnis, and the Jahresverzeichnis des deutschen Schrifttums.

Also consulted under the appropriate key words were Korner's
Bibliographisches Handbuch, Kosch's Literaturlexikon, Max

Schgeider's Titelbuch, and Franz Anselm Schmitt's Stoff- und
Motivgeschichte, each of which contained titles to be found .,
nowhere else.

Having compiled a complete bibliography of literary
works in German based on the Nibelungen tradition, it then ‘
became a matter of locating and reading them, together with
the critical work dealing with them, This literature is, for
the most part, extremely rare and difficult to obtain: ex-
tensive correspondence with university and municipal librar-
ies throughout the United States was a necessary and ,
time-consuming aspect of the research which led to this
dissertation. 4

Since over half of the literary adaptations of the Nibe-
lungen tradition, and much of the relevant criticism, are not
available in the United States, it was necessary to attempt
to locafe them in Europe. Lists of these unavailable works
were sent to @hb:%niversity libraries at Wirzburg, Munich,
Gottingen, Heidélberg, and West Berlin; also to the Bayerische
Staatsbibliothek, the Stiftung Preullischer Kulturbesitz, the
Deutsche Staatsbibliothek in East Berlin, the Schweizerische
Landesbibliothek in Bern; and the Osterreichische National-
bibliothek in Vienna. On three trips to Germany, in the '

“summers of 1966, 1970, and 1971, the Universitdtsbibliothek

Wiirzburg most kindly placed its facilities at my disposal, so
that through the "Fernleihe" I was able to obtain all of the
works located by the sbove-mentioned libraries, as well as

many other works from libraries in,the German-speaking countries.



9.’

AN
( Ib)the reading room on the fourth floor of this Renaisé
sance building, with the towers of the Salian cathedral a
short distance away, I, like the youthful Friedrich Panzer,
/read "die unerh$rte Mir bis zum traurigen Ende,"24 not once,
but many dozens of times, while the summer breeze drifted
through the open windows. Some of those works which were
called retellings or "Neugestaltungen" were in fact attempts
at literal translation into modern German; these works were
_not included in the definitive bibliography of Nibelungen
works -in German which .formed the basis for this study.
Others, like the Brunhild dramas of Wachter and Consentius
turned out to be based on the life of the Merovingian Brun-
hild, while the Attila dramas deal with his career before his
contact with the Burgundiang. Still others, .like Hahn's
Kriemhild, are scholarly works on the N1 itself. These all
had to be examined and eliminated from the list of literary
adaptations of the Nibelungen tradition. The retellings on
the other hand, many of which had heretofore been included
in lists of translations, are included in the bibliography,
because they invariably make additions to or deletions from
the work which they purport to retell, and these emendations
reveal the ideological purpose behind the author's work,
while at the same time giving it the character of an inde-
pendent literary creation. °
Of the 183 titles which comprise the bibliography,
thirty-five have not as yet been located. Of the 148 works
which I was able to examine for this study, forty-six do not
contain a Volker figure. The remaining 102 literary adapta-
tions of the Nibelungen saga contain the¢ figure of the
Burgundian standard-bearer and minstrel, or at least some
mentionof him: his role in these works provided the actual
material for this dissertation., Within the six periods, into
which this material, as mentioned above, naturally falls, the
works are discussed by genre: first the dramas of the given
period, together with any short poems which the authors of
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these dramas may have produced. Then the ballads are examined
for their treatment of the Volker figure, and after them the_u
novels, Next I discuss the verse adaptations, that is, longer-
works in verse form which deal with all or part of the Nibe- -
lungen legend and contain a Volker figure. This genre reaches

the height of its development between 1866 and 1882, when

‘ten works were produced in sixteen years. Finally, I shall

examine the Volker figure as it appears in the retellings

of the Nibelungen material in prose form, a genre which
becomes most important in the early twentieth century. Joachim
Fernau's recent best seller is the last work to be treated;

it being the most recent work and also not fitting into any

of the above categories, I shall deal with it under the head-
ing of essay. This grouping of the works within the eras by
genre has several advantages: it enables us to view, for
example, Jordan's Nibelunge as one work, although its two
parts appeared in 1866 and 1874, while noting at the same

time the development of the Volker figure during these years.
Also, and more important, the works within the various genres
exhibit 51mllar1t1es in tone and emphasis which facilitate
comparison w1th each other and ‘aid in developing a synchronic
overview of the period. A summary at the end of each section
recapitulates the treatments of the Volker figure during the
period and examines its possible relevance to the contemporary
situation in Germany.
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B. The Volker figure in the medieval Nibelungen tradition

I. The historical Volker von Alzey

herre, daz ist Volkér

der helt vil vermezzen
was von Alzeye erborn. (K1 1331, 1360-61)

1. Previous attempts at identification

The town of Alzey in Rheinhessen calls itself the
"Volkerstadt" and has traditionaliy had a fiddle as its
coat-of-armg. The new coat-of-arms of the combined Landkreis
Alzey-Worms contains a dragon in the upper half and a golden
fiddle on a red background in the lower half, the latter in
reference to Volker von Alzey, the minnesinger and royal
standard-bearer in the N1.

The fiddle was also the coat-of-arms of a family which
called itself von Alzey and .is verified in various branches
from 1140.26 The oldest example of the fiddle as a
coat-of-arms is‘the seal of the TruchseB von Alzey branch,
“which appears on a document dated 1254; this fiddle escutch-
eon also appears on the gravestone of Jacob Rapa von Alzey,
who died in 1265, on seals of the Winter von Alzey (1285),
Wilche von Alzey (1316), and in compendia of heraldry from
the sixteenth century in various forms for the Rapa, Rode,
Wilche, and Vglker von Alzey.27

TruchseB Heinrich von Alzey, verified from 119

_a ministerial at the court of Count Palatine Konrad von
Hohenstaufen (1156-1195), the half brother of Frederick
Barbarossa. Under Konrad, Alzey had become the principél
residence of the Counts Palatine, and remained so under
Heinrich I (1195-1213) and Heinrich IT (1213-1214).27 The
local ministerial offices became hereditary: thus TruchsefB
Heinrich was succeeded by his son Werner I (1208-1225) who

O,28 was

Kj.i
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was succeeded by his son Werner II (died 1265).30 On a doc-
ument dated 26 November 1220, TruchseB Werner appears as one

of the witnesses, together with his brother, Vignand, as well

as Volkmar and Rudolf von Alzey, and Werner Rapa von Alzey.
This Volkmar von Alzey further appears as a witness on doc-
uments up to 1245.51 Volkmar's son is the Jacob Rapa von
Alzey, whose gravestone shows the fiddle as coat—of—arms.52
On this stone there is a chalice beneath the shield, prob-
ably signifying that he became an ecclesiastic before he
died, after a rather warlike life.’? Volker is a nickname
for Volkmar;"we can therefore say that a Volker, whose son
used the fiddle as his coat-of-arms, witnessed documents in
Alzey from;1220 to 1243, This Volker was probably born in
or before 1205.

To this evidence for the existence of an historical
person named Volker von Alzey must be added the fact that
the name Volker was probably hereditary in a noble family
of Alzey, In a "Weistum,”" which enumerates the traditional
prefogaﬁives, rights, and duties of the Count Palatine's
repre%Fntative, when he sat as judge in Alzey, a "Hof der
Volcherin" is mentioned as one of the houses where the
Count Palatine's representative ("faut," i.e., "Vogt") may

require lodging.34

The "Weistilimer" recorded legal precedents
and customs which had acquired the force of law, and were
usually written during times of political and social up-
heaval, when it was deemed necessary to set down the unwrit-
ten laws of a community.35 In Alzey, Jjust such a period be-
gan in 1195, when the Count Palatine Konrad von Hohenstaufen
died, and his brother-in-law Heinrich, son of Henry the Lion,
succeeded him. This period ended in 1305, when Count Palatine
Rudolf (1294-1314) was able to acquire the castle in Alzey
from Metz Truchsel von Alzey and his brother XKonrad, thus
breaking the power of the rebellious Alzey ministerials, who
were well on the way to establishing their territorial in-

dependence of the Count Palatine.56 The "Weistum" was,
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therefore, probably written sometime between 1195 and 1305.

It is, however, possible to date the "Weistum" even,

moré precisely. When.Heinrich[I became Count Palatine in

| 1195, Henry VI, his wife's cousin, was firmly established

J as King of Germany and Emperor of the Holy Roman Empire.

| This situation changed a few years later, however, when,
aftér King Henry'sd , Otto IV, the brother of Couﬁt
Palatine Heinrich, and King %Fnry's brother, Philipp of
Swabia, both declared that they had been duly elected and
began to struggle over the throne of Germany. This struggle
did not end with Philipp's death in 1208, since his nephew, 4
Frederick II, took up the Hohenstaufen cause. In 1211,
Heinrich I abdicated in favor of his son, Heinrich II, in

./order to join his brother Otto. Soon after’ the battle of
Bouvines (1214), which decided the great struggle in favor
of the Hohenstaufen, Heinrich II died, and the Emperor
Frederick II appointed a total stranger to the area, Hein-
rich von Wittelsbach, called the Kelheimer, as Count Pala-
tine. In 1229, Heinrich turned the Palatinate over to his
son Otto, who four years earlier had married Agnes, the
sister of Heinrich II, thus obtaining Alzey as an allodium.
It seems likely that the local nobles deemed it necessary
during this period of rapid change of rulers to set down

37

legal procedures which had heretofore been well-known. Ve
may, therefore, assert with some assurance that there lived
in Alzey, ca 1195-1229, a family in which the name Volker
was hereditary, and which owned a house where the Count
Palatine's representative might reside when in Alzey on of-
ficial business. Volkmar von Alzey was probably a member of
this family.
In 1829 Wilhelm Grimm already considered the possibil-
+ ity that the Volker figuie in the N1 was inspired by the
-fiddle on the coat-of-arms of the Alzey seneschals,58 and
" the fact that the Alzeyer were popularly known as "die
. Fiedler." In support of this latter, Grimm cites Storck's

N
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Darstellunéen aus dem Rhein- und Mosellande, 1818, a work

which I haﬁe been unable to locate or verify. It is there-
‘fore imposjible on the basis of these data to state when ‘this
epithet originated, whether before or after Volker von Alzey's
entrance into German literature. Karl Mﬁlleﬁhoff, writing in
1865, goes beyond Grimm and asserts that the Volker figure

was indeed inspired by the fiddle escutcheon, but that Volker
von Alzey was 1invented by Rhenish minstrels before the N1

39

was written dowvn in its present form. This version was ac-
cepted by Eigner, who added that Volker was invented as a
vassal worthy of the musical role which had been Gunnar's

in the gggg.qo Edward Schrdder, on the other hand, believes
that, far from being a creation of Rhenish minstrels, Volker
is actually a figure out of older heroic poe’cr‘y.l‘Ll He bases
this assertion on the alliteration of Volker's two roles,
"venre" and "videlaare,“/énd on the fact that a "Volcwin der

venre" appears in the Kaiserchronik..There is, however, no

evidence for the existence of an alliterative Volker saga,
although, as we shall see, there is reason to believe that
Volker was both minstrel and standard-bearer in pre-N1 tra-
dition. We also agree that there must be a connection be-
tween the Alzey ministerials, their fiddle escutcheon, and
the Volker von Alzey of the N1.

Julius Reinhard Dieterich was the first to sugges?t
that the Volker figure might have been inspired by an his-
torical Volker von Alzey, an acquaintance of Abbot Sigehard
of Lorsch (1168-1198) whom Dieterich postulated as the au-
thor of the Rhenish Nl.42 Later he identified a Volker von
“"Dune, ministerial to the Sponheimer and the Wildgrafen, as
this model for the N1 Volkér, basing his assertion on the
assumption that Volker von Dune belonged to the family which
later called itself Diinne von Leiningen, used the fiddle as
its coat-of-arms, and originated in Alzey, where, in 12798,
Count Friedrich von Dune was burgrave for the Count Palatine.
This Volker, who engaged in litigation with Ravengirsburg
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monastery ca 1195, belongs, however, to the von Dsun family
which lived on the Nahe and in the Hunsriick and was relsted
to the Wildberg-Starkenburgs as Dieterich himself points
out.45 The latter, however, has as its coat-of-arms a golden
ben& on a black field and is not connected with the Alzeyer -
or the Diinne von Leiningen.44 One must.search further for
the historical Volker. '

Most recently, Hans Jacobi has proposed that Volker

»

von Alzey was a Burgundian who became commandant of the fort,
in Alzey when the Romansevacuated the area in 406. 45 Jacobi ﬁk
bases his arguments on the work of local archaeologists ]
who believed that the fort was in use until the middle of
the fifth century.46 A more recent study, however, points
out thet the actual material found in the excavations does
not justify such a conclusion47 although the author is will-
ing to concede that the Volker figure may have been inspired)
by a vassal of King Gundicharius,*® a theory which, with
Richard Wilhelm, we must reject on the basis of lacking con-
crete evidence.49 As Wilhelm points out, we cannot ignore
the "riesige Liicke, die zwischen dem 5. und dem 12. Jahr-
hundert klafft," and before the twelfth century there is
no mention of Hagen's companion, of a standard-bearer, or
of a minstrel figure in the Nibelungen tradition. In addi-’
tion, Volker is a specifically medieval figure, there is
nothing of the Germanic hero aboutfhim; even his "wlieten'
(11 1967,4)°° is completely in keelping with the character
of a medieval warrior.

Wilhelm himself sees Volker von Alzey as a creation of
the N1 poet who found the figure of Volker in "einer reichen
treuung von Nibelungensagen" which existed in medieval Ger- |
many, and some of which found their way to Norway by way of
Minster and Bremen. 21 This Volker was neither a minstrel.nor
a standard-bearer, but simply Hagen's partner. The courtl&“
minstrel of the N1 was inspired by Daurel, while his loca- ‘
tion in Alzey was a tribute to Alzey's position as residence S

| \
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ministerials, especially Eberhard von Lautern, who in 1207 {
and 1208, together with Wolfger von Erla, Patriarch von

Aquileja, conducted negotietions between Innocent III and

the German princes, which concluded favorably for Philipp -~
of Swabia. It is indeed tempting to see this copnection with

Alzey emanating from the circle around the former Bishop of ~

'Passau, whom most scholars regard as the patron of the N1

poet, yet in doing so we place ourselves in a dilemma. IT
the N1 poet béldngéd to Wolfger's circle but wrote the N1
and located Volker in Alzey afterEWOlfger became Patriarch
of Aquilejé, then the N1 cannot have been‘written in Passau
ca 1204, as is commonlyx believed. Wilhelm himself thinks
that the N1 poet got his impression of Alzey5§r8m an "ob-
5"

contradicts the impression which the poet gives of being in-

jektiven Bericht oder unbestimmten Geriich which also
timately acquainted with the area around Worms.53 Finally,
Wilhelm's thesis contradicts one of the few points of gen-
eral agreement among Nl scholars: that the author of the
Klage (B1) located Volker in Alzey, whence this information
passed to the *C version and eventually into the existing
mss of the *B version or vulgate as stanza 9.54 We would be
left, therefore, with the Volkmar von Alzey 1220-1243%, about
whom we know nothing except his name, were it not for the

Volkmar discovered in 1955 by Karl Hermann Nay.55

»>

2. A possible solution to the Volker problem

In 1106, Count Werner von Groningen was sent by Henry V
to Hammerstein castle, where he was to receive the royal in-
signia from the castellan, Count Werner was, like his father
before him, imperial standard-bearer, and it was probably
in this capacity that the new Emperor entrusted him with
this mission.’A man named Volkmar accompanied hin, and this
Volkmar was clearly in sympathy with the emperors in their

rivalry with the Church, for the partisan Hildesheim Arnals
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refer to him as an "archrascal and accomplice in all the
crimes of Henry IV."56 Volkmar is probably, at least for
this mission, adjutant standard-bearer to Werner von
Grdningen.

Volkmar is often verified as imperial seneschal: 1104
in Regensburg, 1105 in Cologne, and further until 1141 in.
Cologne. In addition, he is mentioned in the death registry
of the Speyer cathedral to which he donated ten marks for
the repose of the souls of his parents Eppo and Richenza.
Eppo is short for Eberﬁard, a name which also occurs in the
von Alzey family. Since Volkmar's parents were buried in
the Speyer cathedral, we can deduce that his home was in
the middle Rhine area.”’ 3

Even though Volkmar's office of adjutant standard-bvear-
er can only be inferred from the fact that he accompanied
the imperial standard-bearer on an important mission, never-
theless we do know that Werner von Bolanden was adjutant
standard-bearer ca 1194-1198 and that his grandson and
great-grandson were imperial seneschals.58 It is, tﬁege—
fore, possible that the Bolander were both seneschals and
standard-bearers, a combination of offices which we have
postulated for Volkmar. Granting two offices and their
fiefs to one person would make the dangerous office of stan-
dard-bearer more attractive and seems to have been common:
the Counts of Laurenburg-Nassau were standard-bearers and
cupbearers to the Archbishops of Cologne.59 '

This Volkmar, who on at least one occasion acted as
adjutant standard-bearer, .is nowhere called von Alzey. Never-
theless, Braune's assertion, that the author of the XK1 first
located Volker in Alzey, implies that the Volker figure in |
literature is older than this location. We:shall now, there-
fore, attempt to establish the date of the K1 as well as the
time of Volker's entrance into the Nibelungen tradition, as
these dates may shed some light on the real model for the ‘
Burgundian minstrel and standard-bearer.
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The a&thor of the K1 is believed to be an ecclesiastic
of Bavarian-Austrian origin.6o It is most probable that he
spent some time in the Rhineland before or during his work
on the K1, as evidenced by his intimate knowledge of the
region (Lorsch, etc.). The same is true of the author of
*C: as Panzef?}

where he saw the great stone coffins; he must also have been

points out, he too must have been in Lorsch

familiar with a Nibelungen tradition beyond the *B version,
as he knew that Siegfried was killed near the village of
Ctenheim on the edge of the Odenwald.

The dating of the K1, as well as of the *B and *C ver-
sions is, however, still a matter of controversy. Friedrich
Wilhelm®?
the Kelheimer, Count Palatine since 1214, would have become

claims that a Bavarian in the service of Ludwig

acquainted with Alzey and Lorsch and inserted them into the
K1, and then into the *C version, which according to Wilhelm,
was written by the author of the K1l. The Wibtelsbacher, how-
ever, moved6§he court of the Counts Palatine from Alzey to

nity for someone in their service to become acquainted with

Heidelberg, so that there would have been less opportu-
the Worms area.

Panzer on the other hand dates the K1 shortly after
the completion of. the *B version, and the *C version short-
ly after the K1, both around the year 1205. He gives con-
vincing evidence for this and agrees substantlally with
Braune as well. From 1195 to 1211, as we have seen, Count
Palatine Heinrich I, son of Henry the Lion, resided in Alzey:
one could expect to find a Bavarian ecclesiastic in his ser-
vice, and this cleric could have become familiar with local
personalities and traditions. We may see in him the author
of the K1, which influenced variant *C and its K1; it was
undoubtedly he who identified the Volker of the "alten
maeren" with Alzey. The questions we must answer now are:
did he make this identification in‘honor of Alzey as res-
idence of the Count Palatine? Or did he wish to honor the

o
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Alzey ministerials? And did the Alzey ministerials, flat-

o tered at this identification, adopt the fiddle as their es-

cutcheon? And finally, did branches of the von Alzey family
adoot the name Volker because of the Burgundian minstrel?
The N1 poet speaks of "alten maeren" full of admirable
heroes, great sorrow, etc. There was a tradition, known to
» the author, which he is retelling in his own style, accord-
ing to the custom of the Middle Ages.64 Andreas Heusler in
his reconstruction of the earlier tradition claims that
\ there was an "Altere not," written ca 1160, which contained
| what we now call the second part (N1 II),®? and in this
Eopinion, Hermann Schneider66 and Helmut de Boor6'7 concur.
ZThey see the Thidrekssaga (Ths), which was written ca 1260
%n Bergen, Norway, as a fairly accurate reflection of this

?éltere not," and base their opinions on convincing inter-
ﬁal evidence. Heusler and Schnéider also see the Darish
ballad Grimilds Haevn (GrH), which we have in three ver+
slons as derlved from the "dltere Hot n68 It is certain
that both ¢of these works used German rather than Norse
sources, Kriemhild avenges Siegfried's death by having her

brothers killed, whereas in the Norse version sh‘\avenges

‘her brothers by killing'Atli, and the reasons which Heusler
gave ‘for- con81dqmmng~§he‘Ths and the ballad as derived from
a prele version of the tfad1€f3ﬁ have never been success-
fully Tefuted. We can therefore regard the Volker figure as
he appmars in. these works as being older than the N1 Volker.

Recently, scholars have begun to assert that Heusler's
"pedigree" of the N1 was too simple, that in reality there
were more predecessors to the N1 than he s{lpposed.e'9 Hein-

" rich Hempel70 and Gerhart Lohse’l see the first part (N1 I)
and N1 II as having been combined already in the "dltere not"
and even before: in a Rhenish version of the Nibelungen leg-
end vhich Lohse dates, on solid historical grounds, at 1130.
On the basis of Panzer's interpretation of the Bechlaren
episode as having bten inspired by events of 1189, Lohse‘
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dates the "iltere Not" at 1190, roughly ten yeaﬁﬁ'befére
the W1.. - :

Volker most likely entered- the Nibelungen tradition be=
fore 1120 in the Rhenish version; in this version he was prob-
ably present in N1 I and IIl In the war with the Saxons and
Danes he was the standard-bearer: this must have been so;
otherwise the N1 poet would have used his own?favorite
creation, Danltwart, for this role.72 He was Hagen's com-
panion,73 but in a subordinate relationship, as the Ths
shows, and was a member of the lower nobility, for the N1
must carefully distinguish him from the plebeian "Spiel-
leute" or wandering minstrels, acrobats, jugglers, etc. GrH.

relates furthermore that Volker's escutcheon was a fiddle,7#

indicating his musiczl ability. ‘
In his discussion of the Faeroese Nibelungen ballads,
Gustav Neckel stétes his belief that they are based on ‘
Danish and Norwegian versions of end-rhyming German ballads
which had evolved out of alliterative heroic songs before
the end of the first millenium’’ and which found their way
to the North during the twelfth century.76 Dietrich Kralik
also saw GrH as\based on pre-Nl1 tradition, a "Rachelied"
written ca 1131,77 which together with a "Notdichtung"

ca 1160 and a parodistic "burgundische Komgdie" formed the

base%,for the N1 and Ths. The Rosengarten is based more

on tﬁé comic epic while the N1 and Ths, which were written
indeﬂendently of each other, were based more on the "Not-
dichtung."78 According to this thesis, therefore, the val-
iant minstrel Volker with the fiddle as his coat-of-arms
entéred the tradition’in the "Rachelied," whence he became
part of the GrH, of the comic epic, and of the Rosengarten.

Thus ve see the standard-bearer, the minstrel, and the fid-
dle escutcheon all postulated for the first half of the
twelfth century, during which time Volkmar was seneschal
and adjutant standard-bearer.

The Volker figure of the Rhenish N1 was most probably



. Rhenish N1. Heinrich Hempel states: "Diese {iberraschende

S

inspired by this Volkmar. Given his name and the name of his
father, Eberhard, it is not impossible that his home was in

Alzey, an imperial fief and stronghold of the Salian emper- ‘

ors.79 An Alzeyer would have been as loyal a @artisan of

Henry IV as the Hildesheim Annals suggest. Given the tenacity

with which certain families retained characteristic Chris-
tian names from generation to generation, it is most unlike-
ly that the Volkmar von Alzey whom we see verified 1220-1243".
received his name from the Nl1; more likely the name was tra- -
ditional, an assumption supported by the existence in Alzey
of the "Volcherin" estate.

In addition to Volkmar there is one other historlcal
persondge whom we must consider. I% 1910 the historian
Harry Bresslau published the text of a document dating from
1130/31, wherein a "Folkir ioculator" is described as hold-
ing a piece of land owned by Oldenburg monastery in West
Flanders, and for which he paid six denars a year to Count
Dietrich of Flanders. In bthis document, Dietrich relinquishes
th s sumg togeth r with many 51m11ar rents, to Oldenburg
monastery "pausa salutis anime nee, w80

Viest Flanders was“one of the chlef centers of chlvéi—
ric knighthood during this perlod, holding a piece of land.
meant receiving the income from it, while the holder could

be an aristocrat: finelly, "ioculator" meant entertainer81

and was used to indicate a "Liedersinger,"82 of the type
which bang the "Rachelied," for example. This "Folkir
ioculator" could, therefore, have taken his _ name from, or

provided the inspiration for, the minstrel Volker of the

Bencanung von der des Spielmanns Folker in der Nibelungen-

dichtung unabhingig denken zu wollen hieRe doch aller Wahr-

scheinlichkeit ins Gesicht schlagen. n83 J
- S0 be it: let us assume’ that by the tlme of this doc- i

ument the N1 wag_known in Flanders. There is also mentioned

a "Rumold filius Siberti" in the same document, as well as

/

/
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a "Sigerd filius Walkirs." This evidence, together with
Saxo,Grammaticus' report that in 1131 a Saxon singer in
Denmark sang of "notissimam Grimildae erga fratres per-

fidiam,"8%

shows how widely known the German version of the .
NI° was at this time. It is most unlikely that "Folkir iocu-
lator" dinspired the N1 Volker figure, for to do sso he would
have had to travel to the middle Rhine avrea, where his lan-
guage would not have been understood. Also, a Flemish min- .
strel would not have prompted a family of Alzey ministerials
to adopt his instrument as their coat-of-arms. y

The fashion of painting an emblem onto one's shield
came into use in Germany ca 1130, for the purpose of making
the knight in armor recognizable to friend and foe.85
Bligger von Steinach adopted the golden harp as an allusion
to his poetry, and his family retained it in various colors
and with various attributes to designate the different

branches.86

The same is probably true of the Alzeyer: they
retained the golden fiddle which had been adopted by an an-
cestor whose musical ability was well-known to those who
needed to recognize him by his escutcheon. This ancestor
may well have been the seneschal and adjutant standard-bearer
Volkmar, whose descendants, living in Alzey and bearing his
name, explained the significance of their coat-of-arms to
the author of the K1, who reinstated Volker in his ancestral
home., o

In his portrayal of Volker von Alzey, the poet was,no
doubt also influenced by the personalities of the Alzeyer
minigsterials themselves, and by what he knew of the typical
standard-bearer in the armies of his day. During the reign
of Henry V (1106-1125), in whose service Volkmar acted as
adjutant standard-bearer, the inportance of the ministerials
in general increased, as the more prominent nobles gradually
ceased to support the central authority. The ministerials
sprang into the breach, pro§ing themselves to be reliable

administrators of the crown territories.87 Originally an
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unfree favored clas’s of serfs,88 these domestic servants
whom their lords had trained for personal military service,89
first assumed significance during the time of Conrad II
(1024-10%9), when they began to be entrusted with military

or administrative offices.go Gradually they took 6Ver the
acttial duties of-the crown vassals and court officials,

whose subordinastes they had been, 91 and the ggr s which had

t

to genuine feudal holdlngs.95 So it happened that a class of

orlglnally been given them for their suppor eveloped in-
men, whose value to their lords had lain in theinl unfree de-
pendent condition, had become by the twelfth centulry power-
ful vassals, building castles of their own and developing
their originally subservient functions into hereditary of-
fices.94 One such ministerial was Werner von Bolanden, of
the area near Alzey, who is said to have owned seventeen D
castles and claimed the homage of 1,100 knights;95 another
was the aforementioned Eberhard von Lautern, whom Barbarossa
called from Alzey, where he had been serving the Count Pala-
tine, to become imperial governor in Tuscany,96
Comnected with the military role of. the ministerials

was the function of burgrave or castle guard, whose task it

was to lead attacks on a besieging army when the occasion

arose.gy Near the end of the eleventh century Henry IV was
building stone castles in Saxony and Thuringia, the defense
of which was entrusted to ministerials from Bavaria and
Swabia, who were disliked by the Saxons on account of their -
turbulent ond arrogant conduct. Besides the royal castles, p
those of lay and ecclesiasticallords were also manned by
ministerials. 28

Our Volkmar was undoubtedly one of the ministerials de-
scribed above: the haughtiness so often found in the self-made
man, together with the loyalty of the ministerial to the cen-
tral power, the source of his position, could explain the
uncomplimentary reference to him in the Hildesheim Annals.

This brawling conduct we also see in the Alzey ministerials:



the same Wormser Chronik which describes the character of

Jacob Rapa says that in Alzey "alle Landstreifer und bdse
Buben ihre Aufenthaltung drinne hatten."99 It is easy to
understand the resentment which the older nobility felt to-
wards these\parvenus, who for their part would naturally be
eager to claim that they were also freeborn knights, and we
shall see below that in analyzing the character of the min-
isterials and their relationship to the central aufhority

as well as to the older ariétrocracy, we have taken the first
step in the interpretation of Volker von Alzey as he appears
in the vulgate N1, variant *C, and the KI.

There remains the historical standard-bearer to con-
sider: he was probably a young man, for even today the en-
sign is the lowest rank of a military officer. The stan-
dard-bearer's place was always beside the king, for the .
banner symbolized the king's power over life and death, and
during a battle this flag provided a rallying point for the
rest of the soldiers.100 The position of standard-bearer
required unusual bravery and prowess at arms, as well as loy-
alty to the lord, for one of the principal objectives in medi-
eval warfare was to kill the king and/or the standard-bearer:
at the battle of Legnano, Barbarossa's standard-bearer fell
Just before Frederick himself had his horse slain under him,
causing his men to believe that he had been slain, a rumor
which led to the ensuing rout‘éf the imperial army.lo1 Like-
wise, in the battle of Florchheim (27 January 1080) between
Henry IV and the counterking Rudolf of Swabia, one of the
King's subordinates, Duke Wratii}av of Bohemia, struck down
Rudolf's standard-bearer, causing the rebels to take flight.
Associated with the position of standard-bearer was that of

"Vorstreiter" or leader in battle,lo3

which likewise required
the headlong valor usually associated with youth.

In our consideration of possible historical models for
the Volker figure, we have concentrated on the ministerial

and standard-bearer, and have come to the conclusion that

102
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the 6rigina1 Volker of before 1130 was probably inspired by
the seneschal and adjutant standard-bea% the Rhenish
Volkmar, who entered the tradition as s ard-bearer and
Hagen's companion with musical ability. Only Hagen'é com-
panion was taken over by the Ths, the nobleman with musical
accomplishments however survived in the GrH. The Ths, being
of Saxon origin, omitted the Saxon war and made Gunther
standard-bearer where one was needed; however this role must
have originally belonged to Volker, otherﬁise the N1 poet
would have given it to Dankwart, as we have seen. The N1l
poet of ca 1205, being aware of the entire tradition, took
over all of Volker's attributes, while the Kl poet lochted
him in Alzey, incorporating into his depiction the person-
alities of the Alzeyer as he knew them. This 1oqation was
then taken over by the poet of the *C version, and the fact
that "von Alzeye" found its way into ms B as well indicates
that even in the vulgate Volker is most likely a composite
of these two Volker figures, one from before 1130, the other
living in Alzey ca 1205, possibly being a descendant of the °
first.

Volker is known today, however, as the minstrel: Alzey's
coat-of-arms recalls this Volker and not a ministerial to
Henry V or to tﬁh Count Palatine. Herein lies the genius
of the N1 poet: HENQransformed the living model, the his- .
torical Volker, into-é\figure which suited his own purpose,
giving us in the unforgettable Bechlaren and night watch
scenes a minnesinger who was also a valiant fighter, and
in the fighting scenes a ministerial who can hold his head
as high as the old nobility./Having examined the probable
historical basis of the Voliqr figure, we shall now turn
to a study of the Burgundian minstrel in German literature.

1 \
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. II. Volker von Alzey in the Nibelungenlied

i. In the wvulgate

-

a. The Burgundian standard-bedrer

ouch so0l da mit riten ‘Volkér der kiiene man.
der sol den vanen fiieren; baz ichs nieman engan. (162,3-4)

er bant ouch z'einem schafte ein zeichen, daz was, rot.
sit kom er mit den kiilegen in eine groezliche ndt. 95, 3-4)

After stanza 9, in which Volker is enumerated among the
Burgundian heroes, he is introduced in stanza 162 as the
standard-bearer in the Saxon campaign, selected by Siegfried
himself, who knows no one to whom he would rather entrust this
assignment. Volker rides at the head of the company (196,3),
and fights valiantly together with Hagen and Ortwin (201,1);
with Hagen, Gernot, and Dankwart (211,1-2) he springs to
Siegfried's aid when the latter is surrounded by hostile
soldiers, and we must agree with Lachmann that 23%5,2 should
read "Volker" rather than "Rimolt," for the seneschal is
nowhere else mentioned as taking part in the campaign, ard
it is unlikely that in his report to Kriemhild the messenger

. would forget Volker, as he seems to here.lo4 There is no
further mention of Volker in N1 I, for the poet probably
thought of Volker as a vassal not living at court, but on
the estate given to him in return for his military service,
after the feudal custom. Thus he takes no part in the trip
to Isenlant, nor in the plot to kill Siegfried, for he seems
to come to Worms only when his assistance in a military
undertaking is needed.

This is the case when the Burgundians travel to Gran;.
in fact, Volker's very presence seems to underline the idea

‘ that this is not a carefree journey to a dear relative. Here,
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too, Volker is the standard-bearer, and carries the red
flag bound to a lance, symbol of the presence of King
Gunther in foreign territory, and of the King's power over
life and death.'©? Volker also has charge of the retinue,
that is of the 9,000 men who accompanied the 1;060 Burgun-
dian knights; he is only given this dual responsibility,
however, after the crossing of the Danube, when Hagen requires
Dankwart, the marshal of the realm, to assist him against
Gelpfrat. This indicates that Volker is used for various
.subordinate offices: Hagen had originally led the troop (1524),
and Dankwart was the marshal; now, when both are needed for
a reinforced rear guard, Volker takes over their positions.
Later we see Volker aggin subordinate to Dankwart, who tells
him that he and the retinue must ride on until daybreak (1622).
There is no more mention of Volker as standard-bearer; from
now on we see him in the related role of leader ip battle.
This was originally the function of the E}ﬁg? now one

of his selected vassals has taken it over, and with it the
ringing words of defiance once spoken by Gunther in response
to Dietrich's yarning:106

Ez ist et uderwendet

\

daz wir vernomen hén.

wir suln ze hove riten und suln lazen sehen

waz uns vil snellen degenen miige zen Hiunen geschehen.(1731)
Actually, this statement is a reaction to a speech which
Volker could not lgéically have heard: Dietrich has taken
the three Kings aside to warn them- that Kriemhild is still
sorrowing over Siegfried. Volker's answer shows the author
of the N1 amplifying Volker's role at the expense of Gunther
and as we shall see, of Hagen who, as Stout points out, is
even in the vulgate becoming the villain we see in the Kl.lo'7

Likewise, after the arrival in Gran and Hagen's first

clash with Kriemhild, he selects Volker to stand by him in
the coming struggle. When Kriemhild sees. the two together
(1767-68), she warns her men that Volker is more dangerous

hd —_
I
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Hagen, so that sixty Huns would be too few in & battle

. After this decisive confrontation between the two ™
¢nemies, Volker points out to Hagen the value of friends
sticking togethe d then goes to warn the Kings. At this
point, Volker seems to\ take over the leading role, for Hagen
says to him: "Nu wil ich ¥y volgen" (1802,1) and Volker can -
even say to the Kings: "wie nge welt i# stén / . . . ir sult

ze -hove gén" (1803,1-2) not exad{ly the way one speaks to
one's lords. \ \

It seems likely that the mockgry whjch Volker employs
toward the Huns is an aspect of his role as leader in
battle, for this provocation, or "gelf" as it 1se called in
the N1, is used to challenge one's'opponent and is a stock
afpect of heroic poetry (430 and note). Volker uses this
"psychological warfare" device in various weys: first when
he. holds his sword close to him while sitting on the bégch
beside Hagen; he does not do this out of disrespect but y
to show the Huns that he is prepared to defend himself and
is not afraid. He goes further after the banquet on the first
evening when he rebukes the Huns, who are milling around and
threatenifrig the Burgundians: they had best get out of the
way.of the "recken," for they may be called "degene," yet
they do not have the same courage as the Burgundians.

Hagen then ‘adds that if the Huns are wise, they will call

it a day and go to bed (1820-23). Whether Volker is accusing

the Huns of treachery, as de Boor believes, or of cowardice,

the Huns do not react to Volker's insult, for the Burgundians
go peacefully to their quarters, while Hagen apd Volker keep

watcﬁ. ’

, The night watch is Volker's great scene: here and in
the Dattle in the banquet hall, the N1 poet outdoes himself
in portraying the heroic minstrel at his finest. But here
too we recognize the standard-bearer, the fighter accustomed
to being in the thick of battle and tb leading others, for
it is Volker who first sees the approaching Huns (1838) and
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who is first recognized by them ( ;hwhile Hagen is to
the Huns an afterthought: "bil im sgEbouch Hagene" (1841,4).

Accustomed to plunging into battle, Volker's first reaction
is to attack the Huns, but Hagen restrains him, pointing out
that this would expose their lords to danger, so Volker must
content himself with insulting his enemies again: "pfil, ir
zagen boese" (%847,2), calling them thieves and murderers
(1846,2-1847,4) so loudly that Kriemhild can hear him and
take the insult as partly meant for herself (1848,1-2).

On the following day, Volker and Hagen try once again
to provoke the Huns into revealing their intentions, first
by disrupting Kriemhild's retinue in front of the minster
(1859-66), a neat counterpiece to the Senna in N1 I, and
then by Volker's killing /the margrave during the tournamenrt.
The gtrate ehi se actions appears to be an effort
to
fording Kriemhild's hand, to enlist Etzel's assistance with-
out appearing to do so, for to ask for help would seem
cowardly. Nothing comes of these efforts, however, and only

ivert the Huns from the Burgundian Kings and even, by

after hostilities have broken loose in the hall, can Volker
spring into the fray, but now it is too late. He fights like
a wild boar, Etzel lamenfs, and Hagen praises his prowess,
yet Volker knows that the end is near, for Etzel, having lost
his son, will never rest until all of the Burgundians are
annihilated.

The first battle is over, the dead and dying Huns have
been thrown from the great hall to the ground, and Volker
once again accuses the Huns of cowardice, for they stand
about weeping like women instead of helping the wounded.
Then when one of them tries to help a wounded relative,
Volker kills him with a spear (2016). This is the first and
only base actioh by our courtly minstrel; we are reminded
of how Hugen tricked Siegfried and killed him with the same
weapon. The Huns now begin to curse Volker, who throws
another spear as far as he can, and thus drives the Huns

-
-

-
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out of his raenge. Volker can still mock them, however, for
as Kriemhild offers a shield full of gold in return for
Hagen's head, Volker ridicules the cowardice of warriors,
who eat their lord's bread, but refuse to help him in his
need (2026-27).

Upon hearing this, Iring the Dane comes to do battle;
again Volker can mock Etzel's forces, as a thousand knights
join Iring, who had come to fight Hagen in single combat.
After Hagen has killed Iring and his lord Hawart, while
Volkér has disposed of Irnfried of Thuringia (2071), all of
the Danes and Thuringians attack the Burgundians. Volker
shows his skill as a strategist by luring them into the
hall, where they suffer the same fate as the Huns had ear-
lier in the day. After this battle, as night begins to fall,
Volker once again looks for more opponents (2079), and,
since no one is in sight, he and Hagen begin the second
night watch (2081).

After the fire in the hall, which 600 Burgundians have
survived (2124), Volker, again the strategist, advises the
Burgundians not to show themselves, so that the Huns, be-
lieving them all dead, may be lured once more into the hall.
The ruse does not work, and only after being offered Kriem-
hild's gold and Volker's taunts: "ine gesach uf vehten nie
helde gerner komen, / die daz golﬁ des kiineges uns ze vare
hé&nt genomen" (2131,3-4), do 1,000 warriors attack the Bur-
gundians, suffering the same fate as their predecessors.
Volker is still in the forefront when Riideger arrives with
his men, but unlike the inexperienced Giselher, Volker
recognizes their hostile intentions and realizes that the
one-time ally has become their enemy.

Finally, when Hildebrand comes to ask for Rideger's
body, Volker once more seizes the initiative. As we have
come to expect, he is the first to see Dietrich's men and to
notice that they asre armed. When Wolfhart shows impatience
at Gunther's apparent reluctance to hand over the body,
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Volker answers simply: "niemen in iu git" (2266,1), and

suggests that they come in and fetch him. In the ernsuing

"gelf,"” which injects some comedy just before the final

catastrophe, Hildebrand tries vainly to calm both sides

down, while Hagen seems to encourage his comrade in-arms

(2268). The fighting beélns Volker Kills Slegestab a

member of the royal family, and is killed by Hildebrand.

in fevenge, Hagen inflicts on Hildebrand a wound from which

he is still suffering in the K1 (2091-2125), (3882-85).108
Thus far, we have examined Volker the. standard-bearer

in the Nl: wﬁen we understend his mocking quarrelsome speeches

as part of this role, we see that it spans the epic, from

Volker's entrance in the war with the Saxons, over the trip

to Gran, and throughout the final battle up to his death.

He has a role of leadership, yet as we have seen he is a

subordinate to Dankwart and to Hagen, who calls him his )

"geselle," while pointing out, albeit regretfully, his own N S

superior rank. In this context it is interesting to note that

when Wolfhart is urging Hildebrand not to approach the Bur-

gundians unarmed, it is Hagen, not Volker, from whom he

expects mockery, and at the mention"of Hagen's name, Hilde-

brand dons his armor; further, when Volker refuses to hand

over the body, Wolfhart addresses him ironically as "her

spilman" (2267,1), as though he did not expect backtalk

from him. This is the only time that Volker's music is Te-

ferred to in an even slightly derogatory fashién his music,

throughout the epic, enhances his heroism.

b. The Burgundian minstrel
durch daz er videlen konde, was er der spilman genant., (1477,4)
Before the Burgundians depart for Gran, Volker's music

is mentioned only once: stanza 196,2-3 refers to him as
Mder starke spileman, / Volkér der herre" emphasizing at

t
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the same time his nobility. This is also the case in
stanzas 1476-77, where the poet takes some pains to explain
that Volker is such a great aristocrat that even his thirty
vassals who accompany him are dressed like kings, and that
he was called "der spilman“ only because he was able to
play the fiddle, and not because he was a traveling minstrel
or a court musician. The poet seems to have had the "alten
maeren" in mind, most likely the Rhenish version and/oxr the
"Hltere not," in which Volker was known as the "videlaere,"
and probably wished to correct this image in favor of the
Alzey ministerials and their tradition. A
Volker entered the Nl'tradition before the advent of

" yet before our eyes, the "starke spileman"

the "Minnesang;
becomes in fact a minnesinger, an aspect of his character
which seems to have grown out of his original role as fid-
dler. Between the Rhenish version and the N1 this takes
place, so that his departure from Bechlaren is, according
to de Boor, a "durchgefithrte Szene hdfischen Minnedienstes"
(note to 1705). Volker sings a song several stanzas long,
wvhich he has composed, and dedicates himself thereby to

the service of a married woman of higher rank than he. His
reward is twelve golden bracelets, which the poet speaks
of as "friuntlicher gabe," a sign that his service has been
accepted (1705-06).

Volker takes up his violin a second time in the night
watch, when he plays for his anxious comrades: first a wild
forte "daz al daz hiis erdoz" (1835, 1b) to raise their courage,
then "sgiiezer unde senfter" (1835,3a) lulling them to sleep
with gentler melodies. The poet praises his art and strength
as mutually enhancing each other: "sin ellen zuo der fuoge,
diu beidiu waren groz," (1835,2), an unforgettable picture A
of the tenderness and physical prowess of the ideal knight.

Volker's courtly refinement emerges in his relationship
to Briinhild, for it is he who, at her 'request, tells Werbel
and Swammel that she will not receive them. Likewise in
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Bechlaren, when the ladies return to the dining hall,-his

"gimeliche spriiche”(1673,3) call attention to the beauty o

of Riideger's wife and daughter. Volker is not married, but

he recognizes in. Riideger's daughter the qualities that make

a good wife: "diu ist minneclich ze sehene, dar zuo edel

unde guot"™ (1675,4). Volker's lower rank makes her inacces-

sible to him, but he is clearly implying that a bachelor

prince, like Gernot or Giselher, could do no better than

to take her for a wife. In Gran, Volker urges Hagen to rise

before Kriemhild (1780) and even after Riideger's death he

addresses her in polite yet most biting terms, when he de-

fends Riideger against her charge of collaborating with the

Burgundians (2230-32). His response is civil because it must

be, yet as a gentleman he must call her accusation what it

is, "tiuvellichen . . . gelogen" (22%0,3). The knightly

minnesinger maintains his bearing to the last.t .
Volker's music also affords an opportunltyvfor beroic

comedy as the Juxtaposition of the art of music and the art 6f

warfare produces the battlefield humor of the sword—f1ddle~bow

motif. By skillfully varying this motif, the poet never lets

) it‘become tiresome: first his sword is like a fiddle-bow

r————

(1785,2 3), then the Huns become the instrument on which he
will demonstrate his art (1821,1). In Aventiure 33, the
poet ydevelops his invention more fully: Volker strides
"videlende" across the hall, Etzel laments that: "Sine
leiche lutent iibele, sine ziige die sint rdt" (2002,1), but
Gunther is jubilant: "hoert ir die doene, Hagene, die dort
Volkér / videlt mit den Hiunen" (2004,2-3), and Hagen answers:
"sin videlboge im snidet durch den herten stadl . . . die
sinen leiche hellent durch helm unde rant" (2006,3, 2007, 3).
The poet takes up the motif again in Volker's confrontation
with Wolfhart, who threatens to throw his strings out of
tune,, and Volker retorts that he will dull the shine of
Wolfhart's helmet in return. When he fights with Siegestab:
"er begonde im siner kiinste alsolben teil di geben" (2285,2),
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that Dietrich's nephew falls, to be avenged by Hildebrand.
Volker's music and his strength, his songs and his swords-
manship are uniquely combined into one heroic personality.

2. Volker in the *C version

Volcher was ir marsehalch. der solde ir herberge pflegen.
(1211,4)

Do chom der herre Volker. ein kuene spileman.

hinze hove nach eren. mit drizzech siner man, (1509,1-2)

When Kriemhild leaves Worms to become Etzel's wii‘e
ms C and related mss cast Volker in the role of marshal as
quot:ed/above.lo9 The vulgate names Giselher and Gernot, as
well as Gere, Ortwin the seneschal, and Rumolt the hewad
cook among those¢ who accompany Kriemhild as far as the\\\
Danube; the *C poet, well-versed in courtly etiquette, saw

the need for a marshal as well, and since, as we have seen, the

vulgate already saw in Volker the adjutant standard-bearer,
it was natural to choose him rather than the regular marshal,
Bankwart.

C 1509 deviates from the corresponding stanza in the vul-

gate (1476) only in the first two lines: the poet describes

Volker as a lord rather than as the noble minstrel, and

points out that he came to court seeking honor, an inter/—

pretation of Volker which bespeaks the ambitious ministerial.

Stanza 1662 is missing from ms C; from ms a we know that

line two read: "Volkér der kiiene, der des vanen p;t'lac,"llo

a further reference to his role as standard-bearer, rather

than marshal, as in the vulgate (1622). : , . J
The ré-maindex; of the *C version.is egually close to

*B: in C (2176,4) Hagen and Volker are concerned with the

welfare of the Burgundian warriors, rather than with the harm

which Etzel's men can do them as in the wvulgate (2120,4),

while C (2327,1) has Wolfhart refer specifically to Volker's/

-
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'chkéry as provoking the hdstilities between the two heroes.

Finally, in'C (2430,2), Hagen, (in his final ‘defiance -of
Kriemhild), enumerates Volker and Dankwart among those
slain, and not only the Kings, as in the vulgate (2371).

In sum we can say that *C rdunds out Volker's role,
making him slightly more prominent than he is ag;the vulgate,
and, in keeping with the general tendency of *C, adding a
few touches of courtly refinement. At the departure .from
Bechlaren, Volker receives only six arm rings from Gotelind
(1745,3), rather than twelve %1706 3), as the token, not
the number, is 1mportapt to the noble minstrel. Most sig-
nificant is the statement that he came seeking honor, a
trait which, as we shall see, comes from the K1 in its

vulgate version. /

\

3. Volker in the Klage

'herre, daz ist Volkér,'

'‘der helt vil vermezzen
was von’ Alzeye erborn.' (1331, 13%60-61)

N1 criticismngenerally considers the K1 to be a con-
temporary interpretive commentary on the epic, and to have
inspired the modifications found in variant *C. Volker von
Alzey is no exception: the poet gives a picture of him
as the Middle Ages experienced Hagen's companion, the
mlnne51ngerg the hero who could also play the fiddle. In
1tq brief. summary of the N1, the Kl flrst mentions Volker
as having killed Irnfried, as well as many of Hawart's
Danes (405-16). In this connection it is noteworthy that
Hagen's killing Iring is only mentioned after Volker's
exploits. Later, when Dietrich orders the peasantry to clear
away the corpses which are lying in front of the great hall,
the poet points out that Volker and Hagen had slain all of
these men (677-85). Again the poet mentions Volker before
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Hagen, The discovery of Gunther's headless body gives the
poet occasion to relate the end of the tragedy, how Hagen
réfused to enter into truce negotiations with Dietrich,
since Giselher and Gernot were dead, and Volker, too, had
been slain by Hildebrand (1148-80). N

Volker's body, with the blood still trickling through
the links of his chain mail, is found right after Hagen's
(1319-1402). Etzel does not recognize him at first, and so
Hildebrand must identify the hero "'der uns diu groezesten
ser / hit mit sinén handen / gefriimt in disen landen'"

' (13%2-34), adding that Volker had fought him in single

combat, and further, that ifiﬂelpfrich had not separated

them, Volker must surely have slain him (1342-48). This

detail, an invention of the K1 poet's, was probably inspired

by the general tendency in the XK1 to minimize Hunnish victories,

'by the etymological significance of Helpfrich's name,. and by

N1 2278, where Wolfwin must help Wolfhart in this fight with
Volker.lll

Hereupon Etzel begins his lament over Volker: "'sin

" zuht diu was sb lobelich, / dar zuo vil manlich gemuot,'"

(1350-51) thus &ttributing to him the primary virtues of
chivalry. The poet then has Etzel ask after Volker's home,
an interest which he shows in no other of the dead heroes:
this affords the opportunity of stating that Volker "hete
bl Rine daz lent / mit Gunthere besezzen," and ghat he was
born in Alzey (1358-61), to which Hildebrand adds: "'sin
manheit Uz erkorn / diu ist alze fruo gelegen'" (1362-63),
indicating that Volker died young, a detail consistent with
his role of Burgundian standard-bearer. Later, when Swidmmel,
as Etzel's messenger,;felates the end of the Burgundians to
Brunhild, he describes how "'von Alzeije Volkér / tet vil
micheliu ser'" (3827-28); these are the only two references
ta Volker's home, but the manner in which the poet presents

-this information indicates his realization that he was.

meking an addition to the N1 account, that he considered

- - - ¢ - —
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this addition to be true, and of considerable importance.
Hildebrand's account of Volker's musicianship also
agrees with that in the N1l: "'durch daz er videlen kunde, /
daz volc in zaller stunde / hiezen einen spileman'" (1389-91);
he continues: "'er was von vrien liden komen, / und het sich
daz an genomen / daz er diente scoenen vrouwen'" (1393-95),
This latter is consistent with the N1 characterization of
"Volkér der herre" and with the Bechlaren scene, which the
K1 poet did not include in his account of the N1, but al-
ludes to here and in verses 1810-11, which state that Gisel-
heir's engagement to Dietlinde was advised by Volker. The K1
poet wishes to emphasize Volker's free birth, very likely -
‘at the behest of the Alzey ministerials; the manner in which
his minnesinger role is related seems to indicate that, at
the time of writing, this convention was relatively new;
the *C version of the K1 states simply: "'er was gar ein
hiibesch man / und diente gerne froywen'" (1464-65), finding
this qhite natural in a courtly knight. '
Finally, we must consider three lines in the Volker
characterization which state: "'der sin vil hohvertiger sin /
der scadet uns immer mfre. / er warp ndch ganzer ere'"
(1%86-88). Mss DNb read "nimmer" for "immer," ms A reads
"nie" for "immer," 1387. Here the Kl poet seems to be pass-
ing judgment on Volker from the point of view of contemporary
moral theology, particularly as a cleric would understand
it: "hdhvertig" is the adjective form of "hohvart" which
was synonymous with "iibermuot," and "ibermuot" was the MHG
equivalent of "superbia," the sin of Lucifer which caused
his fall from grace, and the cardinal sin according to medieval
religious thinking.112 It is in this context that we must
also understand "vermezzeﬁ" as applied to Volker, for this
quality also belonged to the category of sins which the
Middle Ages grouped under "superbia." There is no mention
in the *C K1 of Volker's seeking "ére" as the *C poet, in-
fluenced by the vulgate K1, had already included this detail
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in his N1. The K1 indicates that contemporary audiences saw
in Volker von Alzey a valiant knight, but guilty of "superbia,"
the sin of Iucifer and the cause of man's fall from grace,

It is pé!%aps,significant that in its detailed account
of Volker's character, the K1l makes little mention of his
friendship with Hagen. Only once, when he, Hagen, and Dank-
wart are buried near the three Kings, does the poet allude
to this relationship: "Hagene der starke / und sin geselle
Volkeér" (2366-67), as though he were embarrassed by it.
Likewise Volker's agreement with all of Haéen's actions (N1
1584) and Hagen's approval of Volker (N1 2268,4) are omitted,
in the poet's attempt to minimize their comradeship. Yet in
referring to Hagen as "der valant / . . . der ez allez riet"
(1250-51) and to Volker as "sin geselle" the poet shows his
awareness that Volker had in fact stood by Hagen, and that
since Hagen, in the medieval interpretation of the N1, had
deliberately caused the entire catastrophe, Volker's loyalty
to him is an aspect of his tragic flaw, an expression of
"libermuot." Volker knew that Hagen was leading the Burgundians
to their doom: and followed him nevertheless.

By locating Volker in Alzey and emphasizing that he
sought honor, the K1 poet’ underlined his interest in the
Volker figure and increased his importance. The location in
Alzey made Volker the more real and contemporary to the
hearers of the N1 and K1, who could envision the minstrel
living in one of the important towns of the Palatinate.

Thus Volker became not only an identifiable contemporary
type, namely the minnesinger, but received a well-known
home. Volker's pride could also be identified by the hearers
.as one of the characteristics of those aristocrats of min-
isterial origin, from whose ranks Valker. sprang. The K1 .
therefore placed the final touches on the figure of Volker,
whose contemporary reality pade him an ideal vehicle for
expressing the purpose of the poet in writing his work.

<)
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4, Summary: the function of the heroic minstrel in the N1
"Volkér von Alzeye, mit ganzem ellen wol bewart." (9,4)

This line, which the vuigate took over from variant *C,
and with the location of Volker in Alzey taken from the K1,
may be seen as stating the essence of Volker's character as
the poets ca 1205 saw him. Volker is_ a heroic personality,
and his heroism proceeds from his role as standard-bearer
and minstrel, for were he not a true hero, this combination
would be impossible. The hero is an expression of ideal
values: nobility,. self-control, strength, responsibility,
and braverytll5 to what extent the poets saw these virtues
embodied in the historical bases for the figure we cannot
tell, but in the N1, variant *C, and the K1, they combined
these ideals into a heroic, yet at the same time thoroughly
believable human being. Volker is not only an aristocrat in
rank, he has the nobleman's sense of honor, and despises
the Huns when they attempt a sneak attack (1846-48). The very
beginning of the N1 emphasizes his strength and bravery,
"ellen," and gives frequent examples of it, even at the ex-
pense of Hagén. Nine strophes\are devoted to Volker's feats
in the "Ssalkampf," and Volker kills two famous heroes, one
of royal blood. He receives a kiss from Rudeger's daughter,
not because of his rank--he is subordinate to Hagen and
Dankwart--but "durch sines 1ibes ellen" (1666,4). He fulfills
his responsibilities as marshal conscientiously, showing
great care for the welfare of the retinue (1622,2-4), of his
lords (1800, 1821), and of all of the Burgundians (night
watch).

Yet Volker also has his faults, principally that of °
impulsiveness. He does lack the self-control which we find
in Hagen, who must restrain him from pursuing the Huns
during the night watch, as this could expose the Kings to
danger. It can be construed ds impulsiveness when Volker
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enters the lists and kills the overdressed Hun during the
jousting: he may believe that the Hun, like himself, is in
the service of a lady (1885) and slay him for decking him--:
self out excessively, for to Volker "Minnedienst" is not to be
trifled with. It is also out of impulsiveness that Volker
slays the margrave who attempts to assist his wounded rel-
ative: the minstrel has been killing Huns for several hours
and cannot resist this one, no more than he could resist
killing the Hun who tried to slip out along with Etzel and
Kriemhild (1999). These flaws in Volker's character under-
lined his heroism and made him believable to the readers
and hearers. of the Ni: who could surely identify with them,
Just as they saw the ideals of courtly knighthood reflected
in his virtues.

An historical Volker von Alzey could not possibly have
been known to the author of the vulgate, for the figure ,
entered the tradition at;?east two generations before the
Passau cleric wrote hi%*ﬁgfk. The poet knew only a literary
figure, the fiddler qyé standard-bearer of the "alten maeren,"
which he was'relating, and, through the K1, which as we have
seen influenced the vulgate, the Volker of Alzey tradition.
The very Qitalityfof the Burgundian mlnétrel, however, sug-
gests that the*ﬁoet has added something of his own to the
Volker, wigh whom he was already acquainted.

The Wiirzburg sculptor Tilman Riemenschneider used to
make the figure of Nxcodemus at the foot of the cross into
a self-portrait: it is also conceivable that the anonymous
author of the N1 has given us in the figure of Volker von
Alzey an idealized self-—portrait,ll4 not only of himself
but of his class, the lower aristocracy, many members of
which were ministerials, like Volker, holding benefices in
return for services given. In doing so, the poet compared
his own class with that of the feudal lords, exemplified
in the figure of Riideger. The lord's principal virtue is
generosity, which finds its highest expression in the gift
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of his shield to Hagen, who thereupon refuses to fight him.
The ministerial's principal virtue was loyalty, which Volker
demonstrates likewise towards Hagen, when he vows never to
budge ™iz helfe nimmer einen fuoz" (1778,4) from his
comrade-in-arms, a vow which he keeps until his death. Thus
Volker's virtue is equal to that of Riideger's and through
these figures the N1 poet has apotheosized their respective
classes. This desire to elevate Volker's status and thereby
that of the ministerials becomes most apparent when even
Hagen, the most powerful lord in Buréhndy, expresses his
regret at ever having occupied a higher place than his
comrade-in-arms (2005). Volker is his "geselle" (2005, 3),
or more specifically his "hergeselle" (2290,3), i.e. Volker
is Hagen's subordinate with the same titles and functions
as Hagen himself, but by virtue of his loyalty and bravery

- Hagen sees them as equals, Jjust as on another level, Rideger,

the lord, is elevated to the status of equality with the
Kings when Gunther accepts not oﬁly his daughter as sis-
ter-in-law, but also a coat from the generous margrave. By
thus transforming the Volker of Alzey and of pre-N1 tradition,
the poet gives an important insight into his intentions when
casting the old tales into°courtly form, and thus.we see that
the Volker interpretation aids in our understanding of the
entire N1. . \

At the outset of the epic, Kriemhild gives us its
"message," "wie liebe mit leide, ze jungest 1ldnen kan" (17);
at the very end the poet uses almost the identical words:

Diu vil michel ére was d& gelegen tot.

die liute heten alle jédmer unde ndt.

mit leide was verendet des kiiniges hdhgezit,

als ie diu liebe leide z'gller jungeste git. (2378)

The first line of this strophe speaks of "ére" lying dead;
de Boor interprets this as referring to the splendor of the
retinue (note to 2378), which it may, but it can also be
intéerpreted more broadly. This "ére" was one of the central

L
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concepts of knighthood: it referred to the respect which a
person enjoyed among his peers, a respect based upon posses-

sions and external signs of rank, power, and authority. Loss
of "ére" meant loss of that quality which defined the knight
or lady, and thus loss of self: Briinhild lost her "ére"
through Siegfried's fault, and had to be avenged; Kriemhild
lost her "dre" when she lost Siegfried and the hoard: the
result was the destruction of the flower of Burgundian
knighthood. .

The feeling that one's "ére" was intact and that one
was living to the fullest the life of a heroic warrioxr was
described in MHG as "hdoher muot," the exalted self-confidence
of the hero. "Hoher muot," however, belonged to that complex
of personality-centered values which the Church had been
combatting in the Germans since the beginning of its mission
to them. A cleric grounded in moral theology would see
"hdher muot" as its exaggerated form, "iibermuot" or "superbia,"
a turning away from God, a reliance on one's self and on
earthly values as the basic principle of human behavior.
Translated into concrete terms for the Germanic peoples
and later for courtly knighthood, "superbia" meant the
heroic self-assertion of the Germanic warrior as well as I
the attempt on the part of knightly chivalry to develop an
ethical system based on the personal values of "ére" and
"hdher muot." 12 It is to be expected that a work coming
from the hand of a cleric residing at the court of the
Prince-Bishop of Passau would be imbued with the moral-theo-
logical outlook of his day and place. Only when we' hold the
mirror of "superbia" up to Volker's actions, as this cleric,
the K1 poet, and the suthor of variant *C must have done,
can we see the heroic minstrel as the poets intended him
to be seen. . '

Already in the Saxon war we:‘read that Volker, along
with his comrades, killed many Saxons and Danes. The medieval
Church régarded this as "homicidium" an aspect of "superbia,"




irrespective of the circumstances. The "gelf," a part of his

function as standard-bearer, was included in the sin of
"iactantia" (boasting). His impulsiveness is "temeritas,"

a sin which even includes boldness, his stock, appellative,
"der kilene Volkér." When he jumps up from the table in the
banquet hall, the poet says: "dd Volkér unde Hagene sd sére
wiieten began" (1967,4); in "w%eten" we recognize "ira" one
of the princiral sins connected with "superbia." The poet
has prepared us for this interpretation in (1966,3) with
"33 videlte ungefuoge Guntheres spilman," for "ungefuoge"
implies that Volker is now out of tune, in the sense of not
acting in accordance with moral principles. And just before
his death, Volker hears from Wolfhart: "iuwer iibermiieten
mag ich mit €ren niht vertragen (2269,4); pride and honor
clash, the result, as we have so often seen in the N1, is
mutual destruction. The K1, the first interpretation of the
N1, interprets Volker as "vermezzen," a term which also
‘belongs to the category of "lUbermuot."

An "idea" of the N1 is thus expressed through the
figure of Volker: an autonomous human order, based upon
prestige and reputation ambng men is shown to be unstable
and condemned to destruction; the world of chivalry, based
upon the self-confidence of the individual, without reliance
upon God, carries within itself the seed of its own destruc-
tion. The fact that God is only superficially mentioned and
that religion is not an integral part- of the life of these
heroes, is not, as has been traditionally claimed, proof of
the. "heathen" character 6f the N1. It is more likely, how-
ever an indictment of the world of 1200, a statement by
traditional moral theology in opposition to the development
of a self-reliant courtly life style based on chivalric
optimism. .

Volker is an ideal vehicle for the expression of this
idea: he is probably based on an historical person, an in-
dividual who lived in the world of chival;zl so that the



author and his readers could identify with him more readily
than they could with a pale abstraction or with a semisuper-

natural figure like Siegfried. Volker von Alzey was a knight,

and not a figure out of the dim past, a person of flesh and
blood, sharing many ‘of the traits of the author himself.
Secondly, Volker is a decent person, according to the stan-
dards of the times. He is not a villainous murderer, like
Hagen, nor is he a weakling like Gunther, who, at least in
‘N1 I, has to be carried along by.his friends. So throdgh
Volker, the poet can prove that even a good man comes to
destruction through priée: This is the true significance
behind the emphasis'on Volker at the expense of Hagen: the
ideals of chivalry, i.e. bravery, strength, and cultural
accomplishments are exemplified in Volker far more than in
any one else in the N1, even more than in Hagen, the mighty
* héro of the "alten maeren," yet, once "superbia," takes
over, and man relies on himself rather than on God, then
even Volker, "der edele videlaere" (1676,4) must perish.
One of the burning issues of the day was whether or
not it was possible to gain honor and worldly goods and at
the same time enjoy God's favor. Chivalry as we know it was
based primarily upon the first two, and was in the process
of developing an ideal of human conduct based upon these
secular values. Walther von der Vogelweide realized the
implications of this controversy and saw that it went beyond
the struggle between the Empire and the Papacy, between
Guelf and Ghibbeline, for the Papacy could easily become
secular in attitude and values, just as an emperor could
guide his people in the direction.of spiritual ideals.
Walther himself was a Ghibbeline, ?et he could ask hims?lf:
wie man zer werlte sqlte leben
wie man driu dinc erwurbe "
der keinez niht verdurbe-
diu zwei sint ére und varnde guot,
daz dicke ein ander schaden tuot:

daz dritte ist gotes hulde. (67, 84, lines 7, 9-13)116
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Walther's answer is that of the N1 podet, who gives his an-
swer through the figure of a man like himself, Volker von
Alzey: "ja leider des enmdc niht gesin." s '
The contemporary reality of the Volker figure can also
underline the poet's opposition to the Germsnic belief that
fate guides the destinies of men, for as a medieval Chris-
tian he saw man's fortune as the result of faith and works
together with God's grace. He has, therefore, systematically
eliminated from the N1 the idea that an ancient, curse by
supernatural beings caused the catastrophe, and replaced it
by demonstrating that when wrong decisions are once made,
unhappy results are bound to follow, but that all could
have been otherwise. This is the true sense behind Volker's
"Ez ist et unerwendet" (1731): the Bur dig&g have made the
catastrophe inevitable by their own misdeeds) and although
their doom was by no means predestined, their)|sins havee.now
made it unavoidable and the only choice left §o them is to
die like men. Volker himself has made hi

inevitable through his faults of pride and misplaced loyalty.
]

\ - t,‘VD\

destruction




46—~ -

»

IIT. The Volker figure—in later medieval heroic poetry - 7'$
1. the medieval Walther epic

Our knowledge of a medieval German epic dealing with
the adventures of Walther and Hildegund is based on frag-
ments of two Austrian manuscripts, which are based on the
N1 and belong, therefore, to the thirteenth centuriy.l17
After the battle with Gunther and his men, Walther and his
bethrothed are given leave to travel through the Wasichen-
wald (Vosges) to Lengres (Langres), where Walther's father
is King. Volker and sixty of his men provide a protective
esgort past\ﬂétz, where, on Volker's advice, they do not
tarry as Ortwin might attack them, and through the Burgundian
territory. Volker is described as "der held," "der vil kune,”
and "der stolze videlaere in der Burgonde lant" (str. 3, 6,
18),118

" The author of this version of the Walther epic clearly "
had all of Volker's functions in the N1 in mind: primarily
he is the leader throygh unfamiliar territory, where he
alone knows the way; hzs music, as well as his boldness and
heroism are mentioned but not developed. The figure of six-
_ ty men is f@ice the number which he brought to Worms in the
Nl, an examﬁTprf doubling for rhetoric effect. Volker's
pride is also pointed out; apparently this trait was rec-
ognized by the author and deemed worthy of mention even in
this brief characterization. Whether Volker had any other
‘part in this epic, we cannot tell; its loss leaves an un-
fortunate gap in our knowledge of the reception of Volker in
later medieval literature.

2. The Rosengarten poems

If the N1 is an indictment of the secular chivalric
ethic, then the Rosengarten is a parody of it. It exists

Ty
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in two principal manuscript versions, A and D, of which A
preserves the original outline of the poem, which was writ-
ten ca 1250, while D is a "modernization" written ca 1270/80
to make the poem more 50ce§£able'to courtly taste.l19 In
both versions Volker is called von Alzey, and has a golden
fiddle on his shield. In A he ds called: "ein kiiener man"
(7),120'“den ﬁzgrwelten degen / exr kan ouch wol videln" (99).
He fights with Ortwin and gets the worst of it, in fact "a8
muoste von ime entwichen Volkér der spilman" (284); this is
the only time that the author'calls him a "spilman," just
before he runs aw§§§;Here too the sword-fiddle-bow motif
comes into its own: Brtwin has greaé\fun asking Volker why
he carries a fiddle, ;:‘%hey~afé not there for amusement;
Volker retorts that whomever he reaches with his fiddle-bow
"muoz von einander gan" (283), but the motif is not so
well-developed as in D, which is much lonéer.

Dietrich's brother, the warlike monk Ilsan, is Volker's
opponent,{n D. Ilsan is one of the more comical characters
in medieval German literature, a huge ruffian who, as he is
leaving his abbey, promises not only to win a garland for
himself, but also to bring one to each of his fifty-two
fellow monks. As Gibeche calls Volker to do battle with him,
the King faments that Ilsan is making fun of Kriemhild and
everyone else in the garden. Clearly Ilsan will be a good
partner for Volker, and the two engage in a good bit of
crosstalk comedy after the fighting is over, for when Kriem-
hild sees that Volker is being worsted, she separates them,
declaring Ilsan the victor. Volker wishes: "diIn kldster
miieze verbrinnen . . . du hést mir mit dime predeger stabe
s0 starke streiche gegeben" (45%). Ilsan answers that his
gtaff is bright and sharp, to which Volker replies that
they must live under an easy rule in their abbey, their
habit ought to be silk instead of rough monk's cloth. Ilsan
finally asks Kriemhild whether she ha8 any more such fine

.fiddlers here on the Rhine, for no matter how sweet their




music sounds, their bows are sickly. D also refers to Volker
as the son of Kriemhild's (1n a variant reading Brunhild's)
sister.

-

In only one of the versions of the Rosengarten (B)
does Volker get killed; in the others he is injured, but

apparently not seriously. Here too, Volker von Alzey seems
to be a favorite of the poet's, as we have seen in the N1
and in the K1l. Nothing essential is added to the Volker
figure by the Rosengarten; we hear nothing of him as

standard-bearer or guide, but his heroism, his "gelf," and
his fiddle-playing combine to provide some broad humor as
they did in the Nl. The spirit of the N1 pervades the poem:
Volker is called "ein helt ze stner hant" (D-281), and in
A Ortwin promises: "ich verschrdte ime die videln, des siilt
ir sicher sin® (4-281). The fiddle in his shleld and his
relationship to the royal house are new, and given ‘the lack
of supporting eviglence in literature or history, it is most
unlikely that Volker was of royal blood. Perhaps his close
friendship with Hagen suggested this detail, as it seems

to have inspired GrH to make him Hagen's brother. As to the
origin of the fiddle on his shield, the source of this was
most likely the same pre-N1 tradition which provided the
name Gibeche for Gunther's father:; this coat-of-arms may
have been inspired by the historical escutcheon of the

Alzeyer, which probably predateé the writing of tMe Rosengarten.

The poets of the N1 and the K1 do not show any interest "in
heraldry, and so Volker's shield would not be mentioned in
those works. The intention of the Rosengarten is parody, and

the principal eipression of this tendency is the monk Ilsan.
Volker provides the foil par excellence for this warlike
cleric, and underlines the poet's purpose, for most minstrels
were, no doubt, better talkers than fighters; a monk and a
minstrel would naturally be ideal opponents in this mock

epic. )
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3. Das- Buch von Bern and Die Rabenschlacht

Although this double epic dates in its original form
from the same time as the N1, the only versions we have of
it are from the late thirteenth century, and the Volker
fi@hre in ‘them belongs to the sections added by the only
named author associated with heroic poetry, Heinrich der,
Vogler.121 He made his revisions and additions to the eplc
during the period of tension between the higher nobility
and the territorial lords, which culminated in the conspir-
acy of 1295-1296 against Duke Albrecht of Habsburg, and in
this struggle Helnrlch is clearly on the side of the rebel-
lious noblllty. )

In both epics Volker is called "von Alzey her Volker
and in both cases, since, as in the Rosengarten, he is on
the side opposing Dietrich, he is overcome by his opponernt.
The Buch von Bern pits him against his old enemy\from-fhe 3
N1, Wolfhart (9235-41); the Vogler says of them "die waren
kiiene beide." In the Rabenschlacht he is overcome by Baltram
(705). ’

"122

£
4, The appendix to the Heldembuch

Before we leave the specifically German treatments of
the Volker figure, we must mention the note in the appendix
to the Ambraser Heldenbuch, .which enumerates: "Fdlcker von
altzen genandt eyn Fideler, wan er furt ein Fydelen in
synem schilte, der was frau crimhilt schwester sunf123 The
source:of this-statement is probably Rosengarten D.

2

o

5. The Thidrekssaga

. «\ » . -
German scholars 'do not agree on the place of thé“Ths
in the development of German heroic poetry. Panzer states

that it was based on our N1, and that deviations from it are
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due to the fact that the author of the Ths was "ein gewissen-
loser Literat" presumably with no respect for tradition.
Others regard the Ths as based on pre-Nl tradition, and see
the deviations from the N1 as evidence of the rougher, more
primitive style of the early twelfth century. Based on
statements by the author of the Ths, his work is most likely
based, at least in part, on the songs allfided to by Saxo
Grammaticus as having been sung in 1121 by a Saxon singer

in Denmark, about Kriemhild's notorious betrayal of her
brotherq.124 Volker enters the action after the Niflungen o
discuss Attila's invitation; since his attempts at dissuading
Gunnar from the trip to Susat have failed, Hogni goes into

the hall and tells his blood brother Volker that he will be

" coming with the others to Susat, that he must arm himself
quickly, and that only those who dare to fight need come

along (p. 387).

When they arrive, Attila leads them into a hall and
lights a fire for them; when Grimhild enters Hogni puts his
helmet back on and binds it fast; Folkher does the same
(p. 296). On the morning of the next day, after Thidrek has
warned the Niflungen, they all stroll into the courtyard
and thence through the town, Folkher at Hégni's side. The
two are dressed as splendidly as Gunnar himself, but on
account of their helmets, Attila does not réCanize them,
and must ask who they are. Blodlin identifies them; Hognl
and Folkher stroll arm-in-arm through town, ralslng their
helmets occasionally so that the ladies can admire them
(p. 398).

At the feast in the orchard, the Niflungen set aside
their spears and shields, and Folkher takes his place beside
the tutor of the King's son Aldrian (p. 40l1); later, Hogni
begins the battle by slaying Aldrian and then reaching over
Folkher's head to kill the tutor for teaching the lad poor
manners (p. 402). After the Niflungen have broken out of

this walled-in orchard, we see Folkher together with Giselher
{
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) and Gernoz, with their backs to the hall, fighting valiantly
(p. 405). Later, after Gunnar is taken prisoner, Folkher,
with the rest of the King's troops, fights under Giselher,
while HSgni and Gernoz lead their own men (p. 407). At last,
when the battle order has been completely disrupted, Folkher
fights his way to the hall where Hogni is fighting. His feet
do not touch the ground, for it is covered with corpses.
Hégni does not recognize him, but after Folkher*has identi-
fied himself, HSgni thanks God that Folkher's sword sings
thus upon the helmets of the Huns. This is the only indica-
tion of Folkher's music in the Ths (p. 410). Then Thidrek, s
who in the meantime has seen his friend Rodingeir fall, joins
the fray and, with one blow, decapitates Folkher (p. 411).

- Folkher's role in the Ths is that of Hagen's com-
rade~-in-arms. We see only one dim reminiscence of his
minstrelsy, and it is Hagen, not Folkher who bears the royal
standard. The war against the Saxons and Danes, in which
Volker acts as standard-bearer in the N1, is left out of the
Ths, most likely because the story.is set in Saxon territory.
Folkher's subordinate role in the Ths is clear, as he does
not take part in the deliberations over Attila's invitation,

\ and he takes orders from Gernoz. His importance as a hero,

\ however, is underlined by his being named along with Gunnar,
Gernoz, Giselher, and HSgni, who are all brothers and there-~
fore members of the royal family; also, Folkher dies at
Thidrek's hand, a great honor! for an ordinary man.

6. The Danish ballad

This ballad, although later than the N1, is, as we
have seen, most likely based upon pre-Nl tradition.lz5
Grundtvig's editioﬁ4gives three versions, A, B, and C; A
and B asre editions of older versions, set down by Anders
Vedel in the sixteenth century, and which appear as Ab and

. Bb in Grundtvig's edition; C is Vedel's work, which Grundtvig
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did not edit. Hagen and his brother, Falquor Spilmand, dom-

inate the action, which begins with the crossing of the Sund

to the island of Hven, where the action takes place. In one ]
version, (A,18), Falquof is rowing Gynter, Gierlo, and Hagen
(spellings are those of A) across the water, when a storm
springs up and the oars Smap-in his hands, so that Hagen must
steer the boat with his shield. A watchman sees the two arrive
(the Kings are forgotten completely), and reports to Kremold

)
P d

that two men are standing before the gate, the one with a
fiddle as coat-of-arms (A,23, B,16, C,23). Kremold explains
that they are her brothers, and that the one is not a court
minstrel, in the service of a lord, for both are the sons
of a duke (A,24, C,24).

After Kremold has offered gold to whomever slays
Hagen, Falquor begins the fighting. The three versions of
the ballad give three accounts of the battle: common to all
is that Falquor fights with an iron pole since his sword has
broken, in A before, in B after he has broken a door open; ‘
in: C his sword is not mentioned. In A, Hagen compares his
. own sword to a fiddle after Falquor seems to have been killed
(32-33), (the account is confusing), while in B Falquor
himself compares his iron pole to a fiddle as he slays thirty
warriors in one blow (26-27). In C, Hagen compares Falquor's
iron pole to a fiddle and admires his bowing technique (33),
while the older version of A has Kremold's men dancing and
leaping in a circle as Falquor plays (Ab,32). Falouor is
killed before Hagen, who laments his helper, invoking the
nanme of God (A,33, B,32, Bb,33).

The tendency, observable in the N1, of Hagen and Volker
to eclipse the Kings, has here been carried to cqmpletion,
for only the two vassals engage in the fighting. Of Volker's
minstrelsy, only the faddle on his escutcheon remains, and
the comparison of his fiddling to his fighting, of which we
saw a reminiscence in the Ths. His friendship with Haken has
become Volker's dominant characteristic: the comrade-in-arms

*
»
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of the older tradition, who became Hagen's blood brother in
the Ths, has become Hagen's actual brother in the ballad,
further intensifying the relationship between the minstrel
figure and the cause of his destructide. '

.

7. The Danish herolc songs

Of the heroic songs, which deal with the exploits of
Didrik von Bern, two contain references o Folqvard Spil-~, ;
man.126 In the one, he has e fiddle and bow on his shield
and wants to drink, and not sleep (p. 25); in the other his
shield is not mentioned, but he is given a son called Sonne
(p. 56). Since Folqvard does hot take an active role i
either of these songs, we canlassume that their author used
him to flesh out Didrik's army. The fiddle as coat-of-arms
belongs to the Nibelungen tradition, while the reference to
his drinking may be based on the behavior of the professional
entertainer as the author knew him,

~

8. The Hvensche Chronik

A translation from the Latin into modern Danish writ-
ten in 1603,127 this work also localizes the German saga on
the island of Hven and is closely connected with the Danish
ballad. Fold;ard and ﬁégen fight in two different castles,
having been separated by a ruse of Kremold's.After Folgvard
has slain all of Kremold's warriors, she tells him that his
brother Hagen has been slain in Norborg castle by other
knights. Folqvard becomes so sorrowful over this, that he
drinks the blood of the slain men, and dies.128 Noteworthy
here is that Folqvard and Hagen fight separately, and that
Folqvard seems to drink himself to death on the blood of
Kremold's .warriors. This motif, which we first encounter in
Hagen's advice to the distressed Burgundians in the N1, does
not occur in the Ths, but reappears in the Danish ballad,
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attributed to Hagen. The manner in which Folgvard takes this
role over in the Hvensche Chronik is consistent with the
tendency to intensify the closeness of the Volker-Hagen
relationship, which we have obBserved in the Danish ballad.
Here, at the end of the Middle Ages, the two figures have
becoxfle practically two aspects of one personality.
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IV. Summary: The idea behlndwzse medieval Volker fr@ure

We have examined the development of the Volker figure
over the course of four centuries, from the Rhenish N1 and
the - "#1tere not" as reflected in the Ths and the Danish
ballad, to the N1 and related German epics, down to the
Hvenéhehronlk which, as part of the Scandinavian develop- N
ment, also reflects the pre-N1 tradition. On the basis of our

prev1ous conclusions, we may say that Volker entered the
tradition ca 1130 as Hagen's comrade-in-arms and adjutant
standard-bearer, who could also play the fiddle. The N1 poet
took Volker's musical role and developed it into that of a
courtly minnesinger, while his role as Hagen's companion
receded temporarily into the background, to ‘be recalledgonly
after the Burgundians had crossed the Danube, thus making it
necessary to "introduce" Volker a third time., In the post-N1
German works, Volker's friendship with Hagen all but dis-
appeared, leaving him his role as guide (Walther), fiddler
(Rosengarten), and warrior (Buch von Bern and Rabenschlacht),

with his alleged kinship to the Burgundian royal house as a
possible reminiscence of his partnership with Hagen. In
Scandinavia the reverse was true: the standard-bearer disap-
peared entirely, while the musician survived in an oblique
reference in the Ths, in his escutcheon and the sword-fiddle
motif in GrH, and in the references to his drinking in the
heroic songs and the Hvens Chronik.

The Volker characterization remained as consistent as
it did because he began with relatively few traits and as a
specifically medieval figure: there is nothing about Volker
of dragons or Valkyries, of having been sired by a super-
natural father or of wedding a superhuman bride. These as-
pects of Siegfried, Hagen,” and Gunther remained in the N1
of 1205 and in subsequent tradition, casting an aura of un-
reality over them, so that the poets felt freer to change
them, from hero to villain for example, as the circumstances
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required. This was not so with Volker: probably entering the

tradition based on a real person, with his portrayal in the
N1 based on the real standard-bearer and minnesinger, and

| influenced by the Alzey ministerials as the Kl poet knew

them, Volker remained more firmly rooted in contemporary

reality than his fellow Burgundians. '

Being rooted in‘reality, Volker was an ideal vehicle for
expressing the poet's purpose in writing his work,:hhether
this was didactic or parodistic. The poets could identify
with Volker, his social class and his artistic ability, and
so could see the virtues and faults of contemporary society,
of which they were a part, reflected in him. Thus Volker could
be a mirror and at the same time a warning: he expresses the
ideals and aspirations of the ministerial class, but his
downfall serves as a warning that he who cultivates the
chivalrous virtues of bravery, loyalty, aﬁd honor, at the
expense of Christian humility, who adheres to a purely
secular value system, must finally perish.

There seems to have been no purpose other than enter-
tainment behind the Scandinavian works which we have exam-
ined. Here too, however, Volker displays those secular vir-
tues of bfawery, loyalty, and honor, which we observed in
the German epics, and here too, Volker perishes, at the side
of Hagen. The medieval interpretation of the N1 saw Hagen as
the villain, to which the Germahs reacted by allowing Volker
to eclipse his. demonic friend, while at the same time affirming
his loyalty tS him. In Scandinavia, Volker and Hagen eclipsqd
the Kings, but Volker was never emphasized at Hagen's expense;
rather the relationship remained constant, and Volker's
loyalty retained the object which it lost in Germany. The
reason for Volker's downfall, which disappeared after the
N1l in Germany, remained explicit in the North, for in the
N1 and in Scandinavia, the poet-minstrel remains at the side
of the motive force in his own catastrophe.




L

-57-
. - C. The Volker figure in modern German Nibelungen wor&s
1Y
I. 1815-1848
1. The dramas i
Uhland Eichhorn Kopisch
Hermann Jarnack Wurm
Miller Raupach Vischer

Volker first appears in modern German Nibelungen works
in Uhland's plsn developed between November 1817 and the end
of the year 1818.129 In the second part of this projected
two-part drama, Uhland characterizes him as the minstrel,
Gunther's vassal. In Act II, scene three, the night watch,
which Uhland combines with the scene "how they did not rise
before the Queen," Volker has already lulled the Burgundians
to sleep when the confrontation between Hagen and Chriemhild
takes place. The noise of the quarrel awakens the Burgundians,
and so, after Chriemhild and her Huns withdraw, Volker must
once more lull his companions to sleep, this time singing
ominous words (p. 391). ’

In Act IV, scene three, in the course of the negoti-
ations between the Huns and the Burgundians, Hagen offers

' to give himself up to Chriemhild if she will sparelGiselher,
an offer which the latter rejects. At this point, Uhland |
notes in the margin that Volker's spirit will one day travel
over the earth and sing the tale of the Nibelungen, but now
he must fight. These and a reference to his mocking refusal
to surrender Rideger's body are the‘only references to
Volker in Uhland's outline; they show clgarly, however, the
function of the minstrel as Uhland saw it, namely to look,
albeit dimly, into the future, and to announce his visions
to his companions, and secondly to transmit the heroic tra-

‘ ditions of the German past to future generations.lao
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The first drama to include a fully-developed Volker
figure is . Franz Rudolf Hermann's trilogy Die Nibelungen; an

attempted fusion of the Thidrekssaga, the Nibelungenlied,
the Rosgengarten, and the Lied vom hiirnen qufried.131 In
Act III of Part II, "Siegfried," which corresponds to N1 I,
Volker makes his first appearance. Hagen and Ginther have
already hatched the plot to kill Siegfried, and in scene
eight are preparing for the hunt. Siegfried greets Volker,
who is carrying his fiddle on his back by a blue ribbon,

as "edler Sangesheld," and believes that Volker will once

again entertain the Burgundians as they go into battle against
the Saxons and Danes (p. 178). Then Glinther gathers his
knights around a table, calls for wine, and suggests that
each sing a s@yrt song praising that which he loves best,
After Siegmund, Glinther, Siegfried, and Hagen have sung

their quatraing in praise of the month of May, wine, heroism,
love, and braving death in battle, Volker sings of battle,
which inspires his poetry, and music, which he enjoys in
peacetime (p. 180).

In the next scene, the war having been called off,
Glinther requests a hunting song of Volker. This second song,
replete with the conventional imagery of romanticism, shows
hunting as the ideal pastime of the knight, where d;nger
beckons and rewards him with the joy of freedom under the
clear blue heaven. A stage direction indicates that Wolker
accompanies Glinther and Hagen, but he takes no part in the
hunt and never alludes to Siegfried or to his murder (p. 184).

Only in the prelude to Part III, "Chriemhildens Rache"
does Volker reappear, not as standard-bearer but as minstrel:
-after the Nibelungen have crossed the Danube, Glinther requests
a- song to cheer them up on the long trip. Hagen adds to this
ﬁhat the song may be jolly, but ought to have a gruesome
ending, whereupon Volker promises them "Alfarts Tod" (p. 263),
an appropriate choice, since this song of a heroic youth,
whose bravery leads him into death in battle, was probably
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and it is this side of Volker's:

composed by a minstrel,
- character which Hermann wishes to emphasize.

At this point, too, Hermann begins to develop the second
aspect of Volker's personality, his friendship with Hagen. It
is Hagen's prompting which governs Volker's choice of the
song he wishes to sing, and many of Volker's subsequent
actions are influenced by his relationship with Hagen. In
the night watch at the end of Act II, Volker sings his second
+ song for Hagen, whose heart is heavy on account of Siegfried's
murder. Volker chooses a song which a "Nordermann" from "Nord-
lands" icy coast has taught him, about a giantess who plays
with lions to while away the time and uproots. oak trees when
enraged. Whenever a knight comes into her desolate region,
however, she becomes a rose maiden, entices him with promises
of riches and love, only to kill him when he follows her;
finally, according to the old legend, a knight conquers her,
whereupon she turns into a wolf, howling through the forest
every midnight. At the end of the song Hagen starts, as
though awakening, and asks whether the "W5lfin" is still
howling about. Realizing, however, that midnight is past, he
rests his head upon his sword, lost in thought. Thus his
friend's song affects him, not cheering him up but making
him, if anything, even more pensive (pp. 308-09).

This mood continues into the first scene of Act III,
where Volker asks Hagen, who had hurried from the minster at
the end of Mass, why he did so. Hagen then relates to Volker
how no holy water fell on him as the priest was blessing
the congregation, and how one of Chriemhilde's ladies in
waiting took him to a niche behind the altar where Siegfried's
casket 1s displayed. This has unnerved Hagen to the extent
that Volker must remind him of his duty to his Kings, who
expect reassurance from him. This time, however, Volker does
not play a song, but strikes his shield &itp his sword, where-
upon his friend pulls himself together (pp. 310-13).

In the ensuing tournament it is Hagen's turn to follow
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Volker, who joins in the fray against Giinther's wish, since
he recognizes Etzel's brother Hornbog from their encounter
of the previous night. Volker kills Hornbog, but Etzel paci-
fies both sides and prevents further bloodshed. During the
battle in the banquet hall, Hagen sends Volker to assist
Dankwart in preventing any Huns from leaving or entering, but
as Chriemhilde is leaving under Dietrich's escort, Volker
offers to kill her. Gunther refuses permission out of fear
of Dietrich, and Volker, hearing the clash of weapons out-
side, tells Hagen that the "W5lfin" is howling.already, an
allusion to his song in the night watch (pp. 316-18). Volker
appears for the last time in Act IV, scene four, where he
joins the othér Nibelungen in refusing to surrender Hagen
to Chriemhilde (p. 347).

In this first modern full-length literary treatment
of the medieval German N1, Volker is the hero-minstrel and
vehicle for Hermann's poetic aspirations; his friendship
for Hagen, even though constant and sincere, is not the
determining aspect of his character. Neither his two songs,
nor his quatrain in Part II refer to it; these rather inter-
pret the spirit of the hefroic minstrel and, in the night
watch, the N1 itself. The "W51lfin" appears at first hearing
to refer to Briinhild, to Siegfried's conquering her, and to
her rage at this dedeption; Hagen, on the other hand, sees
the "W§lfin" as Chriemhilde, who, having been deprived of
her power through the loss of Siegfried, rages at midnight
against those responsible for his murder.153 Both ipterpre-
tations seeﬁ to be equally valid and both also seem to leave
something out; the reader is reminded at this point of the
conflicting and rather vague theories regardimg the genesis
of heroic sagd which were current when Hermann began writing
his drama (1816), and of the indistinct foreboding which
Uhland's Volker was to have expressed in the same situation,
even though it is highly unlikely that Hermann was acquainted
with Uhland's ideas.



4

. It is equally unlikely that Hermann's drama, published
in Leipzig in 1819, was known to Johafin Wilbkelm Miiller, who
published Chriemhilds Rache in Heidelberg in 1822,13% Tnig
255-pag€ trilogy tekes placé entirely in Etzelnburg (Ofen),
thus presenting a broad interpretation of the last twelve

Aventiuren. Previous events are retold in the dialogue, and
Miller added a chorus of Chriemhild's ladies in waiting, to
comment on the dction in the Greek manner.

Volker, as "Herr von Alzey, Sanger," is one of the Bur-
gundian 1eade#7?xtﬁe other two being Hagen, Herr wvon Troneg, -

"

-~ cupbearer, and Dankwart, marshal. Volkér sings two songs in
Part II, after the Burgundians have learned that they must do
battle with Riidiger: a four-line love song and a seven-line
battle song with a three-line refrain. The love song praises
the sweet face of the beloved, and Gieselher is reminded that
he will never see Sieglinde (Riidiger's daughter) again, but
Gernot, together with Dankwart, demands a "Kampflied;" thus.
is shown the other aspect of the warrior-minstrel, as he
praises the merry knights who disperse the cowardly Hunnish
dogs and drive them into the jaws of death (pp. 152-53).

Fighting is Volker's chief occupation in this drama,

and, since most of it must, for technical reasons, take ’

place off-stage, he does a good deal of talking about his

exploits, both past and future. The Burgundians are attacked

by the Huns already upon their arrival in Etzelnburg, and so

must withdraw to a safe hall within the castle complex, where

they will attempt to defend themselves. Hagen and Gunther then
~-. =.... begin to quarrel, each blaming the other Tor having caused

the trouble in which they find themselves. Volker interjects

that such internal bickering is useless, and that he for

one wants only to fight the Huns, of which they have already

killed thousands (p. 69), and among them Irnfried, the state-

ly oak of Thuringia, felled by Volker. The whole castle will,

he promises, resound from the strokes of his bow, as soon as \
‘ Etzel is able to recruit new warriors (p. 71). With the \\
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internal strife over, the Burgundians are able to turn their

~attentions, in Part II, to more pressing matters. Etzel

offers to let them all go home except Hagen, but Volker,
whose sarcasm comes here to the fore, retorts that he would
then compose a song about the honorable departure of the
Germans, were they to accept this offer (p. 155).

In Part III this sercasm comes into its own: now only
Gunther, Hagen, and Volker are still alive and well, and as
the latter surveys the situation, he observes that Gunther
is now in an ideal position for a rulef, in that he has no
unruly subjects to contradict him (p. 211). Volker consoles
the wounded Gieselher, by pointing out that he will be able
to die before the rest (p. 213), and tells Hagen, who has
once again complained that he must take all the bléme in
spite of his well-meant efforts, fhat iy/iere most unjust
indeed, in view of the fruits of his efforts, to receive such
royal ingratitude. Then, as Gunther offers Hagen the blood
of the slain warriors to drink, Volker encourages his friend
Hagen (the only time Volker uses this phrase) ‘to think of it
as mead and to enjoy his King's humane gift (p. 219). When
Gunther rebukes him for this bitter mockery, reminding him
that God still rules in heaven, Volker retorts that now'is
the time for faith, since'they can no longer act. At that
moment, flames break out, for the first half-chorus has set the
hall on fire;dVoiker advances to confront them, threatening
to fiddle them to the edge of hell, when they hurl firebrands
at him and he falls (p. 221).

Miller's Volker emerges as that member of the Burgundian
force vho sees most.clearly the causg of the catastrophe and
the guilt which they all share (F{/gz). Having recognized the
futility of mutual recriminations, he urges them as Germans
to unite against the common foe. When this common-sense
approach fails, irony takes over, and Volker, seeing that all
is lost, highlights the futility of their situation with
metaphors of kingly rule and royal service. He comments on
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the action but does not advance it: as in the N1 he can best
be understood as an 1nterpretatlon of the . Burgundians' ex-
perlence. Miller's play was rejected by contemporary, ¢ritics
as being based on unsuitable subject matter,l55 lacking in
individual characterization and exceséively wordy.lBﬁ The
latter criticism is well-founded, But as ‘to charactérization,
Gieselher and Volker do emerge as {ndividﬁals, very likely
because IMiller could deal with minor.characters more com-
fortably than with a Gunther or Hagen.

Chrlstlan Friedrich Eichhorn wrote. Chrlemhlldens Rache137
while a student of mathematics at the Universlty of Gottlngen.

138

Eichhorn's tragedy uses the médieval ‘German tradltlon ‘exclu-
sively, is shortér than either of 1ts predecessors, and like

them has never been produced. Vélker s actlon beglns during

the Senna, vhen he and Dankwart appear together (p. 62) to

report to Siegfried that Brunhilde and Chriethilde are quar—
reling. Siegfried and Hagen leave the knights' Hall, where-

they have been plannang Siegfried's coronation--Hagen is to
accompany him to the altar--and attempt to settle the dispute.
Volker remains behlnd and relates the detalls of the quarrel

to his friend Ortwein, the royal seneschal He blames Brun-

hilde for hav1ng referred]to Siegfried as Glinther's vassal

in front of Chriemhilde, which, although trud, was undlplo—
matie (p. 68). This made Chriemhilde so furious that- shé re-
lated the whole story of how Brunhilde was won for Giinther. , L
Volker does not at ‘this point comment on Chrlemhllde s bed‘ -
havior, for he is 1nterrupted,by the King's return from

.Siegfried's coronation, and does not appear again until the
night watch scene in Act V, which contains the action of
, N1 IT.

This night scene, interrupted by thunder, comets, and
the ghosts,of Slegfrled Ute and Brunhilde, dbﬁtains Just
three llneé of Volker' S song invoking peace in the bosom of
nature. The ghosts upset Hagen to the e%}ent that pe falls
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in a faint and Volker stops playing, believing him dead

(pp. 158-61). In spite of Etzel's efforts at reconciling
Chriemhilde and Hagen, Siegfried's ghost, announcing its
will through the thunder, demands revenge. Volker and Hagen
will perish too, and, as Volker explains, he had seen it all
coming; therefore he did not Jjoin in their oaths of eternal
friendship (p. 177). Hagen weeps in remorse, and exits,
leanihg on Volker's shoulder, to gird himself for the coming
battles. Riidiger and Gernot fight, each receiving a mortal
wound from the other, whereupon Hagen and Volker carry both
heroes outside the hail, where Volker reproaches Chriemhilde
and curses her unjust revenge (p. 188). He refuses to hand
Riidiger's body over to Hildebrand, who kills him in the en-
suing combat, avenging Siegestab's death.

Gpedeke calls this drama "eine Ausgeburt tqllster
Jugendverirrung,"l59 and Karl Rehorn terms it overdone
romantidism.14o Iﬁdeed, when we see the Burgundians;. except
for Dankwart and Volker, behaving like sentimental young
romantics, we can understand their dislike. Dankwart has
fewer lines than Volker, and this neglect may well have saved
him, Volker, too, speaks relatively little: he relates the
Senna, encourages Hagen to pull himself together, and re-
proaches both Brunhilde's arrogance and Chriemhilde's xe~_
venge. When Volker does speak, however, ﬁe appearS‘t?iéi?é
Eichhorn's own interpretation:of the causes behind the catas-
trophe.

August Zarnack's Siegfrieds Tod141 deals, as the title
indicates, with N1 I, and, since the action begins with the
return of Siegfried and Kriemhild to Worms at Gunther's in-
vitation, Zarnack has had to invent a Volker role in order
to have him on stage at all, giving him some of th# lines,
which, in the N1, are spoken by unidentified persons. Volker
appears to live at court, for Gunther terms him a pillar of
his realm (p. 8), and appears on stage only after the Senna.
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He seems to agree with the plot to kill Siegfried, since he ,
asks only how to accomplish it, since Siegfried is invulner- ’
able and a mighty waxgpior (p. 67).

Volker accompanies the Burgundians on the hunt iﬁ'the
Odenwald, where he reproaches Siegfried for taking so much
game that nothing will be left for the others (p. 120). After
Siegfried's death, it is Volker who suggests they say that
robbers had killed him (p. 127). While the rest are laying
Siegfried on his shield, a hermit enters, looking for Sieg—[\\//
fried. When Volker tells him that the King is already dead,
he asks who gave the fatal stroke. Volker replies that a
robber, hidden in the underbrush, killed him with a spear;
thus Volker becomes not only the inventor of this tale, but
also the first of the Burgundians, to tell it to the "outside
world." ‘

In a few strokes, Zarnack has cregfed a loyal vassal,
who is ready to stand by his lord and even to represent him
and his actions to the world. Volker does not question the
right or wrong of Siegfried's murder, but, once it has been
decided, carries 1t off as his lords wished. There is, how-
ever, a subtle irony in what he tells the hermit, for he
describes the murder as having been committed by a cowardly
thief, but the other detail, the spear, describes Hagen's
method of killing Siegfried accurately. The interpretation
suggests itself that Volker is at the same time passing
Jjudgment on the act, without betraying the perpetrators.

The year 1828 saw the first dramatization of the N1 to be
produced on the stage. Ernst Raupath's Nibelungen—Hort142 KJ
was first staged in Berlin on’ 9 January and in Vienna on

29 December.t*? It was in a production of this drama in
1847, that Hebbel saw his future wife as Chriemhild, and the
inadequacies of the play, together with the excellent per-
formance of Christine Enghaus, inspired him to write his own
drematization of the N1.1#% "
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Raupach's "Vorspiel" dramatizes the Lied vom hiirnen
Sexfried}45 in whigauphriemhild is kidnapped by a dragon
and rescued by Siegfriéﬁ. Although Volker does not appear
in_the original work, Raupach has introduced him into dﬁnther‘s
retinue as they welcome Chriemhild and her rescuer. When

Siegfried asks for Chriemhild's hand in marriage as his re-

ward, Hagen protests that this reward would be too great,

but Volker approves of the request. Siegfried offers to

help Ginther win Brunhild, whereupon Glinther too agrees to
his request and commissions Volker to accompany Chriemhild to
Worms (pp. 25-27).

Act II contains the Senna: after Brunhild has been
humiliated by Chriemhild, Hagen sends Dankwart to fetch
Gunther, leaving Hagen, Brunhild, and Volker alone on stage.
To Volker's premonition of gatheriné’storm clouds, Brunhild
answers that the Valkyries are riding through the heavens
crying for blood (p. 80). Volker is also present as the Kings,
ﬁagen, and Brunhild debate whether to accept Siegfried's
oath thHat he has never slandered Brunhild. Volker and Dank-
wart are willing to accept it, because, as Volker points out,
an oath is sacred and the King is above having to consider
public opinion (p. 88). Hagen points out, however, that
Volker, who is merely a "Spielmann" in Ginther's employ,
cannot see things as clearly as he, the King's vassal, who
realizes the importance of preserving the honor of the King,
may it cost what it will. Over Volker's protest they decide
to kill Saiegfried.

In Act III the murder takes place: Volker reproaches
Hagen with "O Freund! welch arges Werk hast Du vollbracht!™
(p. 118); Hagen explains that he had to sacrifice his honor
for the sake of his King, to which Volker answers: "O wohl
dem freien Manne!" and launches into an i1mpassioned eulogy
of Siegfried, condemning his murder, then weaving a wreath
of furze, placing it on Siegfried's head and brom151ng him
immortality in the heaxrts and songs of coming generations.
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N1 II is retold in Acts IV and V. At Etzel's wedding
feast (pp. 151-55) Volker sings a song warning Giinther of
betrayal, which appeals neither to Etzel nor to Giinther; to
their objections Volker points out that they must not dispute
with the "Sdnger," for it is he who will interpret their

- reputations to posterity (p. 154). Just before the Huns at-

tack, Hagen advises that Gunther and his men flee from Etzel's
camp; Glinther is unwilling, as such suspicion could insult
Etzel. Volker agrees, ard adds that in any case they should
let the Huns make the first move, for, should they violate
the laws of hospitality, then God will be on the side of the
%uréﬂhﬂianﬁ. When the attack comes, Volker joins forces with
Hagen and Glinther, even though the latter offers: "O edler
Spielmann, sondre Dich von uns! / Du hast nicht Theil an
dieser argen Nacht" (p. 163). Honor and morality, however,
impel Volker to stand by his'friend,’and together they guard
the door while the others arm themselves. Glinther refuses to
surrender Hagen to Etzel and Blddel, as his life would be
nothing without his faithful fﬂiend; this is Volker's cue to
give a flowery speech on the value of "Treue," the basis of
human existence, happiness, and prosperity (p. 167). Loyalty
is likewise the theme of Volker's last speech, before he is
killed off-stage. Thus his development is completed, and
loyalty emerges as its culmination, as well as being the
cause of his downfall.

As Raupach's play is the best-structured of those we
have encountered, so too is his Volker the most clearly
delineated. Although he disagrees with Hagen throughout most
of the play, in sharp contrast to the Volker of the N1, and
although he even seems to make nothing of Hagen's concept of
honor, yet loyalty and "Sitte" tp. 16%) prompt him to remain
faithful to his King and his friend. Of interest too, for
the later development of the Volker traditjion in the nine-
teenth and twentieth centuries, is the stétement that the
"Singer" is the custodian of the King's fame,
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The lyric poet August Kopisch disappoints the reader
who expects a song from Volker. In Chrimhild,146 which
begins with the arrival of the Burgundians in Etzelnburg,
the night watch is retold by two Hunnish nobles, who mention
Volker's mockery, but not his music (p. 104). Volker is
Hagen's comrade, whom Chrimhild describes as "der herzlose,
Gletscher-Eis" (p. 85); this is not entirely true, for when
Volker reminds Hagen that Gunther had not wished Siegfried's
death, for "weit mehr / Als er begehrte, thatet ungeheifBen
ihr," he points out that the King had wept as Siegfried fell.

The rest of Volker's role follows the Nl1: before the
confrontation with Chrimhild he promises to stand by Hagen,
he urges him to rise as she approaches, and speaks his
proverb about the value of friendship after Chrimhild has
revealed her hostility (pp. 93%-98). During the battle in
the bangquet hall he guards the door with Dankwart and then
fights furiously (pp. 118-20). He mocks the Amelungs, who
refuse to fight because Dietrich-has forbidden it (p. 162).
Volker recognizes that Riideger is not coming as a friend,
and, like Hagen, does not fight Riideger, but asks him to
tell Gotelind how honorably he ware her golden armbands
(pp. 165-69).

Volker is Hagen's comrade-in-arms, who appears to
disapprove of Siegfried's murder, but nonetheless stands
by his friend. Perhaps Kopisch, a poet himself, did not
wish to depict a poet in the role of Burgundian hero and
friend of Hagen, since his sympathies are clearly with
Chrimhild. Volker's objection to the murder is, however, "
significant: he does not say that it was wrong, but rather
that the King did not orgdexr it; Volker's loyalty is primarily
to Gunther. ’

Nine years later, Christian Wurm published Siegfrieds
T0d,*™’ calling it a romantic tragedy. Like Zarnack's Sieg-
fried drama, it too has an invented role for a Volker figure;
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here he is a messenger and servant, who occasionally indulges-

in mild buffoonery with Ortewein, the seneschal, and Rumolt,
the cook. From the vantage point of the servants' hall they
observe the action and comment on it. In this capacity Volker
announces Siegfried's arrival in Burgundy, and, after the

opening interview, in which Siegfried had offered to fight

Glinther or his champion for the crown of Burgundy-Niederland,
Ginther asks his men what they think of the new guest. Volker
answers: "Ein grader Mann, / Der's besser meint mit andern,
als mit sich" (p. 20). This statement certainly cannot be
based on what has gone on up to now; perhaps Wurm had the

forthcoming trip to Isenland in mind.

Later, after the Saxon messengers have brought the
declaration of war from their King, Volker re-enters with the
news that Siegfried, heving heard of Chriemhilde's famous
beauty, had come to Burgundy lboking for a wife. Volker had
been drinking with Siegfried's men, and heard them speak of
the union as though it were a foregone conclusion. Glinther, pre-
occupied by the coming war, receives this news absent—mindedlf,
and chides Volker for his extravagant praiée of Chriemhilde,
telling him he is not in the mood for poetry. Volker persists,
however, since he is merely repeating what the guests were
saying; Glinther takes the matter under advisement (pp. 36-38).

Volker seems to have accompanied the Burgundians to the
Saxon war, as indicated by his leading the captured Ludeger |
and Liidegast to their freedom, which had been granted at
Siegfried's request. Volker does not approve of this gener-
osity, however, for he does not like to see something given
up which cost him a great deal of trouble to get (p. 61). :
Nevertheless, when Rumolt later criticizes Siegfried for not
demanding a large dowry in return for his help against the
Saxons, Volker will hear none of it. Far be it from him to
finfl fault with Siegfried, for "Er ist ein Herr, der Seines-
gleichen nicht / Im vielgelobten deutschen Lande hat" (p. 62).
Rumolt answers: "Mit Freuden stimm' ich in dieB Lied mit ein,"
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a second reference to Volker's minstrelsy. The rest of the con-
versation is devoted to praise of Siegfried and Chriemhilde,
and how the town is celebrating their wedding. Rumolt advises
Volker to enjoy himself today; "morgen seyd ihr wieder kalt,"
giving the impression that Volker is not very well-off (p. 63).
He and Rumolt exit upon the arrival of Siegfried ahd Glnther,
who now wishes to court Brunhilde.

After the successful trip to Isenland, Siegfried, re-
turning in advance of the rest, inquires of Volker how things
have been going since they were away. He answers that it was
like winter, and "Das Leben war vom Leben ein Geripp, / Seit
in der Ferne waren unsre Herrn" (p. 85), thus demonstrating .
‘his loyalty to the royal house. The next scene contains a
discussion between Volker and Ortewein of the beauty of ’
Brunhilde compared to Chriemhilde. It develops that Ortewein
is skeptical about the new Queen and her beauty, preferring
that to which he is accustomed, namely Chriemhilde. Volker,
on the other hand, desires novelty and is -anxious to see
ABrunhi}de, about whom he has heard so much, for, although
he would like for himself a wife as lovely as Chriemhilde,
yet at court there must always be something new going on,
to give the people something to see and talk about (p. 89).
Later, however, Volker finds Brunhilde to0 haughty as com-
pared to the more modest Chriemhilde, a bremonition of the
coming disaster, for which Wurm, like Eichhorn, blames
Brunhilde.

During the hunt on which Siegfried is killed, -Volker,
.Rumolt, Sindolt, and Ortewein are in the hut which sefves
" as a field kitchen. Volker and Sindolt discuss the situation
in Worms: Sindolt coﬁplains that Brunhilde has introduced
a more elaborate court etiquette, so that all is not as in-
formal as in former times; Volker agrees that one mué% bow
lower now, adding that that is the purpose of the vertebrae
(p. 167); he does feel more at ease, to be sure, when the
women are not present, particularly since Glinther is in bad
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humor nowadays, which inhibits Volker's singing (p. 168).
Sindolt attributes the trouble to the fact that Brunhilde
and Chriemhilde do not get on (p. 169), which Volker has
also noticed, but in this quarrel he refuses to take sides,
Evidently he knows nothing of how Brunhilde was won for
Giinther, and has only indistinct knowledge of the Senna.
Sindolt objects strongly to the fact that the Queen is .
mixing in affalrs of state, as that is men's work, but

‘Volker is happy as long as he has his food and drink and

can mind his own business (p. 170).

Wurm's Volker figure is the most Biedermeier minstrel
we shall meet. He is, to be sure, a poet and musician, yet
his character is that of the typical middle-class German
citizen, with his desire for novelty and entertainment
coupled with a reluctance to involve himself in political
issues. Wurm himself was a German teacher, who taught in

Nirnberg from 1823 to 1835, and in Hof from 1835 to 1849,

He wrote a commentary to (Goethe's "West-Ostlicher Divan,"
and worked toward a reform of the Bavarian school system in
the direction of increased emphasis on the study of German
and ‘less on Latin stylistiépf.148 In the Frankfurt National
Assembly, Wurm was a member of the radical left wing,l49
demandiné immediate unification of Germany. Although he made
no sécret of his aversion to "demgpcratic excesses,"l5o he

was imprisoned for some time on account of his political
activities. In 1849 he was barred forever from teaching in
Bavaria. He retired to Munich, where he published -articles
attacking inadecuacies which he had found in Grimm's Deutsches

Worterbuch., It is clear that Wurm was anything but a placid

philistine: his Volker figure emerges as a parody of this
type of citizen, by which Wurm saw himself surrounded. Volker's
loyalty to the crown probably reflects Wurm's view, as he
was an ardent German patr}ot, but Volker's other attitudes
mist be interprete a patirical description of contem-
porary society, which #7) the author's opinion bowed lower
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than it ought, particularly before arbitrary authority such
as the Metternich regime.

Friedrich Theodor Vischer believed that the Nibelungen
sag&gﬁas best suited for an opera.151 He groups Volker to-
gether with Hagen and Ridiger as an example of comradely
unity, Volker being the honest comrade-in-arms, while Hagen
and Ridiger are the faithful vassals (p. 409).. Volker's great
scene would be the night watch, with appropriate music for the
Burgundians; then, as the Huns stealthily approach, the faith- ,
ful guardians drive them off (p. #427). As day breaks, Hagen
and Volker sit down to rest on a bench in front of the hall.
They renew their oath, never to desert each other. As they
hear approaching voices, Volker would awaken the others, but
Hagen will not allow it. Chriemhilde appears, as in the N1,
and Volker urges Hagen to rise, but he refuses. Hagen admits
his guilt, but the Huns are afraid to attack the two heroes
(p. 428). This scene, and the note that Hagen and Volker
avoid fighting Ridiger (p. 43%2), are the only references to

— ¥olker in Vischer's outline. He is the good comrade and
noble minstrel, the loyal companion to the loyal vassal,’
Hagen.

e

2, ‘The retellings in prose

Ba3ler Pfarrius Vilmar

The years 1843-1845 produced three retellings of the
Nibelungen saga in prose. They were not meght to be works
of literary art, and like their numerous successors were

"probably intended to be read by young people who would not
be able to read the MHG original and would find it difficult
to follow the verse translations of Friedrich Heinrich von
der Hagen,l52 Joseph von Hinsberg,l55 or Karl Simrock,154
to name the three most popular of the day.155 I our study
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of these retellings, we will concentrate on the additions

to or omissions from the Volker figure of the Nl.

The first retelling which is not ‘& direct translation
into prose, 1is that of Ferdinand BéBler.156 The author re-
tells N1 II, so that Volker is not called "von Alzey." \
Otherwise, every major reference to Volker is included
except N1 2016, in which Volker kills the margrave while
he is trying to help his wounded kinsman who has Jjust been
thrown from the hall. This "ignoble act" of Volker's is
rarely included in the prose versions, very likely because

it was deemed unedifying to the intended audience.

In the following year an0¢her prose version of the same

157

material appeared: Chriemhildens Rache by Gustav Pfarrius.

He introduces Volker as "Volker, der kihne Spielmann, also
genannt, weil er fiedeln konnte und fechten mit gleicher
Meisterschaft, Herr von Alzei und Bannertriger des Heeres"
(p. 9). When Chriemhilde and Rudiger depart for Etzel's court,
all of the Burgundian nobles accompany them, except grim
Hagen and the bold minstrel Volker, the inseparable friends
(p. 20).

Pfarrius leaves out the following: Volker's concern
about the retinue after the fight with Gelfrat; his reproach
to the Huns before the night watch; his killing the Hun who
attempts to leave the hall with Dietrich; Hagen's and
Gunthen's praise during the fight; his killing the margrave
and driving the Huns away with the spear. His reproach to
Chriemhilde after the fight with Ridiger is also much milder:
he merely tells her to look and see how Riidiger and his men
kept their word. ~~

August Vilmar's Geschichte der deutschen National-
158

literatur
entire N1, in which Volker enters the action only when the

contains an extended prose account of the
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"Dienstmannen" are summoned for the journey to Hunnenland.
He is described as a "Held . . . der kiihne, frohliche Volker
von Alzei, ein Spielmann" (p. 95). To the scene "how they
did not rise before the Queen," Vilmar adds the detail that
the Huns do not dare to attack the\two Germsn heroes. The
night watch does not give us a Volker song, but some im-
paésioned prose in praise of the Burgundian heroes, their
love of battle, their courage, and their loyalty (Treue,
emphasized in the text, p. 103). |

The only omissions are Volker's killing the margrave
as he attempts to assist his wounded relative and Volker's
reproach to Kriemhild, which we have already seen moderated
by Pférrius. Vilmar's use of the N1 in the development of
a German ideology exemplifies the classic attitude of the
Germanisteﬁ in the nineteenth and twentieth centuries: he
is less interested in teaching literature than in developing
"patriotism and the heroic virtues of bravery and fidelity
which were to be placed in the service of a national state.

Y
3, Summary

! We have examined twelve Volker figures taken from the
Years 1819-1845, and seen that the poets of the nineteenth
century adapted the minstrel figure to their own purposes,
just as did the German and Scandinavian poets of the Middle
Ages. lMiiller and Zarnack do not present him as Hagen's faith-
ful comrade, and Zhrnack does not even present him as a-
minstrel; Wurm alludes to his music and poetry, but pnly

by the way, it is not am essential part of his persbnality.
These twelve authors have somethiﬁg“in common, however,
which gives a clue to the significance of the Volkér figure,
which, even though unessential to the action, was deemed
necessary, even %o Zarnéck,and Wurm, who did not find him

in the basis for their d?amés. With the exception of Hermann,
and perhaps of Pfarriﬁs‘and BdBler, these authors were also

<2

[l
-




—75..
q

teachers. Miller taught secondary school in Landsu in the
Palatinate;l59 Eichhorn taught mathemetics in GSttingen and

mechanics in Hannover;leo Zarnack directed a school for

161 Raupdch tauzht in St. Petersburg,162

164

orphans in Potsdam;

Kopisch in Berlin;lG5 Wurm in Nirnberg and Hof; Vischer

and Uhlandl65 166
Hermann lived ss a private scholar in Vienna and

in Tibingen; Vilmar in Marburg.

Breslau;ls? his introduction to his trilogy states his
purpose in writing it: he wishes to lead the German people,
who have lost contact with their roots, back to the "Teuto-
nischen Urbrunnen 5 . . auf dafl sie sich erlabe und erstérke."l68
His efforts are particularly directed towards the German

youth: "wird ihr nicht dieser Gesang, wie Jjener des Homers,

schon am Eingang des Bildungspfades gleichsam als Willkigg

n? "

Hermann would like to re-embody the German national epic in

und als geistig starkender Labetrunk entgegengetrage

the drans, or at least see this accomplished, should his own
creative powers fail him., He does not have excessively high
hopes regarding the reception of his own efforts: "gern be-
scheide ich mich, wird mir ein Dank, mit dem siiRen Lohn des

n170 Hermann wants the old sagas to serve as

Minnesingers.
an example and an inspiration to the German youth, and sees
himself in the role of minnesinger, whom he probably equated
with the minstrel. At the beginning of the literary adapta-
tions of the N1, therefore, this didactic, propagandistic
purpose 1s stated. Fouqué's Held des Nordens as well, which
was published in 1808171

being based on the Eddas, was intended to inspire enthusiasm
172

but does not contain a Volker figure,
for the Wars of Liberation. This purpose was nothing-less
than to glorify the "Germanic virtues" and by so doing to
develop among the youth a sense of pride in their heritage,
and a rejection of foreign culture. To this end the Nl was
ideally suited, for unlike the courtly epics of Hartmann

and Wolfram, it was based on Germanic tradition and not on

foreign sources.



“r

.,

“tification: in the winter of 1803-1804 August Wilhelm Schlegel
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G
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Hermann's purpose, therefore, in writing his trilogy

is to transmit the Germanic tradition, and the national
values which he believed it embodied, to his own and to
Auture génerations. The Germanisten of his day believed and
taught that this functlon namely transmitting the sagas in
the form of heroic song frbﬂ generation to generation, was
performed by the "Sanger" the Germanic minstrel, whom they
saw represented in Volker von Alzey. Wilhelm Grimm wrote in
1808, that among the Teutonic peoples the, "Singer" comprised
a special class, devoted to the preservation of the old songs:
they were not the poets, for Grimm believed that theée songs
came into being through the collective activity of the "Volk,"
but that theixwere especially capable of singing them.173
He goes on to state explicitly: "Ein solch edler Spielmann
war Volker von Elsass . . ., und wo ist wohl schoner die Macht

er Poesie an%gwendet worden, als wie er seine Freunde nach
dem groflen Verderben in den Schlaf "singt und den Schmerz in
Gesang mildert."174 Grimm has identified Volker "ein edel
spilman" with the "S&anger" of the V6lkérwanderung his in-
fluence on the v1ews of the later students-of Germanic phi-
lology can hardly be underestimated.
Grimm was not the only .philologist who made this iden-

read a lecture on the N1 in Berlin, in which he states that
the Teutonic princes had "epische Sanger" residing at their
courts, and "adduces as proof of this the figure of Volker, whom
he compares with Achilles, in respect to musical talent.l'75
Schlegel also calls for a renewal of German national mythology
in the form of individual dramas, based on parts of the tra—
d1t10n.l76 »

For Grimm, the "Singer" was not a poet; for Schlegel,
however, He was, since Schlegel saw the songs as being com-
posed by 1nd1v1duals, Pot by Grimm's coﬁlectlve.l77 This con-
troversy occupled the attention of the German scholars during

the first third of the nineteenth centuryl78 and ‘was flna}ly
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resolved by Uhland, who, in his lectures at Tiibingen in
1830-18%1, stated that the "Volkspoesie," can only be trans-
mitted by individuals, even though it gives, in its totality,
a picture of the creative activity of the people: The origi-
nators, "Urheber," ofitheése gsongs are unknown, while those
whose names we know do not disturb the uniformity of the
poe%lc whole, since they are at work on the common structure
which is never finally completed. 179 Although Uhland does not
mention Volker explicitly in this context, it is possible that
the figure of the Burgundian minstrel occurred to Uhland's
audience. .

With these ideas curyent among the scholars of the day, . |
- it is more likely that their pupils, among whom we number ' |
our authors, were influenced by them. In this way they did
in fact establish.; continuity of tradition which .was trans-
mitteg from the professo}s and;ﬁeachers to their pupils, who
in turn became the teachers and professors of the next gener-
ation, Since the-authors of the Nibelungen works saw them-
selves as the sudécessors to the Teutonic minstrels, it is
understandable that they found the Volker figure particularly
appealing, and desired to include him in their works even
though It became necessary to invent lings and action for
him. Thus Uhland states that Volker's spirit will carry the
tale of the Nibelungen over the earth; thus Hermann glves
Volker two songs, one an interpretation of the tradltlon
and makes ham into Hagen's copfidant to an extent which is
foreign to the N1; thus Miller has him remind the Burgundians
that they are Germans, and must oppose the common foe; thus
Zargaék makes him into an official spokesman for the Bur-
gundian Kings. J : f A

We see a commbn denominator to these and the other
Volker figures emerging: when in Eichhorn and Wurm, Volker
blames Brunhild for the Senna, when in Kopisch and Raupach, *
he expresses disapproval of Siegfried's murder, when in "
Miller and Wurm, he calls the Burgundians Germans, fe seem

1



-78-

A
'

to hear the authors themselves speaking. In these examples
and those cited above, Volker speaks for the author, giving
the author's iﬁterpretation of the action. We have seen this
clearly in Wurm, whose Volker is a satire on the burgher of
his day, and in Vilmar, whose description of Volgér accen-—
tuates his loyalty to the monarchy and his identification
with the German nation.

Vilmar was a conservative deputy in the Hessian parlia-
ment; Wurm and Vischer were deputies to the National Assembly,
otherwise we know nothing of the political views of the au-
thors, ané)the evamnples mentioned are the only signs of .a,
national awareness on their*part. When Volker speaks dis-
paragingly of the Huns, as he does in Hermann (pp. 301,305,
3207) and Miller (p. 153), the author is merely enlarging on
the N1, and it is more significant that these are the only
instances of it. The authors of the Restoration period in -~
Germany seem, like much of the rest of the nation, to have
been apolitical in their outlook.180 However, the awareness
that the Nl was Germany's national epic, and that its heroes
embodied the qualities of strength, courage, and loyalty,’
never left the minds of those who tried to popularize the
N1 through their literary efforts. '

Furthermore there is an aspect of the Volker figure
which bears the see"bf a poli¥ica1 attitude, and that is
his relationship te the centers of power,.specifically Gunther,
Siegfried, and Hagen. Volker's "Treue," his loyalty to his
King, runs through all of the works discussed thus far. The
retellings emphasize this, while suppressing the darker side
of Volker's charalter; Kopisch seems to reproach Hagen for:
overstepping his bounds, for taking an undue liberty, and
does so through Volker. Eichhorn aﬁd Raupach see Volker as
drawn to the source of power, to Siegfried while he is alive,
but in admiré@ion, not in disloyalty to Gunther or Hagen, for
vhen Gunther“tf}es to dismiss Volker from their midst and
save him from t?e coming doom, the heroic minstrel refuses
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=8 to go. When Hermann mekes Volker into Hagen's confidant,
when Zarnack uses him for Gunther's spokesman, and when
Bifller invents a scene in his retelling to emphasize his ®

close relationship to Gunther-and Hagen, we see the poet-min-

strel in a new light: the .poet stands in a relationship of
subordlnate cooperation w1th the powers that be. And since
Volker speaks for the authors of the works in 1nterpret1£é47 B
the acti,ﬁ of the story, it is probable that he reflects their
attitude towards authority as well. Thus the Volker figure

has found his role in the ideological interpretation of the

ML, ‘



ITI. 1849-1888
1. The dramas

Osterwald Hebbel Wilbrandt

Glaser ) Duboc Prott
Gerber Hoséps Veihel-Miller -
Geibel Arnd Siegert

Dahn N
~Wilhelm Osterwald's Ridiger von Bechlarenlal commences

with the arrival of the Burgundians at Riidiger's castle, and
focus;s on the conflict between friendship‘and the vassal's
duty, as reflegted irf the hero, and on the love between
Giselher and Riidiger's daughter, whom Osterwald calls Diot-
linde. The "edle Markgraf" welcomes the three Burgundian
Kings and then Volker, as "ritterlicher Spielmann" (p. 17).
He sings his first song at Giselher's request to bridge the
embarrassment caused by Diotlinde's fainting at the‘sight

of Hagen; the theme of gathering roses in summer before the
cold winds wither them is couched in the meter of the folk
song and appropriate to Giselher and Diotlinde, who are al-
ready attracted to each other, although Volker disclaims
having had the two in mind (pp.n24—26). This leads to Hagen's
observations on the nature of the minstrel: that no matter
how accurately their songs apply to the immediate situation,
they never realize the truth in what they sing. (Hagen con-
sistently refers to hig friend as "Sdnger," not "Spielmypn.")
On the next morning, when Volkey complains of having slept
poorly, Hégeﬂ attributes this to his "Sidngerschwarmereien"
which lead to nothing but sleepless nights -(p. 31). These
faﬁtasieg must have their positive side however, for in shite
of Dietrich's warnings, Volker feel% as happy in Etzelnbﬁfg
as though he were out on a boyish prank (p. 52). Hagen also .
attribumeé this to his minstrelsyuﬁfor "Sanger" become intox-

/
4 ~
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icated on their own thoughts, and laugh where they ought to
Ccry.

After these commentaries, elucidating the nature of
the minstrel as prophet and entertainer, Volker sings for
the second time. In the night watch, he apostrophizes night
in two eight-line stanzas, night which Banishes foreboding
throqgh sleep and dreams and as death in life and 1life in
death, ushers in the new day (pp. 76-77). His song is inter-
rupted by the approach of a band of Huns, whom Hagen and
Volker drive off with threats and insults. Volker calls
them cowardly dogs and has already shown his contempt ' for
them as "die braune Brut des Siidens" (p. 50) and "langweiliges
Geschlecht" (p. 59). Now, with "Die Hunnen, Freund, sind
feige, schwache Knechte," Volker states that the Huns are not
only different Yin appearance but also in manly qualities
from the Burgungians. Hagen adds’that the Huns and the Ger-
mans will never get along together, for ancient hatred between
{these tribes will lead to bloodshed whenever the two meet,
and that the Huns, by virtue of their greater numbers, could
even overcome Hagen in the end (pp. 74-75).

Volker replies that as long as he is alive, Hagen will
never die alone. At times his courage even exceeds Hagen's,
for when the latter alludes to the bitter end of their Jour-
ney, Volker replies that the end does not concern him, for
it can only be that which awaits everyone (p. 18). After the
first song, Volker recalls the theme of the N1 in remarking
there is no joy without sgrrow but adds that no sorrow is
entirely devoid of joy (p. 25), while to Hagen he promises
loyalty "In Tod und Leben, Zeit und Ewigkeit" (p. 51).

Osterwald has drawn his Volker according to contemporary
philology, giving a deeper insight into the bsychology of
the heroic minstrel than previous authors' havgNdone. Volker
is also a vehlcle for his poetic aspirati n*Y/whlch other-
wise found’ expression 1n six volumes of pakriotic and relig-

182

ious poetry, and eight volumes of short st ries, as well
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as for his dislike of things foreign, as seen in Volker's
attitude toward the Huns. Volker's loyalty to Hagen is aiso
given more impassioned expression than was the case with
the authors of the previous era. '

\

Adolf Glésér Qpblished Kriemhildens Rache under the
183
A

acts dramatize “the entire N1: the prelude and the first three

pseudonym Reinald Reimar in 1853. "Vorspiel" and five
acts take place in YWorms, the last two at Etzel's court in
Vienna. In a dispute over Siegfried's murder between Hagen
and Volker (pp. 67-71), Glaser develops the theme of duty
versus inclination. To-Hagen's statement, that he had simply
done his duty in killing Siegfried, Volker asks whether mur-
detr is part of duty. Hagen's reply is that obedience belongs
to duty, and Brunhilde is the wife of his lord. Volker then
asks whether one's own will counts for nothing, to which
Hagen answers that, as "Hochmut" is the source of all evil,
so it is destructive to follow one's own will; the force of
obedience is salutary: it is the mother of every virtue, and
her fairest daughter is "Treue." He calls obedience thé staff
with which we conquer®our willfulness, the touchstone of our
inner strength. When Volker objects that even the horse is
‘obedient, Hagen explains that the dignity of man lies in his
consciously applying the reins to his passiond, in cbnguering
willfulness by his own will, and thus choosing between good
and evil. The prudent man chooses his own limits, knowing

- that only by so doing can he define himself and develop
effectively.

To this, Volker counters that we do follow our own will
after all, and the prudent more than others: Hagen's reply,
which ends this discussion, is, that he had acted according
to traditional norms, and "Bestehendes zu nehmen, wie e$ ist; /
Ist kliiger, als ein neues Feld zu baun" (p. 70). We are still
our own masters, even when we choése to be loyal vassals, for
if we follow our own driYes, wi/iradually lose our identity.
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Everyone is bound by family, by position, by custom, and
morality, and while nothing stops us from having our own
feelings, yet we must submit to the duty which we respect
most highly. Hagen feels sorry for Siegfried, doubly sorry
as a women's quarrel led to his death, yet through his death
he had to atone for Kriemhilde's guilt.

At this point we must ask who is speaking for the au-
thor, is Glaser on the side of the loyal vassal or the val-

iant minstrel? The answer is contained in Act IV, scene three:

Volker and Hagen are in the courtyard of Etzel's castle;
Vélker tries unsuccessfully to convince Hagen that his fore-
bodings are unjustified, that Kriemhilde cannot possibly be
planning vengeance for something which happened so long ago:
"So tiefe Leidenschaft hegt nie ein Weib!" (p. 91). After
more discussion in the szme vein, Kriemhilde approaches,

‘and after the confrontatlon Volker must admit: "Fihrwahr,

nun glaub ich qelbst was ihr gesagt" (p. 26). Volker then
swears loyalty to Hagen, even though his hand, which coaxed
sweet music from the fiddle must now wield the sword to
show its worth (p. 98).

Volker's role is to learn from Hagen the lessons which
a man needs to learn. The author, who at the time was a

twenty-three-year old student,184

appears %o be speaking to
himself through Hagen's speeches to Volker, who finally
achicves self-realization under Hagen's guidance. The youth-
ful, inexperienced minstrel needs the tutelage of the wiser
more mature Hagen, who, for his part, states that he can now
die happily, knowing ‘that "“ein treues\Herz" is standing at

his side. The minstrel has developed into the loyal partner.

E. Gerber's opera, Die Nibelungen, was produced the

following year in Wgjmar, on 22 January 1854.185 The opera

tells the story of the N1 from Gunther's arrival in Isenstein
to the end as in the Nl; Gunther and VolkKer are tenors, Dank-
wart and Siegfried bgritones, and Hagen is a bass; "Ehre".and

¢ <




N

4

-84

"Preue," determine the actions of the characters. Josef

Stammhammer186

disliked the opera, and it does suffer from
comparison to Wagner, not only in respect to Siegfried's
role: "Schon in der Jugend ersten Tagen, hab' einen Drachen
1ch erschlagen" (p. 19), but in the gemeral quality of the
work. Volker takes part in the journey to Isenland, which
occupies Act I; in the finale a sextet gives the reactions
of all concerned to the contest. Brunhild and Gunther are
enjoying "des Gliickes hdchstes Pfand," Volker and Dankwart
rejoice at the successful outcome, but Hagen does not trust
the whole business. His lines point out that the contest was
won by magic, that its success quends on Siegfried's silence,
and that come what ﬁay, his loyalty will protect the King
(p. 48).

In Act II, Brunhild 1s welcomed in Worms, and then she
requests a song from the "edler Spielmann, Herr Volker von
Alzei" (p. 51). He obliges with praise of Germany, her land-
scape, her castles, her vineyards, and the fidelity of her
women: "O dreimal Heil den keuschen Schonen, umschlingt sie
zarter Anmuth Band; so preist mein Lied in stolzen Tdnen
der deutschen Frauen Heimathland" (p. 53). Immediately fol-
lowing this aria, the Queens quarrel; Volker, Dankwart, and
Hagen sing: "Des Konigs Ehre ist verletzt, flir sie wird
alles eingesetzt,” and even after Siegfried's oath, the
three vassals realize that the harmony at court is ended
and discord reigns in Worms (pp. 78-80).

Volker does not appear on the sceéne again until the
arrival of the Burgundians at Etzel's court. Volker, Gunther,
Dankwart; and Hagen sing that they have traveled "im Treu-
vereln" from the German Rhine to distant Hungary at Chriem-
hilde's invitatsion: "Wir kamen hier in Frieden, der sei auch
Euch baschiedén. Denn deutsche Treue, deutsches Wort, das ist
der Nibelungen Hort" (p. 136). Etzel, however, has other
plans and demands atonement for Chriemhilde's suffering,
which the Burgundians refuse, and Chriemhilde's revenge

)



_85- oy

takes its course. Act IV ends with Volker's aria: "Aus diesem
Saal soil keiner uns vertreiben" and the oath never to desert
Hagen; their resistance shall be "ein Denkmal deutscher Treue"
(p. 157). At the beginning of Act V, Volker, Gunther, Dankwart,
and Hagen sing: "Ehre, hdchstes Gut, leuchte Du voran! Stzhle
Kraft und Muth!" (p. 158) thus summing up the themes of the
6pera. Volker sounds the patriotic note, in praise of all
things German, and emphasizes the necessity of loyalty to each
other in the common cause.

In 1857 Emmamuel Geibel published Brunhild 8’ which
was, however, not staged until 1861.188 Hagen and Volker
are Gunther's "Dienstmannen,” with Volker in a distinctly
minor role. In the opening scene he directs the servants,
who are cleaning up after Gunther's and Siégfried's wedding

feast. Hagen expresses his dislike. of Siegfried, who is )

ecllipsing Gunther by his splendfr, as Volker recounts his

impressions from the banquet of] the previous day. While

Siegfried and Kriemhild seémed happy, Gunther had appeared

nervous and Brunhild aloof. Hagen substantiates this obser-

vation aﬂd both agree that it bodes T for the future of

Burgunéy. At Volker's request, Hagen then gives an account

of the trip to Isenstein; how Gunther left his helmet closed

during and after the contest with Brunhild, while Si1egfried

was away bear hunting. Volker-does not like Brunhild: he

calls her a "Miannin" and a "Hiinenweib" (p. 6), but Hagen, who

hag observed her before she realized that Gunther was suing

for her hand, Femarks that she can be quitenrgifferent (p. 7
In Act II, contests of skill and strength take place,

in which Siegfried wins the first prize, a spear. In an

apparent effort at gaining Hagen's friendship, he has a boy

carry the spear to him, but Hagen throws it to the ground in

understandable dnger. Volker chides Hagen, saying that Sieg-

/

fried meant well, and blaming Hagen for the hostility between
them. This reproach leads Hagen to justify himself and explain
f .
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his hatred: Hagen has devoted his life to building and
strengthening the realm, he has renounced a wife, children,
and property, and in return has had the satisfaction of

being "Der Pfeiler dieses Konigtums," but now that Siegfried
has arrived, Hagen is being ignored. Volker objects that
Siegfried is not seeking favor for himself, to which Hagen
retorts that Siegfried's presence is degrading him and Volker

to the role of servants, but, that just as the tallest tree

may have an ax already chopping at its base, so Hagen, if
the gods should will it, would strike down Siegfried. Volker
is shocked at fhis, but his "Dienst" calls him away, making
further protest impossible (pp. 45-47).

At the beginning of Act V, Volker is on stage with }
Hunold, a Burgundian warrior. The latter has been alarmed :
by a "Zauberweib," who is wandering about the castle mur-
muring incoherently. Volker is about to look for her and
send her home, when she enters: it is Sigrun, a priestess,

‘who had accompanied Brunhild, and her ramblings are clear

enough to the audience, for she is talking about Siegfried's
mur%izkgEven Volker does not grasp her meaning, however,

and she exits towards Brunhild's chamber as Giselher bursts
in With the news that robbers have murdered Siegfried and
that Hagen found the body. To this Volker answers: "Hagen?--
O all ihr Ew'gen!--Nein, das tat / Kein Rauber. Wehe, wehe

diesem Haus!" (p. 94).

In 1854 Geibel wrote "Volkers Nachtgesang,"189 in six
eight—finé stanzas. The sdﬁg is appropriate to the night
watch: 1t evokes in the first two sfanzas a mood of fore-
bodipg, "Der Tod schleicht drauBen um," together with de-
fiance, "O Heldenblut, wie kihn du gliihst," followed by three
stanzas which sing of happier times in war, "Hei Schildge-
krach im Sachsenkrieg," at home, "Des Schwarzwslds Wipfel
wehen / Herliber an mein Ohr," and in love, "Du rother Mund,
gedenk' ich dein, / Es macht mich stark wie firner Wein."

Y
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The last stanza gives Volker's vision of the coming day
"Gott griB dich, grimmer Schwerterstreit:!" and his ow
defiance of death. . -

The Volker of the play is little more thah a walk-on;
he and Giselher admire Siegfried and are genuinely upset at
his death, yet they are powerless to act on their convictions
either before or after the fact. Volker provides a partner
to Hagen, to whom the latter can enlarge on his jealousy of
Siegfried, whom he considers hid rival; although Volker
alludes to the Saxon war, he does not seem particularly
heroic, and his minstrelsy has gone. The Volker of the poem,
on the other hand, bespeaks the official and celebrated poet
of the German unification under Prussia, who from 1840 on
received an annual salary of three hundred talers from the
Prugsian King, while teaching at the University of Munich.190
Here Volker sings of the beauty of his German home: the wine,
the women, and the mountains. His love of his homeland to-
gether with his eagerness to fight and die for it set the
example which Geibel's fellow Germans will soon have to fol-
low in their struggle for national unity. Where VolEgr ap-
pears as the minstrel, the poetic element of the tradition,
the poet can, and appears to, identify with him, as he pro-
jects onto the German minstrel the virtues of bravery and
loyalty, even to the cause of his doom,

Friedrich Hebbel's Nibelungenlgk is, in terms of number

of performances and of critical acclaim, the most successful
dramatization of the N1 tradition to date. He wishes to bring
the great national epic. to the people in dramatic form, with-
192 although he does elaborate
on some aspects of the tradition which are fierely alluded to

out any additions of his own,

in the»epic.lg5 The theme of the drama is the confrontation
of two "world orders" in that period during which the older

v,
iz

is forced to give way to the neyer: the heathen world of
the primitive Germans is being rgpplaced by the new world of

L33 7
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Chrigkianity as represented by Dietrich. Volker is "der
Spielmann,"” and his role is usually to reveal what is un-
known to the rest, but is of importance to them. We never
learn the source of Volker's knowledge: he belongs to the
der" and his character is that of the "Volkssianger"

195

he leapns these things on his journeys, either from his own

rineteenth century saw him; one may assume that
observations or from other minstrels.

lker's heroism is characterized by Hagen in the open-
ing |scene; "Ja du bezdgst auch . . . dir die Geige / Gern
des Feindes Darm und strichest sie / Mit einem seiner
Knochen" (73-75), a variation of the sword-fiddle motif.

In this opening scene Wolker is also the news bearer: since ~
it is Easter Sunday and they .are not allowed to go hunting,
Gunther asks Volker to tell them a story, but about real
heroes and real womeh. Volker's response is a riddle, about
the hero whom no one dares to challenge and the woman whon
no one dares to woo. Hagen recognizes-Siegfried as the herd,
but Volker himself must relate the story of Brunhild, while
warning Gunther - not to woo her. Gunther pays no heed to the
warning and vows to make Brunhild Queen of Burgundy. Simul-
taneously Siegfried arrives in Worms.

He, too, knows of Brunhild and offers to assist Gunther,
to which Volker objects: "Es endet schlecht".(654) and when
pressed for his reason: "ich meine nur, / DaB falsche Kiinste
Swer sing Siegfried's powers to win Brunhild is the
same as using a boat to cross water or a sword to kill one's
armed foe. Volker does not answer, but goes along, literally,
in that he replaces Dankwart on the Jjourney to Isenland. |
Brunhild greets them by outlining the conditions of the con-
test, which include death to all who accompany the unsuccess-ﬁ
ful suitor. Volker asks her why she is so determined not to
leave th}p dismal country, claiming that shé €an love it only
becaqse 'she knows nothing better; the place "Ist flirchterlich

¥
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und paBt nur fiir den Teufel: / Man trinkt $a Blut, indem
man Atem holt!" (841-42).
After the Queens' quarrel, Volker reminds the King of
his warning before the journéy to Isenland. To be sure, he
points out, it was a tragic misfortune, tgat Brunhild's
.belt clung to Siegfried's clothing and that Kriemhild found
it, however, Gunther must now choose whom this misfortune '
will destroy. Volker thus remains neutral and never alludes
to the murder after it is cbmmitted. He sees it here as a
necessary consequence of their and Siegfried's deeds, for
Gunther chose to woo Brunhild and Siegfried chose to help
him, using "falsche Kiinste." ' 9
Volker does not reappear until the beginning of the
journey to Etzel's court. Werbel and Swemmel have accom-
panied the Burgundians as far as the Danube, and as they
are taking their leave, Volker asks whether Kriemhild is
still sorrowihg over Siegfried. Werbel answers that she is
so "frohlich" that one could believe she had never known
sorrow (3329-30). Volker expresses skepticism at this, for
Kriemhild was never "frohlich" even at home, and had always
1augheé only with her eéyes. After their departure he ob-
serves that the messengers are obviously lying, but that
Kriemhild must want to see them; he cannot-beliéve, however,
that Etzel would risk his life to avenge Kniemhildﬂé“ﬁig;t
husband. This common-sense observation is contradicted by
Hageﬂc who recounts his encounter with the "Meerweiber" and
concludes: "wir sind im Netz des Todes-~" to which Volker .
replies: "Gewil! Doch ist das neu? Wir waren's stets" (3460-61).
Then he recounts his own dream, how he saw all the Burgundians
bleeding and everyone's wound was in his back "Wie -sie der ¢
-Morder, nicht der Held, versetzt, / DPrum flirchte nichts, als
Mdusefallen, Freund!" (3492-93).
In Bechlaren, Volker deliberately'qfouses Giselher's
interest in Riideger's daughter, Gudrun, in order tq secure . ;
"Etzels redlichster Vasall" as their "Freund" (3694). Toys .

[ 4
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Dietrich's warning that Kriemhild is weeping day and night,
Hagen, who has revealed what he knows only to Volker, tells
Gunther that they will need good armor, but Volke®inter-
jects that it will be of ho use to them. The night watch is
combined with the scene “how they did not rise before the
Queen" .into one of the mést‘powerful scenes in the drama,
and the most impqrtant to Hebbel's rendering of Volker. His
visipon of the Nibelungen hoard and of the curse attached to
1t, which he relatgé in a semitrance, contains, accprding to

Hebbel, the mythological basis of the entire trage 196 It

tells how the hoard was won, how blood was shed each tikme,_ .
it changed hands, and how the dwarfs placed a curse on ewzry—
one who shguld possess it, until fiqflly,’%wnerless, it shall
give rise t© wn unquenchable fire "Weil es die ganze‘Welt in
Flammen setzen./ Und Ragnaroke iiberdauern soll" (4294-4333),
On the morni of the next day, as the Burgundians are going
to Mass, Volker kills a Hun with his spear, showing, as he

ays, his willingness to die with Hagen (4670-78). That eve-
ning, at the banquet, as Etzel expresses his admiration for
the civilizatiohs he has destroyed, Volker observes how one
often realizes'the value of a man after his death "Und grapt
ihm mit demselben Schwert ein Grab, / Mit dem man ku;z ZuvVor
ihn niederhieb" (4892-93).

) Upon closer ingpection, Volker emerges as more than

the prophetic minstrel of the nineteenth century: he is a
proof of Klaus Ziegler's contention that Hebbel the theore-.
tician and Hebbel the dramatist were not always identicél.197
For the theoretician has indeed, given us the miansfrel, but
the dramatist has shown in Volker human common g%hse inter~m\
Hbreting the N1.' Aside from the hoard fyth, all of Volker's
statements paint to the tragedy of the Burdgundians asrhaving
been the resuitsdof human deci 'oné,'%hich, once made, led
to Siééfried"s mur&er and the e ing catastrophe: Volker,
too, has made his decision: he gees along'on the journey to
Isenland and commits himeelf as a vassal to his Kings and
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as a friend to Hagen. He seems to realize the consequénces

of his decision, and this probably accounts for his rather
matter-of-fact heroism as the doom closes in around his
friends. Volker, even more than Hagen, appears to see a
cause~effect relationship at work in the fate of the Bur-
gundians, and not hoards, dwarfs, and pagan gods, as guiding
their destiny. Volker seems to form the bridge from Hebbel
as theorist to Hebbel as dramatist, reflecting the two as-
pects of his genius, and most likely giving Hebbel's commen-
tary on the Nibelungen tradition.

Charles Edouard Duboc first published Brunhild during
the time when the dramas of Hebbel and Geibel were playing
in Germany, and therefore published a second edition in
1874.198 Volker is "der Fiedler;" he and Gieselher admire
Siegfried (p. 10), wish that he were King instead of the
weaker Gunthep, £nd hope that he will stay in Burgundy. In
the course of conversation, Volker casually mentions Sigurd,
the invulnerable hero, about whom he has sung on occasion
(p. 11). Hagen picks up the name and wonders out loud whether
Siegfried and Sigurd could be identical, much to Volker's a-
stonishment (p. 13). When it develops that Siegfried is the
Sigurd of Volker's song, the minstrel must admit that he had
embellished his tale to the extent of marrying Sigurd to
Brunhild (p. i8). On Gunther's order, Kriemhild enters, and
Siegfried decides to remain in Worms (p. 26). However, to°
show that Volker's embellishment was indeed pure invention,
he must now help Gunther to win Brunhild. In Isenstein, Volker
and Hagen are present, but do not contribute to the action.
- Gernot later exppeéses disbelief in Gunther's hgving con-
quered Brunhild, and Volker fears he will express this
opinion in public, turning the population against Gunther,
but Hagen vows to stop Gernot by whatever means may be neces-
sary (p.'72).

As the play ends, Volker, before his death, looks into
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the future and sees the tale being handed down from gener- ¢
ation to generation "Und menschlich nachempfinden wird man
einst, / Was menschlich wir gefehlt hier und geduldet" (p. 104).
Duboc's Volker is the "Spielmann" of the nineteenth century,
full of tales and not gbove embellishing them to suit the
taste of his audience--the marriage of Brunhild and Sieg-
fried had been a.happy ending designed to please Gieselher
and Kriemhild--the minstrel, who works on the basic struc- 7
ture, adapting it to suit his personality but not altering
the basic outline, and passing this tradition on to poster-
ity. He expresses concern for the stability of Gunther's throne
as the loyal subject would, and allufles to the.fault of gpe
Burgundians, attributing it to their fallible humanity.

Wilhelm Hos&aus' Kriemhild199 was successfully produced
at the court theater in Dessau,goo where Hosdus was tutor
to the sons of the Prince of Anhalt. <Ol mne play begins with
the arrival of the Burgundians in Etzel's castle: Volker is
the "lust'ge Spielmann" (p. 11), whom Pater Felix, Kriem-
hild's confessor and Ortlieb's tutor, points out to Kriem-

ihild as "den wunderlichen Alten . . . Allzeit den Mund voll '

Scherz . . . Und in der Schlacht, den Besten gleich zu zdhlen"
(p. 12). Riidiger reconfirms this description, adding that |
Volker had played many a merry tune for his daughter's en-
gagement and is planning more for the wedding (p. 13). At
Kriemhild's request, Volker recounts the trip from Worms.
In forty-two rhymed couplets he tells the trip along the
Main, the crossing of the Danube, the fight with Gelphrat,
and then the stay at Bechlar, including the detail that
Ridiger's wife and daughter had received them with a German

\

kiss. Then he relates how Dietrich accompanied them until
the trumpets announced their arrival (pp. 14-16). Kriemhild
is fond of Volker, calling him "der wack're lust'ge Spiel-
menn . . . Der . . . uns . . . mit Witz . . . und Lied so
hoch erfreut" (p. 14).

)
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Act II, scene one, shows Dietrich and Hagen, and Volker

and Giselher strolling in pairs. The latter are discussing
the coming wedding and the quality of Etzel's horses, while
Dietrich warns Hagen that Kriemhild is still mourning for
Siegfried (p. 21). The purpose of this brief scene is to
underline Volker's innocence by associating him with Giselher,
and to emphasize Volker's amiable qualities, contrasted™with
the forebodings of Hagen and Dietrich. When Hagen relates
Dietrich's warning and the mermaids' prophecy to Volker, the
minstrel is skeptical, and only when Hagen points out that
the chaplain had escaped drowning, does Volker believe they
are doomed. Hagen is afraid to die alone and wishes to secure
Volker as his comrade, but Volker, who knows that everyone
must die, reassures Hagen of his loyslty (pp. 28-%2). Ort-
lieb enters, and Volker observes that the boy resembles
Siegfried, probably because his mother carries Siegfried
more than Etzel in her heart. During the scene with Ortliebd,
the two heroes sit down on a bench, thus being in position
for the confrontation with Kriemhild. Volker urges Hagen to
rise before the Queen, but Hagen refuses, to which Volker
answers: "LaB gut sein, Hagen, thue wie du denkst, / Trotz
allen Unterschieds bin ich dein Freund.” During the confron-
tation, Volker's -jolly mood vanishes and when the Kings,
Etzel, -and Dietrich enter, they find Volker "aufgeregt und
finster," but the noble minstrel is apprehensive for others,
not for himself (pp. 35-3%9). '

In Act III, the "lust'ge Spielmann" is playing while
the Huns are dancing (p. 56). Then Etzel asks Hagen and
Volker to stand honor guard at the entrance to the church,
as Kriemhild and Ortlieb enter. Hagen is reminded of how the
Queens quarreled before a church, and Volker adds: "Das war
der Anfang von dem blut'gen Ende, / Und kommen wird, was
sich nicht andern 1aBt" (p. 58). The battle breaks out in
the middle of Act IV: after Hagen slays Ortlieb, Gunther
wishes to atone with Hagen alone for their misdeeds, but

i
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Volker answers: "Ich steh zu Hagen, also auch zu Euch" (p. %1).
The rest join Volker, who raises his fiddle once more to

show their enemies "dall wir frohlich sterben, / Und Mut

und Treue bis zuletzt bewahren!" (p. 73). After the battle
in;the hall, Volker appears at the portal, plucking his fid-
dle (p. 8l1). He even tells Gunther, who is in no humor for
music: "Geht's jetzt an's Sterben, laBt uns fréhlich ster-
ben" (p. 83). Finslly, when Volker refuses to hand Riidiger's
body over to the Amelungs, Hildebrsnd threatens to knock his
fiddle out of tune (p. 96), and Volker calls him "alter Lump,"
whereupon Hildebrand slays him as "der Lohn fir deine freche
Rede" (p. 101). ‘

Volker's fidelity %o the Kingé stems for the first time
from his loyalty to Hagen, a loyalty which he maintains in
spite of the differences between them. By interpreting Sieg-
fried's death and the ensuing csatastrophe as inevitaﬁle, and
by happily accepting his fate, Volker -sounds a note which
we have heard before and will hear in the future even more
loudly and clearly, the fatalistic affirmation of his own
heroic downfall. In the tfadition bearer at the beginning, re-
counting the journey to Hungary, and in.the minstrel-prophet
at the end, proclaiming that posterity will praise their
names: "noch / In spdtesten Zeiten" (p. 84), Hosdus presents
Volker as the Germanisten saw hiﬁ; by combining in the figure
his own poetry with his interpretation of the action, the au-
thor remains faithful to the popular reception of the N1 in
the nineteenth century.

Friedrich Arnd published Kriemhild®P® under the pseu-
donym Arnd-Kiirenberg in 1874; in the sam yeér on 30 December,
it was produced in Weimar, and there was a repeat performance
on 10 February 1875.905 e action begins after Siegfried's
death; Geiselher is persuading his sister to remain in Worms
rather than returning to Niederland. He and Volker are good
E;iends, for the innocent boy finds the kindhearted mihst?el

| /
.
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congenial, plays in his armor (p. 6), and enjoys listening

to his stories (p. 7). In scene five, a page announces

"Volker von Alzei," who enters saying: "O grift mich freund-
lich, hohe Herrin," to announce the arrival of Riidiger with®
Etzel's proposal of marriage (p. 51).

Act II shows the Nibeluhgen at the Danube, near Bech-

laren: the mermaids have foretold the coming doom to Hagen,
including Volker's death at Iring's hand (p. 30), but Hagen
tells his "Freund Volker" (p. 32) only in general terms

that they are in®danger. Before they arrive in Bechlaren,
however, Hagen tells the Nibelungen of his encounter with

the mermaids and with Eckewart, whereupon Gunther wishes to
verify the loyalty of his men, but when it comes to Hagen,

Volker interjects: "O Konig, Treue will von Treu erkannt

sein!/ Und dieser trdgt ein leuchtend Mal der Treue!™ (p. 47).

At the end of Act III, Hagen and Volker stand the night

watch. The act ends with Volker's song, "Von des Rheirmnes

griinen Wogen," (p. 83) in three four-line stanzas, expressing

the yearning for their homeland, with its houses and treas-

ures, which the "Recken" have left to find death in a deso-

late steppe. In Act IV, when the Nibelungen enter the banquet
hall, Etzel is puzzled by their armor; he had thought they

would bring famous minstrels instead. This is Volker's cue.

He explains: "Wir sind zu Spiel und Kampf gleich gut bereit" <
(p. 93), for he and the rest of the Nibelungen live every ™~
moment as though it were their last, not afraid of death
but embracing life and enjoying it to the fullest. Volker
is truly alive when others respond to his music, for he is
a minstrel and proud to be one. Thus he wants to die, in
\Tul&h;fareness of his power, his soul free of all burdens,
a song on his lips and a sword in his hand: "Und tiefer ist
die Liebe, tiefer unser HaB3, / Es mag des Blutes libermidchtige
Gewalt . . . " (p. 95). Volker's speech is interrupted by
Dankwart; the battle begins and Iring kills Volker as the
mermaids had foretold.

“
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Volker falls’as the heroic minstrel and Hagen's faith-
ful comrade, but before he dies he gives a picture of him-
self and the Nibelungen, in the "edlen und kraftvollen
204 Volker's
allegiance to Hagen has taken on a new dimension: he is in-

_ Sprache," which Nover admires in Arnd's trogedy.

dignant that Gunther should even ask about Hagen's loyalty.
Also, for the first time, we see a glowing description of v
the Nibelungen, designed to show their foes the cause of
their warlike greatness. All of this is the more effeétive,
as Volker was innocent -of the cause of Kriemhild's revenge,
which Arnd, like Hos#ius, demonstrates by associating the
minstrel with the innocent Geiselher. '

In Markgraf Rideger von Bechelaren, Felix Dahn205 por-
trays Volker as a jolly fellow who comes to Bechelaren -

ahead of the others, dressed as a messenger in a long riding’
cloak with a slouch hat pul@ed down over his face (p. 23).

In a disguised voice he reports that the Burgundians are
approaching, but Volker wvon Alzei. /is not among them. Riideger
answers that in that case they should all turn back; at the
question why Volker is not with them, the minstrel, throwing
off his hat and eloak, cries: "Weil er schon hier ist, hier
én deinem Herzen!" Rideger is relieved and Gotelind calls
this "Ein &chter Fiedlerstreich!" (p:..23). Volker sées in
Dietlind her mother as she wds twenty years ago, then asks
for "einen Becher Wein, / Scharf war der Ritt." "Und durstig,
sind die Sdnger! / Sagt meine Mutter" (p. 25), answers
Riideger's daughter. The "Singer" assures Dietlind that he
has brought her "was Schdnes." She wonders if it is "ein
rheinisch Vogelein?" but he is actually preparing her to
meet Giselher. Then Volker is introduced to Meister Konrad,
a- minstrel and Dietlind's tutor, who hadﬂuithdrawn from the
world at the news of Siegfried's murder in order to compose
a poem recounting Siegfried's life and deeds. He is now
awaiting a suitablg ending to his tale, which will be the
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avenging of the murder (p. 22). Towards evening the rest of
the Burgundians arrave, and on the morning of the next day,
Giselher begins to court Dietlind. Volker, Riideger, and
Gotelind are hiding behind a rosebush, and when the match
seems threatened by shyness on both s#ﬁes, Volker plays and
sings the first line of "Sah ein Knab' ein R&slein stehn"
(p. 46), whereupon the engagement is solemnized.

When the Burgundians arrive in Hunnenland, the mood
changes. At first sight of the Huns, Volker remarksg: "Sie
wimmeln wie die Ratten" (p. 57). Later, after he has sur-

.prised some of them trying to lame the Burgundian horses,

he chases them away with drawn sword, calling them "Schlitz-
dugiges Gesindel” (p. 105), and " Aus gelbem Krummholz dacht'
ich sie geschnitzt"w(p. 107). /However, when he remarks dis-
dainfully that the Huns obey like well-trained animals,

»

Etzel, who overhears this, counters that thus it was possible®

for them to conquer the world. Volker despises the Huns,Jigﬁ
fact, it is his disdain fér them combined with his loyalty
tosrthe King which finally causes Volker to stand by Hagen.’
After all of the Burgundians save Gunther, Hagen, Giselher,
and Volker have been slaim, Gunther asks safe-conduct home
for the latter two, since they were innocent of Siegfried's
death. Volker interrupts:

Herr Konig, mit Verlaub, ich sterbe mit!

Ich theilte keinen Becher mehr mit Hagen

Seit Siegfrieds Jagd: doch jetzt, bei dieser Jagd,

Die uns Frau Krimhild h3lt mit Heunenmeute,

Gehort all' rheinisch Edelwild zusammen. (pp. 134-35)
Volker had disapproved so strongly of Siegfried's murder
that he would not even drink with Hagen; now, however, that
they are being attacked by the contemptible ngg, the gin~
strel joins his Kings and Hagen to fight to the death.

Towards the end, as Volker is dying, he turns his h&rp
(or fiddle as Dahn called it in the stage direction) over

-
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to Rldeger, who shall leave it to "'Meister Konrad: er soll
singen / Die griéfSte Mir, die je geschah zur Welt'" (p. 147),
thus passi on the tradition to a fellow minstrel. In Mark-

graf Riideger, Volker von Alzei is forty years old, Dahn's
206

age at the time he was‘wfiting the drama. A few years
later, in anawer to a letter sent to him in Rome by two
schoolgirls, he wrote a poem calléd "Von Rom, nach Alzei,“go'7
in wh¥ch he calls himself the German minstrel, and signs
himself "Volkerivon Alzei." It is certain that Dghn expressed
his own attitudes through Volker, and secondarily through
Meister Konrad, the attitude of contempt for the Huns, of
rejection of Siegfried's murder, but of making common cause
with Hagen when it was in the interest df the nation as

determined by the monarch.

Two years prior to the publication of Markgraf Riideger,
Dahn published three poems based on the medieval N1, "Lied
Siegfrieds," "Krimhilde," and "Hagens Sterbelfed."208 In
the first, Siegfried and the Burgundians are returning from
the war with the Saxons; Hagen is manning the tiller, "Und
Volker soll uns von Alzeil / Dazu die Harfe schlagen." In
the second, Volker is not mentioned, and in the third,
Volker has passed his fiddle on to Hagen, who plucks it as

he sings his las . Hagen's song -is--a curse on women,
mores, Jjustice,
earth again, arld were anothfer Siegfried to cross his path,
he would thrust another spear through his back. At this, the
%trings‘dn Volker's fiddle break: the relationship between
Volker and Hagen shows the same ambivalence as in the later
Markgraf Riideger. Volker is’loyal to Hagen, but his heart

belongs to Siegfried; he has died defending Hagen, as a

d repentance, and were he to come to

loyal Burgundian, even though he condemns Siegfried's !
marder. .
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Adolf Wilbrandf's Kriemhild“®® ofens with a hunting
_scene, at which the Burgundi n‘Kiﬁés, Hagen and Volker,
Etzel, Riideger, and Kriggﬁéﬁi are all present. Brunhild
is missing; which gives occasion te, Etzel, who has taken
too much wine, to remark that all is not well in Gunther's
marriage (p. 13). Gunther tries unsuccessfully to change the
subject, but finally Riideger has to ask Volker te sing "ein
Lied zum Abschied" (p. 18). Volker wants to sing of Hagen's
battles with the Hessians, but Etzel will havé>nothing but
‘a song about Siegfried. Volker begins most unwillingly and
plays until two strings have broken, when he stops, declaring:
"Die Fiedel will nicht" (p. 19). Riideger does not seem to
believe him, and it almost comes to an altercation between
the twd, which is ‘avoided only by Etzel's order to return
home (p. 20). Once the Burgundians are alone, they discuss
freely the situation in Worms: Brunhild has demanded Sieg-
fried's death. Volker -believes that «he loves Siegfried but
cannot have him, which increases Hagen's and Volker's dislike
of him (p. 22). Hagen would be gléd of an excuse for the mur-
der, and Volker agrees, for, as the minstrel explains, in
life one is either a hammer or an anvil, therefore "LaB%
uns denn Hammer sein in Gottes Namen" (p. 28).

Volker does not appear again until Act III, when Kriem-
hild is awaiting the Burgundians in Etzelnburg. Hagen and
his "¥reund Volker" (p. 89) are with them; later (p. 98)
Volker has occasion to remark on the language of the Huns,
which he does not understand, and compares to various birds:
the turtledove, the ringdove, and the wood pigeon, whereupon
. Gerenot relates a dream of "Kostbar geschmickten, todten-
farb'nen Weibern," which Volker interprets as the dead sum- '
moning the Burgundians to the nether world (p. 100). The oth-
ers disperse, and Volker and Hagen are alone on stage. They
sit down on a stone bench, where Hagen tells Volker of his
anxieties, to which Volké% asks why he did not remain in
Worms (p. 101). Hagen expiains that in this, as 4n all of
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his actions, he has asked himself what Siegfried would do in
his place, since his one aoal in life is not to be less of a
man than Siegfried was. Then he asks Volker to play "ein
derbes Schelmenlied" (p. 102) in order to taunt Kriemhild.
Volker, however, plays a song which has been running through
his head all day, "Vom férnen Rhein, von deutscher Maien-
luft." When Kriemhildghears the tune, she is reminded of
Worms and of Siegfrieg')s death, and weeps. In the next scene
she enters with Blddel to accuse Hagen, who remains seated,
while Volker rises before her, and presumably remains sténding
during the confrontation (pp. 105-06). The final batfle, and
Volker's death take place off-stage.

There are two innovations in Wilbrandt's treatment of
the Volker figure: he approves of Siegfried's murder and he
rigses before Kriemhild. The latter shows Volker's adherence
to the rules of etiquettfe and emphasizes Hagen's bad manners.
Volker's willingness to. see Siegfried murdered does not stem
from jealousy, as is the case with Hagen, but from political
considerations: Siegfried is a threat to the local power
structure and must therefore be neutralized. Either the
Burgundians will be the anvil to Siegfried's hammer, or
vice versa, as Volker expresses it. The power of the Bur-
gundien Kings must be maintained at all costs. '

In Riudiger von Bechlaren,zlo Jacobub Prott begins[l'xis
tragedy by having Hildebrand and Dietrich warn Ridiger “‘that
he may have to fight the Burgundians. The drama is long
(263 pages) and analyzes in’ great detail the attitudes and
motives behind the actions of the principal characters. When
‘Riidiger comes to fight the Burgundians for example, Gunther
and Gernot accuse him of disloyalty, while Hagen, Giselher,
and Volker defend him. There are long speeches on all sides,
as Dietrich and Hildebfand have accompanied Riidiger for the
purpose of explainingbgﬁdi\ge;'s predicament and the reasons

behind his decision, and everyone must express his opinion.




Volker personifies optimism and courage, even in the
face -of certain doom, telling the Burgundiens that God is
on their side and will care for them, since He has always
purtured their strength (p. 127). Hagen praises his "werther
Kanmpfgenosse von Alzei;" his only regret is that he realized
his value too late in life. Hagen attributes Volker's inner

strength to his music, which he has recently learned from
shepherds in the mountains, and which gives him "Hoffnung
und Bestdndigkeit™ like the fir tree, whose sap resists the
wintry blasts.

Unlike Gunther, Gernot, and Giselher, the two friends
never express the wish or the hope for a safe return to
Worms; they realize the inevitability of their situation
and counsel the others to bravery. After all, as Volker
points out twice (pp. 111, 134) they were warned, and
lementing does not help in the face of death (p. 214). All
that the Burgundians cen look for at this point is conso-
lation, and the best consolation is woman's love, as ‘exempli-
fied in Dietlinde (p. 130), whose faithfulness to Giselher
reminds Volker that all of these heroes owe their life, and
the first nqprishment of their strength, to woman.

When Kriemhild appears to relent in Act IV, Gernot
uses Volker's music to exempiify the peaceful joys of home,
His instrument is the harp, on which he accompanies the
"geselliger Gesang" (p. 159) of the Burgundians, This singing
will dispel the last cruel memories of the battles in Etzel's
castle (p. 160). The drama ends with Riidiger's death. Volker
makes thé"i;st speech of the Burgundians, summing up the
insights they have éained out of the Riidiger experience:
all are reconciled with Riidiger, while understanding that
it is necessary to fight him, and that he is right in fight-
ing them. Riidiger is their best friend: they have learned to
know him better than anyone else on earth and will love him
even while fighting him to the death (p. 255).

In almost all of his attitudes,’Yolker follows Hagen's
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lead. Not until Hagen expresses faith in Riildiger's fidelity
does Volker do the same. When Hagen condemns (unjustly as

it turns out) EckeJWart for assisting Kriemhild in setting a
trap for the Burgundians, VolRer also joins in (pp. 142-#5))}
and when Hagen offers to give himself up, alone to Kriemhild's
rei}enge, Volker is willing to agree to,it for Hagep can nev-
er be in the wrong (p. 230). Yet Volker is the only one of
the Burgundians to express contemp{: for the Huns: he calls
them "Gesindel" (p. 237) and is confident that, if they are
Etzel's only warriors, he will be able to dance "spielend noch,
und singend, / Vor diesen her bis an den Rhein!" (p. 208).

Irmin von Veihel-Miiller's Nibelunge is a dramatic adap-
tation, not of the N1, but of part of the nineteenth-century
epic of the same name by Wilhelm Jordan. Veihel-Miller's
cycle of two dramas is therefore an adaptation of an adap-
tation, a "grandchild" of the original work. In the first
drama, which tells the story of Sigfrid and Briinhilt, Volker

211 he is a mingtrel

does not appear; in the second, Sigfrid,
and friend of Sigfrid, not of Hagen to whom he never speaks.
In Act II Volker is discussed in connection with the prepa-—
rations for the annual Balder pageant: Gunther finds Volker
too old to play the sun god this year and during the further
planning of the pageant, when Dankwart suggests Volket as
director, Gunther again rejects him, this time because Volker,
who does well when he works.alone, or as a member of a group,
lacks the necessary "Geduld und Ruhe" to lead others (p. 38).
Sigfrid arrives Jjust as thegse deliberations are con-
cluding; Gunther introduces Volker as "unser edler Singer, /
Der Tonkunst Meister" (p. 40). Then Sigfrid relates his
adventures including the detail that Briinhilt has rejected
him as a suitor because he is.not a king, which means that
Gunther, who has heard of her famous beauty, is free to woo
the "Hiinin," as Sigfrid disparagingly calls her. Volker con-

firms Sigfrid's description, for he has heard just recently
. \
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the same account of Briinhilt's arrogance (p. 4%).

By the tihke the pageant takes place, in Act III, Volker
has become friendly with Sigfrid, and as both are in the
audience, Volker points out Bragi, the god of music, carrying
his attribute, the ‘golden harp, while Hagén points out ‘Valant,
who ultimately will kill Baldert, thus anticipating his own
role. Volker is innocent of any complicity in Sigfrid's
murder and proves this at his bier by touching the wound
with thumb and forefinger (p. 152). After Hagen has confessed
his guilt, Gisler, Gernot, and:Volker ask Gunther's per—
mission to bathe the body in preparation for burial (p. 153).
This is grented, and they erect the funeral pyre under
Volker's direction. Volker's role can best be described as
that of an innocent bystander. He expresses the author's
sympathy for Sigfrid, principally by ignoring Hagen com—
pletely. To be sure, Volker never condemns Hagen, even though
he witnesses the murder, nor does he lament his friend, yet
his protestations of innocence together with his officiating
at the obsequies show clearly where his sympathies lig.

) Georg Siegert's Siegfrieds 103”12 begins with the return
of Siegfried and Kriemhild to Worms and recounts the events
leading to Siegfried's murder, based on the Nl. Volker is
the "Fiedler" (p. S), to whom Hagen reveals the true account
of the contest between Gunther and Brunhild. Volker is shocked
to learn of Siegfried's deception of Brunhild, but is inclined
to excuse it, calling it "Der iibermiith'gen Jugend kecke That!"
(p. 11). He is not surprised when Hageén explains that Sieg-
fried did this out of love for Kriemhild, for Volker knows

the compelling force of love, "Die Heldensigpn verrickt!"

(p. 12). Brunhild knows that she has been betrayed, as well

as the reason; thus there is already bad blood between the ,
two couples. Volker hopes that time will heal the wound (p. 14),
but Hagen is not optimistic, pointing to Brunhild's depressed
countenance. "

-
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Volker does not return to the scene until er the

murder: Hagen is ordering the bearers to placé the body
before Kriemhild!s door. Volker disapproves of this and of

- Gunther for allowing it: "Wenn auch der Bruder nicht der

Schwester schont, / Ich bleibe nicht, J{ dies mit arnzuseh'n!"
(p. 78). Hagen attempts to implicate all of the court in the
murder, pointing out that no one had disapproved when it was
decided, and inslstlng that all stay and share the conse-
quences. Volker however, washes his hands of the deed (p. 79)
and is Joined by Dankwart, Ortwein, and the rest of Gunther's
vassals. After the fumeral, Volker exclaims angrily to the
Kings: "Kommt,-}el% uns geh'n / Und {rauern um den todten
Heldenfreund" (p. 96). Volker disapproves of Siegfried's mur-

der, but realizes that it was wrong to deceive Brunhild. His

attempts to excuse Siegfried place Volker in the role of an
indulgent uncle, with whom contemporary audiences, and no

i,

“doubt the author, could readily 1dent1fy

2. The verse adaptations

3
‘o

Jordan ‘Siemssen Stecher
Naumann Feddersen Schroéter
Wegener ‘ ‘ '

In his Berlin lectures_on ancient epic poetry, August
Wilhelm Schlegel compared tgg)Nl favorably with the Greek
epics, citing Johennes Miller, who had called the N1 "die
Ilias des Nord.ens."213 On this occasion, Schiegel called

for a renewal of the N1, in modern, readsble form: "um es
lesbar und besonders poetisch geniesbar zu machen, muf man

es erneuernfal4 He would allow considerable latitude in

form, but since the heroic spirit of the N1 has more in com~
mon with the Homeric world than with the Middle Ages, Schlegel
believes "DaB man sich dem alten epischen Styl méglichst

anschlieBen diirfte, um so mehr, da die Form}worin wir das
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Werk haben, doch nicht die ursprﬁnglich§ ist,"2Lo :
Por his Nibelunge,Zl® Wilhelm Jordan chose the Ger-
msnic alliterative verse. The first part of this epic,
Sigfridsage, appeared in 1866;°1/ the second, Hildebrants
Heimkehr, in 1874. By 1900, over 100,000 copies of this epic
had been s01d,218 making it the most widely bought, if not
most widely read, of the literary adaptations of the Nibelung-
en saga. The total epic consists of 32,#76219 verses; it is
g combination of German and Norse sources together with
gome of Jordan's own inventions.
In the Sigfridsage, Volker is "der Fiedler von Alzey"
(p. 25) at the Burgundian court in Worms, to whom has been
given the task of searching for a suitable wife for Gunther,
In his travels he comes to the sacred grove in Holmgard,
where Oda the priestess casts the runes for Volker, "den
Helden und Fiedler" (p. 19). Wotan influences their falling,
and Oda . deciphers the following:
Die Brautschaft ist gebrochen,
Durch die brausende Brandung
Bringt der Bravste j
Den Bruder Egt/graux
Zur stolzen Brunhild (pp. 62-63),
vhich Volker brings to Gunther, who can make hing of it,
as he has never heard of Brunhild. Volker resumes his jour-
-neys -and finally another minstrel tells him of Brunhild, who
dwells on the "sich einsam erhebende Eiland Helgis" (p. 100).,
This Brunhild is aéproud warrior maiden, whose beauty lures
suitors to contests of "Wettspiel und Witz" (p. 101), try-
ing to win her hand. The-ginstrel then gives Volker a picture
of Brunhild, in éxchange for all 5T the golden gifts which
Volker had received for his playing. Volker carries the

picture to Gunﬁher, who rewards him by giving him a golden ,
cup-and as many gold coins asg it will hold, out of gratitude
for his service. 0 k.
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V. - When Sigfrid comes to Worms, he confirms Volker's ac-
: count and solves the riddle by asking for Krimhild's hand;

thus Gunther becomes the brother of Sigfrid's betrothed,
and Brunhild emerges as his predestined bride. Hagen, Dank-,
wariﬂ and Volker accompany Sigfrid and Gunther to Bralund,
Brunhild's home. Theré Gunther must not only compete in con-
tests of strength, but fhen solve three riddles: Sigfrid
whispers the solutiong’ to Gunther, while Volker plays his
fiddle in order to distract the others. Thig f£fiddle was
built by Wielant; #ith its enchanted strings and the soul
of the nightjrgale in its base, it has the power of making
its hearg
and
co

s oblyvious to time and space, making past, present,

ure one. Volker, who is its seventh owner, won it in a

est from t?g King of Seeland during one of his journeys.

As/Volker plays, Brunhild sees Sigfrid slaying the dragon

afld gaining the ring of the Nibelung, which he gives to her

as a pledge of his love. Sigfrid, however, looks at Brun-

hild but sees "Krimhild, die Blonde / Die minniglich Milde

. verdunkelte das Mannweib." Thus enraptured by Volker's music
he even forgets to give Gunther his answers until it is al-
most too late, when he supplies them "mit leisem Lispeln"

. (Pt. II, pp. 50-53). Thus ends Volker's action in the Sig-
fridsage.

- Hildebrants Heimkehr relates tﬁe return of Dietrich's
armorer to his homeland after the catastrophe in\ﬁtzelburg.
In the course of his adventures, which Jordan patterned af-
ter the Odyssey, he comes to the court of King Jormunrek of
Norway, where he relates the fall of the Burgundians. He

tells how Volker was disgusted at the antics of the Hunnish
mingstrels, who distort the true sense of the traditional

sagas by interpolating "Schwindelmiren" and "Gruselgeschich-
ten;" thus the noble minstrel, the "edler Spielmann," looks
down upon the lower sort, the popularizers of the tradition.
. These particular minstrels are Schwidmmel and Werbel, and the
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Germans in Etzelburg pay no attention to them; Volker com-
poses such a biting parody of one of Schwiémmel's songs, that
even he is shamed to the extent that he runs from the hall
(p. 41). Schwammel, however, resolves-to take revenge on
Volker and on Hagen, at whose behest Volker had sung his
mocking song (p. 46), and this revenge leads directly to

the destruction of the Huns and the Burgundians.

At the banquet, Hagen and Volker sit near the door:
Hagen expresses his distrust of Krimhild and his concern
over Dankwart and the retinue. Dankwart‘bursts in covered
with blood, the battle begins, but Ortlieb is not killed.
Immediately after the battle, Jordsn places the night watch
combined with the scene "how they did not rise before the
Queen" (pp. 68-103). Volker and Hagen take up their position
before the hsll, Volker with his fiddle, Hagen with Sigfrid's
sword. As the Huns approach, Volker is sbout to awaken the
Burgundians, but Hagen restrains him, as he knows that the
battle will not begin yet (p. 74).

After Krimhild's retreat, the scene shifts to her
apartments, where her son Ortlieb is alone. Schwiammel has
told him that the ring of the Nibelungen can parslyze any
evildoer, if worn by an innocent person; Ortlieb resolves
to take the ring and use it to paralyze and kill Hagen and
Volker. Jordan' makes it clear that this is all a "Liige" of
the type told by people like Schwdmmel; it is the Hunnish
minstrel, therefore, not Krimhild, who sacrifices Etzel's
son in order to effect Hagen's and Volker's destruction.

As the boy slips the ring onto his finger, the scene
shifts back to Hagen and Volker. It is midnight and Volker
has Just replenished the fire in the stove which Etzel has
provided, so that the Burgundians may keep watch and ward
off any attackers. Hagen begins to reminisce, looking back
over his warlike life and wondering if all might not have
been different. If he had not lost one eye in the battle with
Walter, if the smallpox had not so disfigured his face, and

1
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if Jdrdis (Sigfrid's mother) had not rejected him because
of his ugliness, "wer weil . . . / Ob nicht Hagen auch hitte
was man Herz nennt / Oder mildes Gemiith!" (p. 90).

"Und mGchtest du das? frug miide ldchelnd / Der Spiel-
menn von Alzey." He compares Hagen with the sparrow hawk,
who could never wish to change places with the lark, for just
as Volker begins a tune with one basic note, which he varies
and modulates a thousandfold, so nature begins with the basic
stuff of humanity and creates from it an infinity of types,
each with its place and each with its calling. Evns ago this
process began, which resulted in the multiplicity of indi-
viduals on earth todsy, whose essence was determined before
they came to be, and whose goal must be to realize this
essence. As each note has its place in a piece of music, so
each individual has his place in the universe. "Doch was
gribeln wir . . . / LaB uns sein was wir sind; denn der
Sorge, ob's recht ist, / Uberhebt man uns bald" (p. 92).

Hagen, however, still yearns for the life of en ordi-
nary human being, or at least part of that life. He wonders
vhether, if Jordis had accepted him, instead-of a sparrow
hawk he might’ have become a shrike, which, although terrible
to its pray, nevertheless sings sweet songs to its mate. A
bit of humanity has survived even in Hagen, for he has always
been a faithful friend to Volker, sharing with him his last
coin or the last drop in his cup. When the enemy surrounded
them and thiy fought back to back, that was the only happi-
ness Hagen has ever known. He is grateful for having had
Volker for a friend, and the fact that he can feel this
gratitude gives Hagen cause to believe that, had fate been
kinder to him, "ein glimpfes Herze / Der Tronjer sogar in
der Brust nun triige" (p. 94).

Ortlieb appears, the Ting does not have the promised
effect, and Hagen cuts the boy's head off. Etzel summons ‘
his men to battle, while Volker, as day is bresking, replen-
ishes the watch fire once more, and strikes up on his fid@le
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"des- stolzen Germanen Sterbegesang." It is a song of Val-

kyries, Wotan's wolves, and Valhalla, the destiny of the
Teutonic hero, where war is play and memory will assuage

" their wounds: "Da schildert ihr scherzend / Der Niblunge

Noth" (pp. 101-03). This is the end of Volker's role; the
Germanic minstrel brings out the hﬁmanity that is present
even in Hagen, Jordan's archvillain, and bears the great-
ness of the Germanic tradition to Valhalla.

At this point s word about Jordan's own career is re-
levant: born in 1819 to a Lutheran pastor in eastern Ger-
many, he,became a public schoolteacher220 and, in 1848,

a member of the Frankfurt National Assembly where he be-
longed first to the extreme left, later to the more mod-
erate party which desired to establish a constitutional mon-
archy with the King of Prussia as hereditary Emperor.22l
In 1849, after the failure of the Frankfurt Parliament,
Jordan withdrew from public life and devoted himselfvto
literature, not only writing books,” but also giving public
recitations of his own poetry, accompanying himself on a
stringed instrument,222 and naturally accepting payment

for his performances.

His Nibelunge, like its predecessors and successors,
is an attempt at bringing the German national tradition to
the Germsn people in & form which they would £ind compre~
hensible, enjoyable, and edifying, for Jordan never forgot
that he had been a schoolteacher. Volker von Alzey is the
minstrel who goes on errands for his lord, maintaining him-
self along the way by accepting money for his music. To
be sure, if his lord's interest requires it Volker will
give away everything he has earned for this is the duty
of a loyal subject and-he knows that' his lord will more
than make it up to him when his mission is completed. When
he plays in the service of his lord, his music acquires
a magical quality reminiscent of Horand's playing in the
Kudrun epic. THus Volker appears in the Sigfridsaga; Hilde-




‘ brants Heimkihr returns him to his traditionsl role of
Hagen's comrade-in-arms.
It is to Volker that Hagen reveals his innermost thoughts,
and it is Volker who understands him more completely than
anyone else on earth. Volker also brings out the only good
in him. Hegen is not the most powerful figure in the poem,
for he is evil, and good must triumph over him, yet he is
one of the moving forces in the poem, the evil out of which
ultimate gcod results, for according to Jordan, Krimhild's
daughter Schwanhild was entrusted to Hildebrant, who brought
her home to Swabia and married her to his son Haudubrant;
the young couple became the ancestors of the Hohenzollel\;. '
This would have been impossible save for the catastrophe
caused by Hagen, and Volker emerges as the one person who can
understand him, and interpret him to the world.

Ferdinand Naumann chose a popular contemporary verse
form for his Nibelungenlied in Romanzen.,a23 an abbreviated
retelling of the N1 in eight-line stanzas. Naumann wished
to find a form through which the general public could become
acquainted with the German nationél epic, and eventually be
drawn to the study of the original. He chose "Romanzen" on
account of the "Schwidche unseres Zeitalters," because his

contemporaries could appreciate beauty only in an attenuated
form (pp. 2-3). As the Nibelungen depart for Hungary, Volker
Jjoins them with thirty of his men (p. 197). In Bechlaren, he
receives a kiss from Ridiger's daughter and paves the way
for her engagement to Giselher (pp. 216-17). He does not
play his fiddle during the night watch, but insults the
retreating Hunsg with:

: "Wollt ihr zu morden reiten,
So war’cet; wir sind wach,
Und nehmt uns mit zur Reise,
Ihr Memmen, die ihr seid;
‘ Im Schlafe uns zu todten, )
Dazu seid ihr bereit!" (p. 236)
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After the fighting breaks out, Volker's "Fiedelbogbn /

Von scharfem Stahl klang hell" (p., 258) and he guards the
door with Dankwart (p. 259). Etzel laments the heroes he is
‘killing (p. 263), and finally, it is Volker's baiting of

’ Wolfhart which cau#es the battle with Dietrich'sd men. Thus

* Volker loses all of his "ignoble traits," while retaining a
healthy disdain for the Huns. Significant is also that Volker
is nowhere mentioned as Hagen's loyal partner, but only as
a valiant Burgundian fighter. The Deutscher Dichtergarten
recommended the book to the ladies, of whom few are able to
read MHG, while the Deutsche Turn-Zeitung recommended it to
all "Turnern . . . so wie Jjedem Turnvexngine" (quoted from
the back flyleaf). Naumenn lived in Hemeln and was the 'Vor-
sitzende der Turnvereine im Mittelweserkreis' (quoted from
the flyleaf). |

Wilhelm Wegener's epic poem combines Scandinavian and
German sources into 1,500 Nibelungen stanzas.224 Wegener
claims for himself the same privilege as the medieval poet
enjoyed, of independently forming the Nibelungen material,
particularly since resesrch has unearthed new materisl, and
since the literatures of other peoples havé ‘become common
property to the extent that we have been able to learn from
the best of the old masters (p. ii). Volker ‘carries the
standard in the Saxon war; at the fateful hunt in the Oden-
wald he is also present, and condemns Siegfried's murder:
"Das ist Unrecht gethan" (p. 148; emphasized in the text).
After the crqgfsing of the Danube in Part II, Volker helps
Hagen destm@ne ship; in Bechlaren, his remarks prompt the
engagement of G_iselhef and Dietlind, and he sings for Gote-
lind at their departure, receiving two arm rings as his re-
ward, On the way to Hunnenland he tells Hagen: "Wir reiten
dieser StraBen in Nacht gewitterschwer; / Schon hor’ ich
dumpf es rollen, wir reiten in den Tod" (p. 227), foretelling,
before Dietrich's warning, the trouble that lies ahead.
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Upon their arrival in LHun.nenland he says of CRriem-
hild: "In Wahrheit, schdn ist das wolfherz'ge Wein! (p. 233),
the first such observation to be made by a Volker figure.
During the night watch, he'plays his fiddle so long and so
beautifully that Hagen must ask him kindly to stop, "denn
hier braucht es zorn'gen Muth" (p. 249). As they go to Mass
the next day, Volker has another occasion to observe Chriem--
hild and says to Hagen that she i8 carrying her hatred into
the. church and out again (p. 252). In the jousting which
follows, the Hunnish warrior insults Hagen and Volker, as®, °
vell as provoking them by his gaudy dress, which justii‘ies'\"‘
gomewhat Volker's killing him (p. 253). After this, every-
thing follows as in the N1, only that it is Hagen, not Vol-
ker, who rather rudely corrects Chriemhild regarding Ridiger's
conduct. g

Wegener's Vﬁolker condemns both the murder and Chriem-
hild's revemge; he does- ot express any reasons for standing
by Hagen and the Burg'undla_n Klngs, it is part of his character
to do so. His killing of the Hun is better motivated than in
the N1, and while he clearly disapproves of Chriemhild, he
does not even seem to insult her. Also, as in all of the
works we have examined so far, Volker does not kill the Hun
who is trying to aid his relative. The Volker picture is
nobler, more exemplsary than in the N1, with a keener sense
0of honor and of right and wrong.

Julius Siemssen wrote his new Lied der I\Iibelungen225
with the express purpose of welcoming the new Reich, and
giving it the N1, "zeitgemdB gestaltet," as an example of
"deutscher Treue," as in Siemssen's opinion, it was found
in the old Reich Qprologue on front flyleaf). It is a much
shortened version, preserving only what Siemssen considered
the essential elements in the epic, using a modified Nibe-
lungen stanza. In the war with the Saxons and the Danes, we
first meet "Volker von Alzei, / Der wuBt' das Schwert zu
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fiihren, doch auch durch Geigenspiel, / Der Hérer Herz zu
rihren" (p. 9). On the journey to Etzelburg, he is the
standard-bearer and his role in Bechlaren is the same as in
the N1l. When the Burgundians arrive in Etzelburg and the
danger becomes apparent, Volker tells Hagen that now he will
no longer think of Hagen's crime, which he could not prevent
since he was not in Worms. He considers himself bound to
stand by Hagen now because "Die Hunnen sollen seh'n,/ DaB
alle wir Burgunden treu fiir einander steh'n" (p. 49).

Volker's killing of the foppish Hun is truly uninten-
tional; during| the night watch, he sings of the German Rhine,
its wine, its gastles, and its women, especially the Loreley
(p. 60). The rest of the tale is told in some thirty stanzas;
Iring kills Volker, who thus must die "Im Blutbad," not
"unter bliih'nden Rosen . . . nicht in des Westwinds Kosen"
(p. 64). Volker is clearly:Siemssen's favorite figure, his
death distresses him more than that of any other of the Bur-
gundians. Volker would have opposed Hagen, had he been in
Worms, but now, as Burgundians, they must stick together in
opposition to the common foe.

i

Friedrich August Feddersen retells the entire Nl in
twenty-four ballads and poems.226 The account of the Saxon
war does not mention Volker, nor is he the standard-bearer
on the journey to Etzel's court. He first appears in Bech-
laren, where he praises Gotelind and Riidiger's daughter as
"Ohne Falsch und sonder Flecken / Gleich dem allerreinsten

‘Gold" (p. 52). Volker himself is called "der ritterliche
Sanger," "ein tapfrer Degen, / Aller Sidnger Stern und Preis"
(pp. 52-53). Hagen is alone when he refuses to rise before .
Chriemhilde, but Volker joins him for the night watch, where
his*song is described in nine four-line stanzas. He sings of’
joy/! love and minnesang:

Er sang von deutscher Treue,
Und seng von déutschem Muth;

]
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Er sang vom deutschen Rheine

Mit seiner gold'nen Fluth. (p. 61)
He does not forget the cagtles nor the towns with their
spired cathedrals and thei¥ bells. Then he sings of false-
hood and betrayal, of death struggles, and of God who rules
over all. Chriemhilde's men, hearing Volker's song, steal
away in fear (p. 63). In the tournament, he kills the Hun
deliberately but Etzel smoothes it over as in the N1. Vol-
ker fights at Hagen's side in the banquet hall (p. 74), but
Hagen, not Volker, provokes the fight with the Amelungs.
Volker continues to be the vehicle for expressing the au- "
thor's patriotic sentiments and his ideas on the appropri- /
ate behavior of a German warrior. The Rhine, the homeland
of the Burgundians, is beginning to occupy an important
place in his poetry‘as a symbol of German patriotism and
anti-French sentiment.

Christian Stecher, S. J. wrote his Nibelungen-Lied
227

umgedichtet in ca 2,600 Nibelungen stanzas. Volker is

mentioned more often than in the N1, but usually, together
with Hagen, only as one of those present; his role is §pb—
stantially the same as in the Nl. Stecher adds the following
0 the Volker figure: he and Hagen are worried over the out-
come of Gunther's having brought Brunhilde to Worms (p. 136);
Hagen tells him to destroy his fiddle, as there will be noth-
ing but fighting in Ofen (p. 316). Volker will be jolly un-
til events force him to be otherwise and he plays war songs =y

Gotlinde and kisses her hand p. 336). He sings the medieval
"Hildebrandslied," with its happy ending, in Ofen (pp. 345-47).
His loyalty to Hagen is emphasized\és Krimhild and her men
approach: '

DaB ungericht nicht sterben die Helden von dem'Rhein,

Das soll das Werk der Klinge wvon Hagen und von Volker

< \

en route to Ofen (p. 317). He receives a gold chain from
sein!

|
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Der Tod soll uns nur trennen, und stremweis flieB' das Blut!
Wir morden sie wie Schafe--die keckverweg'ne Brut-- ~3
Wenn Einer nur es waget sein Krummschwert zu erheben;

Und lernen soll der Heune, bei Gott! vor Frankenschwertern -

# X beben! (p. 355)

He and Hagen are the only ones who, out of hostility, remain
seated when Ortlieb is brought into the hall (p. 359); later,
Volker bathes Hagen's wounds and soothes them with herbs
(p. 372). Volker's friendship with Hagen, his music, and his
fightipg spirit are given more room than in the N1, as is
Volker's "Treue," his loyalty to Hagen and to his countrymen, .
who here are consistently called "Franken," although their
home is "Burgund." ' ‘

Adalbert Schriter's Nibelungenlied in der Oktave nach-
gedichtet228 follows the *C variant, elaborating on those

passages which the author especially enjoyed. Two of them
are Volker passages: his song to GOtelinde as the Burgundians
sre leaving Bechlaren, and his music during the night watch,
. which Schroter entitled "Volkers letztes Spiel." Volker's
song in Bechlaren sums up the Burgundians' experience there,
how Gieselher found Dietlinde, and now must leave her, as Joy
is always short, and suffering long. He commends the Nibe~
lungen to Gotelinde, who answers that she will never forget
his song, and gives him "diese Spangen . . . als liebe Spende,"
a sign that she has accepted him as her knight. When the
festival is over, all the world will know, that her knight
was the best of the Burgundians (pp. 111-12).

In Etzelnburg, Volker's song begs the Lord to have
mercy on his Kings: "Wie Schmerzensschreie klang's aus seinen
Saiten, / Als flehe Gott er um Ba@herzigkeit," then becomes
defiant, as though the Nibelungen were Jjoyfully embracing
death, until finally his sweet melodies lull the rest to
sleep (pp. 138-39). Volker does not urge Hagen to rise be-
fore Kriemhild however, and his defense of Riidiger is more

b .
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vehement than in the Nl: "Frau Kriemhild, eine schnide Lig-
nerin!" (p. 228). Schréter also does not forget how Volker
kills the Hun as he is trying to help his wounded relative,
so that his Volker has all the traits of the medieval figure,
with more emphasis on his music and, a hint of religion not
found in the original.

Y

Bacmeister Wagner
Adolf Bacmeister's intention‘ in his prose retelling
of the N1229 was to give an account which "alles Unwesentliche
und Stérende aussé’ﬂ%idet“ (preface), whereby the author de-
cided what was irrelevant or disturbing. Bacmeister tells

"the whole N1. Volker, however, is not mentioned until the

Burgundians arrive in Bechlaren, where his role is described
as in the N1l. Volker's violence is omitted to a great extent:
his reproach to the Huns before the night watch is not men-
tioned, nor is his blocking the door to the minster. Bac-
meister also omits the following: that Volker suggests the
tournament and kills one of the Huns; that he kills the Hun
who tries to slip out with Etzel; that he kills the Hun as
he tries to help his relative and drives the rest away with |
a spear; and his mockery of the Huns. Otherwise, Bacmeister,

a teacher of the Yower grades at the Gymnasium in Reutlingen

(cited from the title page), has given an account of Volker

as he appears in the N1l. The omissions are clearly intended

to ennoble Volker, to make him into a more exemplary figure

for the youth of Germany. '

Wilhelm Wigner retells the N1 in "Nibelungen nach
deutscher Dichtung," a chapter in a larger work. 230 Among
the members of the Burgundian court is "Volker von Alzeyen"
the loyal minstrel (p. 74). He accompanies the army on the
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campaign against the Saxons, where at one point he, Bindolt,
Hunolt, and Hagen protect Siegfried against posgible injury
from the rear (p. 80). After the double wedding, as Siegfried
and Kriemhild are preparihg to depart for Xanten, Wdgner
shows the Burgundians and the Xantner gathei‘ed for a farewell
banquet. Volker and otherlminstrels sing of the hills and
vineyards along the Rhine, but Hagen remarks té Volker that
all these demonstrations of friendship could easily turn in-
to murderous combat, and he and Volker would Jjoin in, if the
Norns decreed it so. Volker replies by affirming that he will
always be loyal to Hagen: "Gesell ich schwore, / Dir Treue
sonder Trug" (pp. 99-100). However, when Hagen resolves to
kill Siegfried, and tells Volker that he shall be his "Ge-
’sé'ile," Volker refuses: to be sure, when they fought together
in "Mohrenland," Volker had sworn to be Hagen's "Geselle in
allen rechten Dingen," but for "Meucheldienst" Hagen must
seek another companion., Hagen does not answer, but chooses
Ortwin as his accomplice (p. 116).

In Bechlaren, it is a song sung by Riidiger's daughter,
which awakens Gieselher's mterest in her (p. J125), but as
the Burgundlans are leaving, Volker sings to Gotelinde,

' praising Frau Mlnne, who has sheltered the Burgundians.and

all the worthy inhabitants of the castle. He asks God to
protect: them from sorrow, for he sees blood flowing and can
he‘i’ the clashing of swords, weeping, and lamentation (p. 129).
Vd?.ier blanes a "Hollengeist" for imnspiring this song, and
tears the strings from his fiddle. Immediately, however, he
recaptures his composure and sings of love and heroism, dis-"
pelling the dark moqd he has csused. |
When Dietrich warns the Burgundians, Volker does not
react; when Hagen remarks that at least he can rely upon
Dietrich as his friend, Volker then answers thatf:‘u; "Streites-
noth" he will prove himself Hagen's faithful companion (treuer
Geselle, p. 130) His role from now on follows the N1, with
the following exceptlons. several Huns try to slip out of the -
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banquet hall with Etzel, and Volker kills them all; finally

Wagner, like the majority of his predecessors, omits Vol-

ker's killing the Hun who tries to help his wounded kinsman.
Y “d‘

4, Summary

We have examined a total of twenty-six representations
of the Volker figure between the years 1849 and 1887, 'In all
but one (Geibel's drama) he is a musician, called variously
"Sianger" or "Fiedler" (Siegert). Behind all of these Volker
figures lies the nineteenth-century concept of,xhe "Sanger"
or "Spielmann." The Grimm brethers saw him as gﬁardlan of
the authenticity of Germanic saga, while Uhland saw in him
the creative, productive side, the poet. The second edition
of Gervinius' Geschichte der poetischen Nationalliteratur
(1840-1842) distinguished between the "Singer" and the "Spiel-
mann," the latter being the wandering minstrel, Juggler,

news bearer, while the former retained the dignity of ousto-
dian of the Germanic tradition. The two concepts, however,
never became clearly separated, and the nineteenth century
retained the idea that there had existed in the Middle Ages
a wlass of peopfé, called “Spielleute," who were musically
talented, and also wrote epic poetry, but stood in an ambiv-
alent relationship to medieval society on account of their
wandering life.231 Volker von Alzey, as the nineteenth cen-
tury ‘'saw him, was variously "Singer" or "Spielmann," but
usually a member of the Burgundian aristocracy. W1l of these
aspects, especially news bearer, poet, and tradégion bearer,
are associated with Volker as he appears in the popular re-
ception of the N1, since this reception was influenced by

the teaching of the secondary-school and university Germa—
nisten.
Volker has acted as news bearer in Hebbel and Jordan,

bringing the news of Brunhild to Worms, while in Duboc he
embellished the tradition as the "Spielleute” wg BUPN0 S
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te do. As a poet, he was the vehicle for the poetic aspirations
of Osterwald, Geibel, Hosdus, Arnd, Jorden, Stecher, and Wig-
ner, while the verse adaptatlons described the content of his
songs, Others used his artlstry as a basis for psychological
reflections. According to Osterwald and Prott, Volker's mu-
sical nature msde him optimistic, while in Glaser it caused
his pessimism, Hos3us and Dahn saw the Jolly minstrel, while
Wilbrandt presented a slightly temperamental artist. Finally,
Volker the tradition bearer foresees the development in Duboc,
relates the story of the hoard in Hebbel, and passes his in-
strument as symbol of the tradition on to Meister Konrad. In
Wegener and Wigner, he is the prophet, who foresees the com-
ing catastrophe. .
As we have noted in the summary to the previous chapter,
the tendency, already present in the Middle Ages, of the poet
to project himself into the Volker figure, continued into
the nineteenth century., In this chapter, we have seen Dahn
styling himself Volker von Alzey, while Jordan adopted the
life style of the minstrel. Hebbel used the Volker figure
to present what he considered to be the mythological basis
of the N1, and in the other plays, poems, and retellings of
the period, Volker, and only Volker, gives an interpretive
commentary on the action as a whole or in part. Osterwald's
Volker sings of joy which ends in sorrow; in Glaser, Geibel,
Duboc,, Hosdus, Veihel-Miller, Siegert, Wegener, Siemssen,
and Wagner, Volker is opposed to some degree to Siegfried's
murder, yet most authors, particularly begimming with Hosgus,
emphasize that in spite of the differencies between them, hgjw
will stand by Hagen when he is in danger. The exceptions are
Veihel-Miller, who did not write a second part, and Sl&gert
whose Volker is mute in Part II, but does not desert Hagen.
Wilbrandt's Volker favors the murder for reasons of state,
while in the others he does not\\fpress himself on the sub-
Jject.

\

Not only are the authors' views on Germany's past re-
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flected in theirtreatment of the Volker figure, but their
reactions to contemporary events as well. In the previous
section we mentioned the apolitical character of most au-
thors, or in the case of Wurm, his irony, as typical for the
frustration of the middle class, since there was little rea-
son to anticipate a united, republican German state in the
immediate future, but only the division and accimpanying
weakness of many small or middle-sized states. The revolution
of 1848 and the National Assembly replaced the étathy of the
pre-March days with hope for a bstter future. Thw Frankfurt
Parliament, even though it failed, had been natiohal in its
character, and the aspirations it had raised were not lightly
forgotten.252 Politics never completely receded from the minds
of the educated middle class, and politics meant the unifi-
cation of Germany.

August Wilhelm Schlegel and others had already called
the N1 the German national epic: Volker referred to the Bur-
gundians as Germans, and urged them to stop gquarreling among
themselves in Miller's Chriemhilds Rache, and Vilmar referred
to Hagen and Volker as the two German heroes. In the period
from 1849 to 1888, however, there occur frequent references
to the Burgundians as Germans: Gerber, Hosdus, Jordan,
Siemssen, Feddersen, and Stecher's "Franken." When the poet
identifies with the Volker figure, therefore, he is identi-
fying with the German minstrel, and it is this increased
national identification which distinguishes these Volker
figures from those of the pre-March era. Volker's identifi-
cation with the German nation, implicit in the pre-March era,
has become more explicit during the period of the founding
and consolidation of the Reich.,

By 1850 it had become clear that there was”going to be
e struggle between Austria and Prussia for leadership in
German;y,255 meaning that in the thirty-nine states, which
composed the German Confederation, there had developed a
sense of national awareness. In 1853, in Gerber's opera, we




see the first Volker song, which is not only an interpretation
of the N1, but also a praise of the beauty of the German land-
scape and the virtue of the German people. In 1874, after the
founding of the Bismarck Reich, Arnd has Volker give a lyric
account of the nature of the Nibelungen, i.e. Germans. We

noted also in Naumann, Wegener, Siemssen, Feddersen, Stecher,
and Schrdter, how Volker sings of the German Rhi?e, itq‘wine,
women, song, and the "Treue" of its people, in obvious refer-
ence to the second stanza 6f Hoffmann von Fallersleben's
"Lied der Deutschen." By a fortunate coincidence, Worms, the
center of Burgundy and Gunther's capital, is on the Rhine,
which early became identified with Germen national hopes and |
hostility to France, as in Nikolaus Becker's "Sie sollen ;
ihn nicht haben, / den freien deutschen Rhein," and Max ;
Schneckenburger's "Wacht am Rhein." Thus Volker can sing 3 {
of the Rhine and of its heroes and be understood by his
hearers as singing of Germany and the Germans.

Not only does the action of the N1 center on Germany's
river, the N1 also contains the figure of Germany's national
hero, Siegfried.234 Adolf Glaser gives us the picture of
Siegfried, as the nineteenth century generally saw him:

Er ist an edlem Muth

An kdniglichem Sinn und Adel reich,

Klug, tapfer, seinen Untergeb'nen mild;

Sanft wie ein Kind, und wie ein Lowe stark;

Niemandes Feind, und Jedés Guten Freund;

Ein Schutz im Ungliick, felsenfest in Treue! (p. 39)
It is natural therefore that Volker should be sympathetic
to him, even, as we have seen, to the extent of condemning
his murder by Hagen, whether mildly protesting as in Glaser
or strongly denouncing it as in Siemssen. The bearer of the
German national tradition must, in this period of rising ‘
national sentiment, take a stand on the murder of the Ger-
man national hero.

Yet life goes on after Siegfried's murder: there is a
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second part to the Nl. One of Siegfried's virtues as enu-
merated by Glaser is his "Treue," and this same "Treue"
motivates Volker as he stands by Hagen and the Burgundian
Kings. Gerber Gunther and Volker sing in unison of "Treue
'bis in den Tod." Geibel's Volker stands watch over his Kings
and gfeets the new day, even if it should bring his death.
Hosdus, writing in Dessau in 1866, is the first, however,

to be explicit about Volker's sttitude towards Hagen, who
after all is the real center of power, and the moving force
in the drama: in spite of the differences betwegn the two,
Volker proclaims himself Hagen's friend. Given the political
implications of the N1 reception, it is significant that of
those states which supported Prussia's initiative to form a
federation upon.the collapse of the German Confederation,

a move which was tantamount to declaring war on Austria, one
was Anhalt-Dessau, where Hosdus was tutor to the royal chil-
dren. The Prussian represetfitative who presented this motion
to the Federal Diet in Frankfurt was Ottq von Bismarck-Schdn-
hausen.22? In view of the fact that Anhalﬁ ‘Wald’ completely
surrounded by Prussia, it is difficult to assess Hosdus'
motives or to ascertain whether he wished to emphasize the
differences or the friendship between the two. However, when
we consider that Hagen tells Volker his innermost sentiments,
including his anxiety about the forthcoming confrontation
with Eriemhild and the Huns, the scale tips in favor of the
friendship theme and we see HosHdus taking a stand on the
side of Prussia in the War of 1866.

Naumann's poetic version of the N1 appeared in the same
year. He was the head of the regional "Turnverein," and these
athletic clubs, along with the rifle clubs and choral soci-
eties were centers for the propagation of strivings toward

national unity.2>°

His Volker is as we have seen, an idealized
German warrior, whose less noble acts have been deleted from
the story. Wegener's Valker condemns Siegfried's murder again,

but stands by his countrymen: these poets most likely dis-
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approved of the War of 1866, but maintained their loyalty ,
to Germany which they saw embodied in the "Kleindeutsch"
solution proposed by Prussia. -

Five years later, this solution’became reality: the
Germans not living in Austria or Switzerland were united
under Prussian domination. The Germans had their country,
sand most of them had the country they wanted, for as Dahl-~
mgnn expressed it in 1849: "The winning of power alone will
fully satisfy the seething desire for freedom; for it is not
only freedom that the Germans have in mind, but they are
primarily craving for power, which has been denied to them
until now."237 The financial advantages of belonging to the
customs union, the 300,000 marks paid annually to ILudwig II
of Bavaria, the exemption of the South German states from
the beer and liquor tax, all of these factors together with
the magnetism excerted by the names "Kaiser" and "Reich"
induced the diets of the various states to act favorably on
the treaties which enabled the Reich to come inlo existence.

We have already noted Siemssen's welcome to the new
Reich, and recall that it was his Volker who referred to
Siegfried's murder as a crime, pointing out that he was not
in Worms at the time, Now,‘however, the Burgundians must
stand together, and he will stand by Hagen. Dahn's Volker
left his fiddle to his friend (in the ballad) in omne last
g esture of loyalty: even though the strings refuse to accom- |
ﬂany Hagen's words, Volker stood by Hagen, and in ‘the play,

Volker points out to Gunther, that the Rhenish "Edelwild"

belongs together, now that they are being hunted by a pack

of Huns. Wilbrandt's Volker even goes to the extent of ap-
proving of Siegfried's mhrder, as a move in power politics.

Prott has Volker support Hagen's attitudes, even when they

are at variance with those of the Kings, and do his best to
elevate the spirits of the Burgundians. Siegert and Veihel-Miller
make Volker into Siegfried's admiring friend, who has no
relationship to Hagen at all. Siegfried is still the German

238
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national hero to them; yet even in these plays, Volker does
not reproach Hagen, he merely ignores him. Volker remains
loyal to the visible expression of German power.

The same is true of the retellings in verse and prose
which, by their nature, do not allow for as much variation
in characterization or motivatich as do the dramas. The poets
here emphasize or omit, but usually do not make additions or
innovations; they omit the "ignoble actions," especially
Volker's killing the Hun who is trying to help a wounded
relative, and emphasize his music and his loyalty to,Germany
by interpolating extended descriptions of the contents of his
usually patriotic songs into the night watch scene. Stecher
highlights the minstrel as bearer of tradition by having him
sing the medieval version of the "Hildebrandslied," which
probably appeared more Christian than the OHG version, while
emphasizing his friendship with Hagen. In prose, Bacmeister
gave us sn idealized Volker, suitable for young boys, and
Wagner has Volker point out that he will be Hagen's friend
as long as he does what is right, and will stand by him when
it is a matter of life or death, but will not be a party to
any dishonorable action.

We have deliberately saved Jordan for the last. Just as . |
his Nibelunge is the most monumental adaptation of the Nibe-
lungen saga, so0 it is the most significant from the point of
view of its politics. The first part, Sigfridsage, published
in 1866, shows Volker as the loyal vassal and Gunther as the
generous lord, an indication of Jordan's monarchistic sen-
timents, while Hildebrants Heimkehr affords Volker the
opportunity of developing his relationship to Hagen, and of
being contrasted with other, foreign elements. In the nine-
teenth century, Volker bases his contempt for the Huns on
the fact that they are non-German in their appearance, cus-
toms, and mores. This is very likely an aspect of the pro-
clivity on the part of German liberals and democrats to
. 8light other nationé and nationalities, particularly when
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. " their interests ran counter to the claims of Germany. Jordan
is an outstanding example of this attitude: in regard to the
problem of the Poles living in the eastern Prﬁssian province
of Posnan, Jordan appealed to "The preponderance of the Ger-
man race over most Slav races" and denied that the rule of
law was applicable to the fate of nations.239 His Volker is
contrasted with the subhuman degeneracy of the Hunhish min-
strels, one of whom, Schwammel, must take on the onus of
causing the death of Krimhild's innocent child, and thus ]
setting the final catastrophe in motion. In this respect, do,
Jordan goes a step beyond previous authors.

Likewise in the Hagen-Volker relationship: Osterwald,
Glaser, and Prott showed its closeness by having Hagen ‘

g eléicidate Volker's psychology. Arnd has Volker.characteri;g,
with rhetorical eloquence, the Nibelungen for Etzel's bene-
fit. Jordan's Volker, however, characterizes and interprets
Hagen, making even this representative of the principle of

~evil seem, at least temporarily, human. Hagen is not the
hero of the piece; Sigfrid and Hildebrant exemplify the vir-
tues which Jordan would like to instill in the youth of the
country, and which he believes characterize the Germans and
make them superior to the barbarous East or the decadent
West. Yet Hagen represents power, and it is to this power
that Volker is drawn, it is this power which he interprets
‘ to the world. { ‘
Tonnelat hes stated that often, when Jordan writes ‘
"Sigfrid" or "Hildebrant" he is thinking Bismarck.Z'C Wheth- ‘
er this was true of the Sigfridsage or not is Fifficult to
prove. Certainly Jordan recognized in Bismarck the loyal
supporter of the Prussian monarchy, which was the reason for
hig-becoming chancellor, and in the Danish war Bismarck showed
that Prussia was going to pursue its interests at all costs.
Sigfrid's assistance to Gunther may perhaps be interpreted
‘ as reflecting Bismarck's support of Wilhelm I. In Hildebrants
Heimkehr, however, the character of Hildebrant as Schwanhild's




preceptor, as the man who by his words, attitudes, and ac-

tions was to make her into the modell of virtue in all senses
of the word, does not call to mind Bismarck as history re-
menbers him, nor Bismarck as perceived by his contemporaries,
especially by the liberals, among whom Jordan must be num-
bered. These liberals baw in Bismarck at first the "shallow
Junker,"241 and deplored his autocratic ways; only when he
athieved German unification, which meant to the liberals
power for Germany, with whom they wished to identify, and
economic prosperity for the bourgeoisie, did some of the
liberals support Bismarck and his policies. It was the uni-
fication, not the man, whom they hailed.“*? Seen in this
light, we cannot agree that Hildebrant could have represented
Bismarck; the German view of him has never been so simple.
There is, however, truth in Tonnelat's contention that
Jordah’s Nibelunge represents Jordan's reaction to contem-
porary events, particularly to the unificqyion of Germany.
One indication of this belongs, albeit peripherally, to his
delineation of the Volker figure: when Volker and Hagen take
up their post for the night watch, they relieve "Luther von
Lorrach und Nenntwig von Zabern" (Pt. II, p. 68). Luther
signifies Jordan's Protestantism, while Lorrach is his trib-
ute to Baden, the first South German state to begin active
military cooperation with Prussia, by adopting in 1867
the needle gun, which meant adoption of the Prussian man-
val-of-arms and the importation, at first at least, of Prus-
sian drill instructors.243 Zagbern is the Alsatian town of
Saverne. In the figures of Luther von Ldrrach and Nenntwig
von Zabern, Jordan is welcoming southern Germany and Alsace-
Lorraine into the Reich, little realizing that, for a brief
time at least, Saverne would become a symbol of Prussian
tyranny and Alsatian hostility to it. /
Looking for a portrait of Bismarck in the Nibelunge,
we can find it to a great extent in the figure of Hagen. In
the Sigfridsage, Hagen and his sister Guta, the mother of
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Gunther and Krimhild, had killed Sigmund and exposed the
baby Sigfrid, the legal heir to the throne, in order to
gain the kingdom of Burgundy for Guta and her children.
Sigfrid’'s survival and appearanée in Worms place agll of
this in Jjeopardy, and so Hagen kills Sigfrid out of loyalty
to his sister and to her royal family. Hildebrants Heimkehr
gives a kinder picture of Hagen, the loyal vassal, .who in

the night watch becomes even human and likeable. After

Hagen has thanked Volker for his friendship, the minstrel

is speechless; he can only grasp Hagen's hand in a mute
gesture of friendship (Pt. II, p. 95). As Volker understands
Hagen, so Jordan, after initial opposition, has come to
understand Bismarck.

The same is true, though less explicitly developed,
in the other Volker figures of this period: Volker, when he
opposes or regrets Siegfried's murder, is taking a stand
similar to that of most educated Germans during the establish-
ment and consolidation of the German Reich, that of opposition
to Bismarck and his autocratic, often ruthless ways. Yet,
when the Reich is threatened, whether by France from with-
out or by Social Democracy from within, these same men rally
around their endangered country and Bismarck, its symbol.

The title of Sybel's book to the contrary notwithstanding,
Bismarck was regarded as the founder of German unity.

Of the fifteen authors of this period for whom bio-
graphical material could be found, seven may bé Zlassified
as poets or writers, i.e. men whose principal occupation was
writing and who produced a sizable body of work. These seven:
Glaser, Geibel, Hebbel, Duboc, Dahn, Wilbrandt, and Jordan,
with Siegert, whose tragedy Klytaemnestra achieved some
notice, as an eighth, all use the Volker figure to give an
interpretation of the N1 and, in the cases of Dahn, Wil-
brandt, and Jordan, to relate the N1 to contemporary Germany.
Four of the authors are teachers and those authors about

vhom no biographical material could be found, exhibit in



their work the tone and style of the secondary schoolteacher,
especially Wagner, Siemssen, and Naumann, Three of the au- -
thors are clergymen, whose vocation would have brought them
into the classroom.

The Volker-Hagen relationship mirrors the attitudes
" of these writers and teachers to the sources of powsr and

authority during this period of the nineteenth certury. The
source of these attitudes was doubtless the classroom, where
the N1 was being used as a paradigm for the national ideology,
with Volker as the loyal comrade to Hagen, a model for the
loyalty which the nationally-minded pedagogues wished t57
develop. This loyalty to Hagen increased in intensitykin direct
proportion to the development of national feeling in Germany.
From Osterwald in 1849, whose Hagen explains Volker's psy-
chology, to Hosdus in 1866, whose Volker remains loyal to
Hagen "trotz allen Unterschieds,” and finally to Jordan in
1874, Volker's intimacy with Hagen has increased to the
point that their fridndship has become one of the high points
in the tradition, the example par excellence of German
loyalty.

Volker realizes that he is rldlng to his doom, and this
realization msekes his 1oya1ty all the more significant. The
authors of this period, with few exceptions, emphasize this
in one way or arother, either by having Hagen reveal the
mermaids' prophecy to Volker alone, or by having Volker,
in his charecter of prophetic minstrel, foretell the catas-
trophe. It is after these revelations that Volker affirms
his loyalty to Hagen, giving as the reason the fact that
Germans must stand together ageinst the alien foe.

Volker's innocence of any complicity in Siegfried's
murder further underlines his striking loyalty. Particularly
after 1871 do the authors emphasize this, as Siemssen's
Volker calls it a crime, Dehn's Volker points out that he
had not drunk with Hagen since the murder, and Wigner's
Volker refuses to be Hagen's accomplice in the act. Yet all

-
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‘ ] of these fighres haire accémpanied Gunther and Hagen to
Etzelnburg, and all remain loyal to Hagen, pointing out o
that they do so out of loyalty to their nation or to the

‘ monarchy which represents it. Volker's innocence, underlined
by the removal of his ignoble acts, the knowledge that he “L
is riding to his doom, and the character of the "lustiger
Spielmann" combine to make Volker the ideal spokesman for
the new emphasis which most authors of this period introduced
into their adaptations of the N1, the- joyful acceptance of

" - g hero's death, combined with the fatalism which could make

j this acceptable even to the innocent. This was the pdpular

interpretation of the N1, the interpretation which I heard
in 1958 from a professor who had emigrated in the early
thirties: if fate wills it, the innocent will be destroyed,
and it is their duty to sacrifice themselyes in the interest’
of the nation.-Volker von Alzey, through his role in the
popular reception of the N1, became during this period the ¥
ideal vehicle for the propagation of this national ideology.

¢ @




1. The dramas

III. 1889-1018

Hauptmann Lublinski - Bachtiger

Oliven Bergmann Ernst
Strobl Sadll

In 1899, Gerhart Hauptmang wrote the "Vorspiel" to his
proposed Nibelungen épilogy, of wvwhich only the outline ex-
ists.244 In 193% he ‘revised this "Vorspiel," which is set
in the "Nibelungenfeste in der Mark zu Norweg," where Sieg-
fried and Kriemhild reside. When Gere and a deputation of
Burgundian knights deliver Gunther's invitation, Kriemhild
is delighted to hear‘hef native speech agaih./When they speak,
she exclaims, it sounds like Volker's éogg, which leads her

" to inquire: "Was macht der kdnigliche Spielmenn, sprecht, /

individual in Einsame Menschen, of the family in Das Friedens-~

Y !

-and staged bgfore 1899 Yet Hauptmann cannot deal successful-
g

der Fiirst der Sanger." This description of Volker may belong
to the revision of 1933; if so, there is a peculiar poign-
ancy in it. In 1899 Hauptmann stood at thﬁwpeak of his
creatlvity his Vor Sonnenaufgang had assured the .-success

of naturalism on the "free" (not state-supported) stages of
Germany;245 he had successfully depicted the misery of the

fest, of society in Die Weber, and of the nation in Florian
Geyer. His concern, however, was human, .not political

and he soon turned from social dramas to neoromanticism in
Hannele and Die versunkene Glocke, all of which were written

1y with the Ni. Bﬁ 1933, he had become virtually silent,

after having lived through the Reich and the’ Weimar Republic,) .
in which he came into his own in popularity. Now, at the end

of the Republic, the prince of poets turns again to the N1,

In answer to Kriemhild's inquiry abij; Volker, two of the
Burgundians answer: "Dank! es geht wohl!" a noncommittal

~r



&y

~131-

A

Al

response equivalent to the American, "Thanks, he's doin' all
right," signifying that Volker is enjoying some, prosperity,
yet ‘the spark which had animated the young poet has gone out.
This brief exchange, in a fragment of a drama, has demon-
strated once more the extent to which the poet's experiences
afd emotions are expressed through the Volker figure.

Under the pseudonym Rideamus, Fritz Oliven published
his comic operetta Die lustigen Nibelu.ngen;ewz Biegfried is
a carefree young man, who still loves Brunhild even while he
is subduing her for Gunther. Kriemhild and Brunhild both
love Siegfried, and both agree to his murder. Siegfried,
however, suggests that they agree instead on "50 Prozent /
Denn so verliert ihr mich ggnzlich / Und so zur Hélfte doch
blos." The chorus hails the happy ending of the Nibelungen
operetta. Volker is one of Gunther's brothers: he j‘o\ins in
on the morning after the wedding feast, when they‘éing\ of
how much they have eaten and drunk, and what a glo‘rio"us
brawl ended the celebration. Volker completes Giselher's
lines: G: "Hagen a8 ein ganzes Schwein.” V: "Und 'ne Blut-
wurst hinterdrein!" (p. 28), and so on in this vein. As they
are planning the murder, Volker sings: "Der gute Onkel Hagen"
Gunther: "Soll ihn nach Tisch erschlagen!" (p. 35), while
later Ute sings: “Wir schreiben guf seinem Leichensteine:" /
V: "Hier ruh'n vom Herrn Siegfried;die Herrn Gebeine!" It
is all in good fun, and the® piece must have made an entar-

taining evening. We see some significance in Volker's sug-
* 3

gesting that Hagen commit the murder, and in his allusion to
Siegfried's guilt. When Dankwart edclaims that they will all
rejoice, Volker adds: "Wenn er sanft entachlafen ist und
8till!" (p. 36). Even in comedy, Volker retains his relatilm-
ship to Hagen, justifies him, and gives an interpretation

of the W1,

Karl Hans Strobl's pageant play, the first N1 drama in

prose,2b'8~was written for the "Nibelungen Denkmal und Volks-

"
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schauspiel-Verein 'Bechelaren.'" The first act contains’
Kriemhilde's stay at Bechelaren, where she is met b& Etzel.
The Kiirnberger, a young poet living in Bechelaren, speaks
abusively to Kriemhilde for bringing the curse of discord,
which hangs over her, into the land. Riideger sends the Kiirn-
berger into exile for a period of seven years.

Act II shows the Nibelungen arriving in Bechelaren.
After the general greetings, Volker relates how he and Hagen
in the rear guard killed Else and Gelfrat (p. 50), and when
Gunther reprimands Hagen for throwing the chaplain overbaord,
saying that of all of his deeds, none had been more foolish,
Volker interjects that it may have been his wisest, depending

.on what it was that the mermaids told him, thus demonstrating

his confidence in Hagen's Judgment.

After the evening .meal, Hagen reminds the company of
Volker's musical ability, saying that Volker's songs are
the only ones he likes, for sometimes blood runs out of
their lines. Volker's harp has been stored with the weapons:
it is his best friend, he says, for "Alles, was ich kann,
beruht in ihr" (p. 64). Hagen asks whether Volker has for-
gotten him, singce he calls the harp his best friend, to which
Volker replies that he cannot believe this offering of friend-
ship, since Hagen has, always kept his distance up to now.

Hagen then reveals that they are approaching grave danger,
to which Volker responds with a promise of his friendship
and support. quen has chosen Volker as his comrade, and the
minstrel has responded with gratitude as if he had been
hoping for this homnor.

Volker's song begins: "Unter der Linde im Odenwald . . . ,"
which Gunther interrupts, demanding another. The next song
begins: "Ed war eine junge Konigin / Gesessen iiber der See . . ."
(p. 64), which Volker himself interrupts, saying: "das ist ein
neues Lied, das mir die Harfe fliistert" (p. 65), as though
he had not heard it béﬂpre and the harp were telling i to g
him. His song is in three six-line stanzas. In the first
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stanza he says that hqﬁdoes not trust women, in order that

no harm may come to him; in the second, he tells his vision
of a rose, whose fragrance killed the heroes who had nurtured
it, and in the third he affirms his loyalty to his comrades
in battle, to his fiddle and sword, and his distrust of all
women, "Damit mir nicht ein Leid-von ihr gescheh'." Riideger
says of Volker's song: "Es fiillt den Raum und schlagt wie
Fliigel an die Winde" (p. 65). Volker, like his fellow min-
strel, sees Kriemhilde as the cause of the N1 tragedy.

Volker's relationship to Hagen has grown out of trust
on Hagen's side and admiration on the part of Volker; by
the end of the stay in Bechelaren , it has developed to the
extent that Volker can even question Hagen's actions: when
Hagen announces to Volker the match he has made between
Giselher and Dietlinde, Volker asks: "Hagen, war dies recht
von dir?" (p. 78). Hagen's answer is that, right or not, it
was "klug" and had to be. In Etzel's castle, Hagen describes
Volker to Kriemhilde as a second Hagen (p. 89), with Balmung
as the third, so that Hagen has come "Selbdritt" to Etzel's
court. Volker and Hagen have become firm friends in the face
of death: only on religion do they disagree, for Hagen is
a freethinker, while Volker is a believer.

After Mass, Volker tells Hagen that Kriemhilde did not
make the sign of the cross at the appropriate places, and
that she shuddered during the transubstantiation, for "In
diesem Augenblick, der aller Siinden frei urs finden soll,
verharrte sie in ihrer Slinde." Hagen's reaction is an emphatic
"Geschwdtz!" to which Volker patiently explains that this is
the meaning of the sacrifice, a perpetuation of Christ's
salvation. Hagen replies that Kriemhilde has her mind on other
Masses, in which wine will not replace the blood, to which
Volker answers nothing (p. 101). Later, he alludes again to
Hagen's lack of religion when Riideger approaches tq do battle
with the Niﬁelungen, and Hagen, not realizing his true in-
tentidﬁé, cries: "So sei Gott gelobt!"™ (p. 134). Volker calls
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‘ it a miracle that Hagen has pronounced the name of God. The
A difference in religious faith, does not, however, diminish
the intensity of their friendship, nor of Volker's deter-
mination to stand by Hagen to the end.

The last words of the play are spoken by the Kirnberger,
to whom Riideger had entrustéd the care of his wife and daugh-
| . ‘ter. He picks up Volker's instrument, regards it, and asks:

"Welch ungeheures Lied in diesen Saiten schldft? Ich nehme
sie an mich als Erbe und will sie lauschen. Vielleicht

daB ich erfasse, was sie durch Volker nicht mehr sagen kann.
Ein Lied vom Kampf der Nibelungen und ibrem Ende?" (p. 150).
Strobl shows us the Kiirnberger, his N1 author, taking up’
Volker's instrument, his spirit as it were, and learning
from it the tale of the Nibelungen. Thus Strobl shows Volker
as the tradition bearer, through whom he expresses his own
view of the N1 tradition.

249~shows the

In Gunther und Brunhild, Samuel Lublinski
Burgundians and Romans living in Worms, with Gunther surrounded
by Gothic bodyguards, the only men in Burgundy allowed to bear
arms., There is no Hagen figure in the drama. "Volimar, ein
Singer," is not a positive character: in scene one, Gunther says
to Rumolt, his armorer, who is bringing him some news: "Du
bist kein Spielmann, sag mir keine Midre / Nach Volkmars Art,
des schlimmen Wiihlers" (p. 3). The minstrel as agitator, as
conspirator, is a new note in the N1 adaptations. In Act III,
scene nine, Maurus, a Roman merchant, is standing in the square
before the cathedral, talking with Othmar and Heinrich, two
Burgundian knights. Maurus observes that Volkmar is approaching,
to which Heinrich adds: "Und angefiillt zum Platzen scheint sein
Sack. / Ich hasse dieses Wiesel," but OthmaT says: "Er ist
klug" (p. 58). Volkmar is an agitator, a talebearer, and a
weasel, but intelligent. He enters with "Ich weiB ein klingend
Lied fiir Ritterohren, / Doch in Burgggd hdlt man die Ohren zu,"

' to which Heinrich retorts that he should spare them his song,

e
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but, encouraged by Othmar, Volkmar sings. His first theme is
the "Gottesschwert des Konigs Etzel,” which had lain buried
for a thousand years since the 0ld god of war left it and
retired to the regions of the blessed, leaving his sword to
whomever should find it, and with it conquer the world.
Maurus calls the song barbarous, but Othmar asks whether
Attila has found it. Volkmar answers affirmatively, while
Maurus insists that this sword was really a Roman sword,

left in the Asian stéppe beside a buried soldier. Volkmar
calls this a lie, like the lies of Vergil "des falschen,
feigen Singers" (p. 61). To Othmar's "Dann kommt der Etzel
iiber uns," Volkmar replies: "Er kommt / Er kommt zu uns ihr
Helden;--wir zu ihm.," At the suggestion that Attila is coming
and the Burgundians will join forceés with him, Heinrich is
shocked. When Volkmar insists that Attila is all powerful,
that it would be folly to resist him, Heinrich accuses him
of being a spy. Volkmar counters with "Burgund;ist erntereif;
ich geh zum Etzel"” (p. 62), where heroes are honored, instead
of being disarmed, as they are in Burgundy. Heinrich con-
tinues to insist that Volkmar is lying, and to Qphmar's sug-
gestion that he might be telling the truth, Heinrich reminds
his comrade to hold fast to honor.

This occasions Volkmar's second song, a mockery of
Heinrich's "Treue," which he compares to that of a dog, who
slavishly follows his master, licking his hand even when he
kicks him, Heinrich calls Volkmar "ein Hund, ein rdudiger”
(p. 64), threatens to kick him, but Volkmar merely mocks
him, saying: "Wage es, / Ich fiirchte mich vor keinem treuen
Kettenhund," whereupon Othmar requests a third song.

Volkmar's‘ﬁgird song is "ein Todeslied" about two
queens, who have quarreled--Heinrich interrupts again, warning
Volkmar not to tell any lies. Once again the singer must
tell Heinrich that he is pnly deceiving himself, by refusing
to believe what will shortly take place before his eyes,
when Kriemhild approaches from the right and Brunhild from
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the left, each with her retinue, demanding precedence. Hein-
rich persists: "Ich hdr' nicht, Unke" (p. 65), but Volkmar
continues: "Der Untergang, / Ich kiinde frei, des Reiches
steht bevor." Women's hatred has forced men to resort to
arms in civil war, and Attila, who is even now approaching,
will reap the harvest, riding over the bones of the Bur-
gundians. Heinrich and Othmar resign themselves to death,
Maurus prays for deliverance, but Volkmar exits, calling:
"Der Romer freilich betet; wir sind Ritter. / Folgt mir
zum Attila" (p. 67). Heinrich sends an impotent "Hitt' ich
ein Eisen, so hatt' ich dich getdtet," after the departing
minstrel. (

Everything that we have learned to expect from the
Volker figure appears to be missing from Volkmar: his brav-
ery in the face of death and above all his loyalty to Bur-
gundy and to its King. The explanation for this apparent
inconsistency lies in the fact that there is no Hagen in
the play, and therefore no center of power to which Volkmar
can gravitate. Neither is there any courage: Heinrich refuses
to listen when Volkmar speaks the truth, while Othmar desires
entertainment without attending to the meaning of Volkmar's
news. Maurus prays, not to the Christian God, but "zum ewig
Thronenden, / Der in den Hénden h#lt die hohe Ordnung,"
while being unwilling and unable to act. Volkmar, realizing -
the futility of the situation in Burgundy, does the only
sensible thing in his view, which is to go over to Etzel.
Once again, the minstrel Bllies himself with power.

Hagen's absence and the weakness of the monarchy to-
gether with a general’sense of frustration suggest that
the author has contemporary Germany in mind,:ﬁ&rticularly
the lack of Bismarck's strong personality. During his career,
Bismarck had been disliked and opposed by most of the German
people. Now, after his dismissal and especially after his
death, he became the subject of a cult which saw in him the
embodiment of everything desirable to the German nation: ‘ /
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strength, diplomacy, international prégtige, peace, even
good manners, everything which was lacking in contemporary
reality, had been lost because of Bismarck's untimely dis-.
- missal and death.250 In this situation,,patriotism and ’
religi®h degenherate into cant, as we see in the persons of
Heinrich and Maurus, while intelligence must suffer the
odium of being termed agitation and the truths it tells are
"Unkenrufe," to which the masses stop their ears.

Hagen is the title hero of Conrad Arnold Bergmann's
drama, which appeared in 1914.251.As the play opens, Ridiger
is bringing Etzel's proposal of marriage to Siegfried's
widow. Krimhilde' is guarrelsome and sulky, while Gunther is
a vacillating King. Gerenot is a coarse fellow, who makes
bad jokes about Krimhilde's age, but Giselher feels sorry
for his sister, Gunther, Gerenot, and Brunhilde would like
to be rid of the querulous widow, but Hagen, the faithful
vassal, warns against allowing her to acquire anough power
to become dangerous. When Gunther orders Hagen to deliver
up.Siegfried's hoard, without which Krimhilde has refused
to leave Worms, Hagen replies: "Wir zghlen gut nur mit dem
Eisen in der Faust. Mit Blut und Eisen" (p. 34), and informs
Gunther that only the fish in the Rhine know the whereabouts
" of Siegfridd's gold. g

Volker von Alzey is Hagen's compsnion: when Gunther
summons Hagen, both appear, much to the dismay of the chap-
lain, who breaks off his conversation with Gerenot and
Giselher and disappears upon their approach. Hagen and
Volker are not Chiistians, for Volker refers to the priest
as "eine Ratte." When Hagen learns that Gunther has promised
to restore Siegfried's gold to Krimhilde, he motions to
Volker to leave, telling Gerenot that they will return at
midnight. When Giselher asks whether they are offended,
Volker replies as he and Hagen are departing: "Nein, doch
kenn ich seine Griinde nicht." Volker shares Hagen's views

-
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on religion, and does Hagen's bidding even though he does
not know his reasons as yet (pp. 19-21).

At midnight, Hagen and Volker return to Worms, where,
looking into the cathedral, they see Riidiger swearing loyalty
to Krimhildeé over Siegfried's grave. Hagen mockingly éuggests
that Volker plsy a farewell tune on his fiddle, but Volker,
who feels uncomfortable around a church, answers: "Komm,
laB das arme Weib." He then chides Hagen, éaying it was not
wise of him to sink the gold into the Rhine, since through
it, he and Krimhilde might have become reconciled. Hagen,
however, knows better, and explains his reasons for dis-
posing of the gold. When Volker asks whether he is afraid
of "dem Weib," Hagen admits that he is indeed "Um meinet-
willen nicht, doch um Burgund." As Riidiger and Krimhilde
leave the cathedral, they encounter Hagen and Volker, in a
scene which anticipates that in which they do not rise be-
fore her. Hagen taunts Krimhilde with Siegfried's memory
and accuses her, in ;ather coarse terms, of using her body
to buy Etzel's power. Krimhilde counters by accusing Hsgen
of having slain Siegfried in order to obtain the hoard for
his own use, at which Volker interjects: "Ich kann bezeugen,
daB er nur das Eisen achtet und nimmer wie dein Siegfried
mit den andern Menschen all die Schwiche teilt, das gelbe
Gold zu lieben.” In this scene, Volker appearéd to sympathize
with Krimhilde, while reproaching Hagen for lacking wisdom.
Immediately, however, Hagen was able to show him his mistake.

.Hagen emerges as being selflessly concerned for the welfare

of Burgundy, so selfless in fact, that Volker can accuse
Siegfried, along with all other men, of greed for gold, a
weakness which his friend Hagen does not share (PP.K26—31).
In Act III, as the Burgundians are departing from

Bechlaren, Dietrich von Bern enters, to warn them of Krim-
hilde's planned revenge, and to beg them, either to turn
back to Worms, or to turn the hoard over to him, so that he
may use it to intercede for them with Krimhilde. The hoard
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is in the Rhine, and Hagen, who has nothing to lose but the
reputation of having killed out of desire for gold, will not
turn back. Volker makea; at’ this point, the strongest affir-
mation of loyalty to Hagen of any Volker figure we have
examined thus far: "Dank dir, Hagen, Dank! Der fernste Stern
im Raum kann so der Sonne flir den reinen, klaren Strahl nicht
danken und der ndchste nicht mit solchem Stolz sich ihr er-
geben fiihlen wie in diesem Augenblick dir ich, Volker von
Alzey!" (p. 72). Dietrich represents the 1dst witness for
the prosecution, for he, a Christian, sympathizes with Krim-
hilde, but Hagen refutes his arguments and the Burgundians,
especially Volker, stand by him.

Act IV is.devoted to the night watch. Werbel and
Schwemmel approach, offering among other things, to procure
feminine companionship for the two heroes. After the two
have been driven away, Volker plays end sings: "Komme, siifler
Schlaf, / Wie du zu Worms am Rheine kamst" (p. 92), invoking
the gentle spirits, that they may bring the faithful heart
home once more. Krimhilde enters and demands the hoard once
more. During this final confrontation, Volker cuts down two
Huns who have pressed in too close to the Burgundians, while
Hagen mocks Krimhilde and the Huns. The act ends with a
repetition of Volker's song.

Except for the innovation of having Volker and Ridiger
slay each other, Act V need not detain us. We have seen in
Bergmann's drama the first attempt at a literary justifi-
cation of Hagen, with the concurrent elevation of the Volker
figure through his combat with Riidiger. Krimhilde becomes
the "valandinne," with all of her negative characteristics
fully developed in order to exonerste the hero. Hagen's
resemblance to Bismarck is plain: he sacrifices everything
~in order to work for the good of the fatherland. His use of
the phrase "blood and iron" confirms this, if there were any
doubt. Volker gquestions, at first, the wisdom of Hagen's
actions, but, being convinced of their rightness, makes his
glowing affirmation of loyalty. )

Eid
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Meinrad Sadil's Riideger>”> takes place in the time of
the "Volkerwanderung." Riideger is the governor of Noricum
with Attila as his neighbor, not h¥s lord, as Attila has
left Noricum to Rome out of respect for Riideger. Volker
carries a fiddle (p. 171), Giselher alludes to his music
(p. 172), and Kriemhilde greets him as "Derfedle Spielmann"
(p. 183), while Hagen calls his sword a fiddle-bow (p. 1903.
After the battle in the great hall, Riideger reports that
Volker is accompanying Hagen as the latter sings a satirical
song (p. 193). The Burgundian minstrel's principal role,
however, is that of a faithful companion to Hagen. As the
heroes enter the great hall, to be welcomed by Attila and
Kriemhilde, Volker points out the solid construction and
admires the building from a tactical defensive standpoint
(pp. 182-83). At the banquet, Volker gits between Hagen
and Riideger and warns his friend when he overhears Attila
giving Kriemhilde a free hand in planning her revenge (p.:187).
Finally, when the hostilities break out, Volker gives Kriem-
hilde the reason for his loyalty to Hagen: "Nach allem Rechte
fiel dein Mann. Der Frevel ist die Saat, das Unheil ist die
Ernte. Wer Unrecht leiden 1&B8t, ist schlecht" (p. 190). The
injustice, which Siegfried did to Brunhilde emerges as the
cause of his death, and Hagen did right in killing him.

Does Volker speak for the author at this point? In
Bechlaren, Gotlinde, acting out of maternal ambition, forces
her unwilling daughter into an engagement with Giselher,
whom she admires but does not love. Riideger, too, must
cooperate, even though he knows of the mutual love between
SBwemma and Dietlinde, as Gotlinde convinces him that it is
politically wise. Dietlinde's position is similar to that of
Brunhilde, and since Sadil shows clearly his sympathy with
the former, we can assume that Volker speaks for him in
regard to- Siegfried and the marriage“into which he forced
Brunhilde against her will by using deception.

Sadil, a Benedictine priest from Moravia, taught German
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and German literature at the Schotten-Gymnasium in Vienna.253
We do not, therefore, find Hagen as a Bismarck figure, nor
do we find a great deal of sympathy for the Burgundians.
Riideger regrets having carried Attila's proposal of marriasge
to Kriemhilde, and Attila regrets having sent him (201). Vol-
ker, in view of the importance given to Swemma, whose song
in its variations provides the leitmotif of the drama,

is a minor character: yet by even partially exonerating Ha-
gen, he is consistent with the tendency of this era, which,
in the dramas, does not see Siegfried as the ideal hero, as
he had appeared in earlier works. '

In Siegfried, however, Josef B’aicht:ige:c"gSl+ returns his
hero.to the role of "die strahlendste Heldengestalt des deut-
schen Epos" (preface)."The drama opens with Mime forging
,Siegfried's sword, a perfect sword for a hero "ohne Fehle
und schuldlos" (p. 5), when Volker, a wandering minstrel,
enters. He has been lost in the wood since morning, and re-
joices to find the smithy, whose sounds he praises as "das
schonste Lied, / Das ich als Spielmann Jje gehort." Volker
comes from Niederland and is heading for "Burgund, / Zu
Kénig Gunther. / Es so0ll ein triibes Sinnen ihn bedriicken, /
Ich muBl ihm singen, dafB.er heiter wird." He tells of the Bur-
gundian court, of Xriemhild, and of Hagen, "Ein finstrer Manon,"
whom no hero can subdue in battle. This arouses Siegfried's
interest, and Volker explains that whoever would be stronger
than Hagen must possess the "Nebelhelm des Nibelungenhorts,"
of which Siegfried has never heard. Volker must relate the
tale of the hoard and the dragon, which can only be conquered ’
by one who has never learned fear. He offers to show Sieg-
fried the way to the dragon and to Gunther' s court, where-
upon Mlm@ reveals that Siegfried is a klng s son, and encour-
ages hlm."Nun ziehe in die Welt, / Jung Siegfried, / 'Und mache
sie dir eigen!" Volker offers to lead him to the princes,
to attest to his noble birth, and never to desert him.
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Siegfried answers: "Sei Bruder mir, nicht Diener!" and the .
two friends set off for Worms (pp. 10-~17). There Volker *
swears by Wodsn that Siegfried is the son of King Siegmund

of Niederland, whom Hunding had slain, and then he relates

how Siegfried killed the aragon, bathed in its blood, and

took the hoard of the Nibelungen (pp. 23-26). Hagen is not

glad to see Siegfried in Worms and challenges him to a con-
test of sfrength during which Volker relates Siegfried's
exploits to an astonished Rumolt while the two observe the
contest, rejoicing at Siegfried's victory. '

In Act III, Volker sings the "Siegfried-Lied," a paean
to Siegfried's strength, bravery, generosity, and service to
Gunther (p. 38). When Volker begs Hagen for a decent grave
in which to bury his friend, Hagen answers: "Das schaufle
du! / Du brachtest ihn hieher." Hagen mocks Volker, saying
that the dead do not rise again, but Volker insists that the
dead"do rise, in the persons of their avengers. The act ends
with the faithful minstrel's oqtﬁ to seek vengeance "Selbst
droben vor Valhallas Toren" andfhis vision of the end of the
ungrateful Burgundians: "Dann bricht das Unheil iiber dir
zugsampen, / Und Siegfried triumphiert, der tote Held!" (pp.

. 56-57). )

This vengeance is the visitation of Etzel's fury upon
Burgundy, instigated by Volker and Mime. Volker has sung of
the Nibelungen hoard to Etzel snd his wife, arousing their
greed. When Hagen refuses to reveal the -location of the hoard
to Etzel, they fight and Hagen receives a mortal wound. Only
then does he tell Etzel that the hoard is at the bottom of
the Rhine, whereupon Etzel orders that all of Burgundy be
destroyed. Volker rejoices: "Flir diese Tat will ich im Lied
dich preisen:./ Jung-Siegfried ist gerdcht!" (p. 73).

Bachtiger states in the preface: "Mein Drama will zei-
gen, daB schon damsls Undank der Welt Lohn war, und daB der
schlechten Tat Gewissensbisse und die verdiente Strafe folgen."
Volker is loyal to Siegfried, the embodiment of virtue, who
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inspires jealousy in the basehearted Hagen. Bdchtiger has
made Siegfried's murder completely despicable by removing
Kriemhild and Brunhild, and thus eliminating any suggestion
of guilt on Siegfried's partQ\By making Volker Siegfried's
countryman, he has separated him from the Burgundians, en-
abling him to admire Siegfried and carry out his revenge

" without appearing unpatriotic.

The action in Paul Ernst's Chriemhild255 takes place
in the courtyard.in front of Etzel's palace, over a period

of twenty-four hours. Hagen is the hero and his loyalty forms
the basis for the tragedy. Volker is "Hagens Freund, von dem
\es heiBt»’/ Er fiihrt den Fiedelbogen wie das Schwert, / Und
fiihrt das Schwert so, wie es Hagen fiihrt!" (pp. 138-39). His
first speech is a nineteen-line description of the night,
aé'it falls over Etzel's castle, and over the threatened
Byrgundians. Sleep gives relief to their weary limbs and
liberates their spirits: some ascend into the heights, whence
they awaken refreshed with the reflection of heaven in their
faces, while others, earthbound, hover over house and home,
and awaken, bathed in sweat, with a cry of terror from their
anxious éleep. When the Burgundians retire, Volker and Hagen
stand watch. Volker's song (for which Ernst had a baritone

in mind)256 continues the theme of his speech: "Schlummetrt,
mide Geister; schlaft, Gedanken, / Seelen, fliegt, wie eure
Wahl euch tried" (p. 143), so that the speech and the song
form a unity, in which Volker analyzes the dichotomy of
higher and lower beings, (the theme of Ermnst's Nibelungen
drama)257
dualism. For heavenly and earthly beings are a dream, which
God creates for himself, like a child at the seashore, dip-
ping water with a seashell from the heavenly to the earthly
sea, a pool dug with his childlike hands (pp. 141-44), The
Burgundians, caught between time and eternity, struggle with
their earthly wills, their earthly faith, until God, uniting

and of their eventual union as God resolves this
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all through his divine love, will teke -them to himself.
Volker's song ends Act I. In Act II it begins to appear
that Chriemhild might relent, for she encourages Giselher
and Gudrun (Riidider's. daughter) to become engeged. Volker
has a vision of a long line of descendants: "Kinder wachsen /
Im Haus. Gebaut vor langen Jahren hat's / Als kréaft'ger Mann
der Ahn," down through the ‘ages the line will flourish, with

~

. the portraits of the ancestors looking at the new life in

their halls. Yet his friend Hagen contradicts: "Du siehst

"die Welt mit freundlich klarem Auge,” for Hagen has to see

the deeds he was forced to do: "den hdchsten Mann, / Der mir
vertraute wie ein Kind, . . . muBit ich von hinten morden"
(pp. 147-48), and Chriemhild will never forget what she has
suffered on account of it.

In Act III, after Chriemhild has ordered the great hall
set on fire, Volker speaks for the last time: surrounded by
his foes, with no rescue in sight, good sense can only plan
how to drag as many as possible with him to the underworld.
Chriemhild counters that the German only understands force
and power; here, in another land, she has learned to seek
Justice, so that guests (Siegfried) and innocent children
(Ortlieb) are inviolable even to the wildest (Hagen). Volker's
responée is oracular: the white of the sunbeam is one, yet
composed of all seven colors. Believe in white. "Doch immer
wird das WeiB, / Und es ist nicht. Menschen aber sind."
Volker is imperfect, and will remain what he is, not pretend
to be something which he is not, even though he yearns for
the coming perfection of mankind (p. 160).

Taken together, Volker's speeches and songs constitute a
commentary on the tragedy: the dichotomy in man as a heaven-
ly/earthly being, in which the one or the other may predominste;

the optimism of the second act; the defiance in heroic affir-
mation of self in the third. Ernst knew his Hebbel,258 and
studied the Nibelungen tradition thoroughly before he wrote
his dramas., Volker's vision of the hoard and its curse un-
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doubtedly inspired Ernst ip his creation of the Volker fig-
ure, in his affirmation of the unalterability of creation.
Herein lies his commitment to Hagen, for Hagen too,
must be what he is, the loyal servant of an unworthy King,
whose loyalty is his downfall. In an afterword to Chriemhild,
Ernst wrote: "Wir hatten einen Narren als Kaiser. Die Min-
ner, die fiir das Volk verantwortlich waren, hielten diesem

Kaiser in subalterner Weise die Treue, statt ihn unschidlich

zu machen."259 The fault of the Germans, their tragic flaw, S
is that, like Hagen they misplace their loyalty, and like '
Volker in the second act of Chriemhild, see things-as they

would like them to be, not as they are. Volker's oracular

pronouncements, seen in this light, emerge as an example of
the German tendency to see the world in terms of universal

‘abstractions. Volker constantly spesks in universal terms,

and it is only with some effort that one is .able to see their

relevance to the situation at ﬁhnd; convérsely, however, one
can apply his statements to any conceivable situation, just
as Nietzsche could be treated as a prophet of German nation-
alism. To be sure, Ernst desc¢ribed Chriemhild as being "ly-

risch gebaut;" his characters, particularly in the Chriemhild,

are "Lebensenergien, die rhythmisch und melodisch dargestellt
sind u. durch den Zwang der Handlung ihre dramatische Wirkung
erzielen."260 Volker, too, attains his dramatic effect through -
the action and his relation to it: his philosophizing while
the world is collapsing around him in Act III, his vision of
Giselher as founder of a mighty dynasty in Act II, and his
metaphysical reflections in Act I, underline the gap between
the speculative thinker and the world of objective reality.
If Hagen is an indictment of the German "Untertan," then his
friend Volker is also an accusatiqon of the philosophers who
helped produce him and rationalize his behavior.



2. The ballad

3

Miegel

Written in November 1903, during her stay in England,26l
Agnes Miegel's "Die Nibelung‘en"‘%2 shows Hagen Tronje and the
Klngs sitting together in the darkening hall of Gunther's
castle. Siegfried has not yet appeared in Worms, the action
of the N1 has not begun, as Gunther calls for a song from

Volker; Kriemhild is knéeling before th e, her del{sfgﬁ\\\_//——\\
d und Blut" against
l

hands meking the flames flicker "wle

the castle walls. Volker begins twiof: first jubilantly with’
"'Einst zihmte ich / Einen edelen Falken . : .'" end then
penslvely,."'Im Odenwald / Da flieBt ein kihler Bronnen . e o "
but each time Kriemhild stops him, with tears in her eyes

and her heart trembling. Then Volker sings the ‘song for which
he seems to know that she has been waiting. He sings it a-
gainst his will, his fiddle cries out in protest against the
song, while his voice is that of a bird on a midni%ht heath.
He sings of the hoard and of the dwarfs who guard it, of the
greed it inspires, and of the bloodshed it causes. Envy,
murder, deception, and all-destroying revenge follow it,
until at last the blood it has shed engulfs creation in its
purple tide. The song is set in five-line stanzas, the first
four lines of each rhyming on the quatrain pattern, the flfth
lines do not rhyme to their stanzas, but among themselves on
an a b a b pattern, so that they can comment on the stanzas
while uniting ghe song within the context of the ballad. The
fifth line of the fifth stenza "'Weh i{iber mich, weh iiber euch!'"
a nonrhyming last line, sums up these lamenting fifth lines,
which foretell the suffering of Siegfried, Kriemhild, and the
Nibelungen in the vivid imagery of conception, birth, suck-

ling, and young love. w,
At the last stroke of the bow, the strings shriek and
burst, Hagen hefts the sword in his lap ever so slightly,

/
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but Kriemhild laughs, and pokes at the fire till its flames
rise once again, shedding their blood-gold glow onto the
walls. The minstrel has played the song which made Kriem-
hild happier than she had ever been before, but Volker stands
outside of his own vision of the approaching doom. In his
song the hoard is both thing and éyMbol;263 thing in that
it is8h object of human greed, producing ever more crime:
and misery for those who have it and for those who desire
ity symbol, too, of the evils that plague humanity, and of
violent death, the end of it all. Volker seems attracted
and repelled by his vision: attracted by its awful majesty
while being .repelled by the evil which it foresees. He sees
Siegfried's murder and Kriemhild's revenge as being inspired
by lust for gold, which destroyed the love Siegfried had
brought to her:*" 'O weh der Lieb, die lieb mir war!'"

Volker foretells the entire story of the Burgundians'
fall, taking his cues from Kriemhild. The songs which fore-
shadow her love of Siegfried and his murder in the Odenwald
sadden her so, that she asks Volker not to sing them, but
the vision of the final catastrophe raises her spirits to
the point of exaltation. Volker does EKriemhild's bidding,
and in his song we see, even in his leaments, an acceptance
of the coming tragedy, for there is no hint that it might be
averted, and no indication that Volker would have it other-
wise, for with his "'Weh iiber mich'" he clearly includes him-
self in the coming events. The strings on his fiddle burst,
but we know, as do Volker, Hagen, and Kriemhild, that the
minstrel will sing again, in Bechlaren and, at last at the
night watch, in the face of the doom which he here accepts.
Miegel sees Kriemhild as the motive force in the Burgundian
tragedy and Volker, the loyal minstrel, as obedient to her
commands even though he knows the gnd.

.
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i:w
Jansen

n 264

%, The novel

Werner Jansen's "Buch Treue shows a Volker in the
prime of life, handsome, brown-bearded (p. 63), and with an
eye for feminine charms (pp. 13, 40). We first meet him when
the Burgtindians, having been challengedbpy Sigfrid to defend
their kingdom in combat with him, are holding a council of
war. The arrogant Gunther is in favor of the combat, as are
all of the Burgundians except Hagen, the "Kanzler," while
Volker remains uncommitted but looks questioningly at Hagen,
Hagen continues the debate, and the force of his arguments
brings everyone but Gunther over to his side. Volker, how-
ever, knows that before dawn Gunther will come to Hagen .
begging pardon (pp. 18-24).

When Sigfrid comes to Worms as a friend, Volker sings
him a song of welcome and, with Hagen's approval, calls |
Chriemhild's beauty to his attention. Then the women'with- ‘
draw and the men devote themselves to drinking. Finally,
Sigfrid leads the wavering Gunther to the door. Volker no-
tices how like the two are in build and facial appearance,
and asks Hagen in a whisper, which of them is the King. Ha-
gen "zischt durch die Zihne: 'Das ist der, den man filhren
muB! Das ist unser Kdnig!'" Gunther cannot hold his wine,
which disgusts Hagen, who orders his horse and departs for
Tronje (pp. 31-38).

Volker accompanies him, and on the way the minstrel
has an opportunity to reflect on Hagen and their friend- \
ship. As often as he has tried to penetrate into the soul
of Ehis remarkable man, even he, who can read a man's char-
acter like an open book, has constaently come upon obstacles
which defy force as well as love. Every so often, however,
Volker gains an insight. As they approach the ferry, which
will take them across the Rhine to Tronje, he sees Hagen,
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flanked by two of his men, and thinks, a people composed of
Hagens would be eternally invincible; yet, on reflection,
not eternally,"'Es wiirde an sich selbst zugrunde gehen, denn
ihm bliebe nichts zu tun {ibrig. Hagen lebt von der Tat!'" Hagen
ferries them acrosélﬁhe Rhine. As they approach the eastern
side, Volker hears a bird singing, and remarks to Hagen that
there is no love likérfﬁaéigmpressed in a bird's song, to s
which Hagen answers, that even greater is the -human affection  »ryp-
which they had observed earlier in the banquet hall. Volker
scarcely dares to ask his opinion of Sigfrid, but Hagen,
reading his thoughts, observes that Sigfrid looks like a
yoﬁnger Volker, wonderfully transfigured, but of the same
substance. Volker who had also recognized in Sigfrid every-
thing he had ever dreamed of and striven for, is dumfounded .
by Hagen's penetrating intuition. Volker has traveled much,
loved many women, and the reader gets the impression that
Sigfrid, whose parentage is never mentioned, might be Volker's
son. In the castle, Hagen gives his friend his own bearskin
to sleep on, but when Volker begins to toss in his sleep,
Hagen fetches a softer skin from the closet. The minstrel
is sleeping pedtefully as the chancellor sets out with his
dogs to hunt (pp. 38-41).

All is peaceful at Worms until Gunther learns of Brun-
hild and her fabulous beauty. For two years, Hagen and
Volker have known of her, but have guarded the secret from
their King, lest in his arrogance he should desire to woo
her. Sigfrid,-too, knows Brunhild, and the dangers attendant e
upon.wooing her. The unhappy knight Rinald, of whom Volker
has sung, was one of her suitors, and Volker himself has
seen her on one .of his minstrel's journeys. "Volker, mein
Freund, nun geht deine Treue einen harten Gang:" says Hagen
to himself after the trip to Thule has been decided on.
Chriemhild, too, is alarmed at the undertaking, but, as Ute
tells her, even "der getreue Volker" could not pretent the

journey (pp. 47-57).
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They will travel north in the spring, when the ice is
gone. Now it is winter, and with the first snowfall, Volker
sets out for his home in Alzey. Jansen places Alzey, "ein
Sdes Felserinest" in the Vosges, thus including Alsace-Lorraine
in Gunther's territory. In Alzey his two sons are waiting
for him, together with his wife Berga, whom his horse Sleipa
had found one winter morning lying unconscious in the snow,
with a dead baby in her arms. Volker recognized her innate
nobility, and when they stopped at an inn on the way, put
her to bed before she regained consciousness and laid a
sword between them as they slept. In Alzey he asked for her
hand, and she has been his faithful wife for eight years.
Now, when he rides to Alzey, as he does each winter, for he
uses the winter to collect his thoughts and has never spent
it at a prince's castle, his estate is a real home and not
merely good enough, "den Winter zu verschlafen." That night,
however, his sleep is disturbed by a bloody vision and he
cries out, waking the house: "'Sigfrid!--Sigfrid!--Sie ver-
derben dich!'™ (pp. 63-66). .

After the Senna, Volker realizes, without being told,
that Sigfrid must die. Hagen's motive is "Treue" to Gunther
as King, to which Volker protests: "'Ich weiB es, . . . Und
ich glaube an dich . . . aber ich kann dir nicht folgen . . .
Du wachst uns aus den Augen, Bruder, niemand wird dich be-
greifen'" (p. 144). In Hagen's view, there is nothing higher
than loyalty to the King, and finally Volker, too, realizes
that Sigfrid must die because of the wrongs in which they
all share, "'weil wir Bdses taten!" (p. 146). Later, when
the others begin to accuse Hagen, Volker defends him thus:
"'DaB8 der recht geht, der einen kleinen Gang wagt, ist ge-~
ringer Ruhm, Niemand aber soll den schelten, der, weiten -
Zieles, einmal vom Wege irrt!'"™ (p. 180). Volker thus admits
that/Sigfrid's murder was wrong, but the fact that Hagen
committed it with a long-term goal in mind seems to Jjustify
it. At least no one 6ught to criticize Hagen for this one
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mistake, because he has such great plans for the future of
Burgundy.

After this scene, Volker retires to Alzey, and only
when the Burgundians are preparing to set out for Etzel's
court in Vienna, does he re-enter the 'action. Hagen rides
personally to Alzey, where he finds Volker, with his armor
polished, ready for the Journey; his two sons had left in
the morning for Worms. Volker is grateful for Hagen's call:
"‘Du hast GroBes um Burgund getan! . . . und du bekehrst mich
zu dir. . . . Denn laB dir sagen, Kanzler von Burgund, . . .
ich und mein Weib haben Burgund in unsrer Stille fast ver-
gessen, und es gehdorte dein starker Heerruf und der unver-

irrte Drang unsrer Kinder dazu, uns zu unserm Volk zuriick-
zufinden. Jetzt hast du uns wieder, Hagen!'" to which Berga
adds: "'Fahret ohne Sorge und traut aufreure Frauen:'"

(pp. 272-76).

The rest of Volker's a¢tion follows the .N1; after the
scene with the mermaids, Volker states his loyalty to Hagen
once more: "'Hagen, ich bin dir nicht immer gefolgt, du
wandeltest in libergroBen MaBen. Aber duldest du, Einsamer,
auf diesem letzten Wege einen neben dir, der unentwegten
Glauben in dich setzt, so nimm mich hin!'" (p. 284). Volker's
loyalty to Hagen is based on his awe of Hagen's power, and
on_his faith that whatever Hagen does must be right, as he
has’ mads Burgundy so powerful. The "Treue," which is the sub-
Ject of Jansen's novel, is that of Hagen to the Reich, no
matter how unworthy its King may be, and that of Volker,
the hero-minstrel, to Hagen, because even though he does
not always agree with him or understand him, he believes
that Hagen has the best interests of the Reich in mind;
where understanding fails, faith takes over. Jensen and
Ernst have two opposing views 'of "Treue," but each sees
Volker in the: same relationshiﬁ to Hagen: he gupports him,
and interprets his actions to the public.
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4, The verse adaptation )
j!egerlotz

Gustav Legerlotz tells the N1 in 1,082 four-line stan-
zas, in which the original is greatly condensed.265 Volker
ig described as " . . . neben Hagen der kithnste, ein Held
ganz auserwdhlt / War Volker von Alzeie, ein lMeister der
-Piedelkunst, / Und hdher als sein Bogen stand seine Klinge
noch in Gunst™ (p. 2). Volker's role is directly translated
from the N1, except that his killing the Hun who tries to
slip out with Etzel, his killing the margrave as he helps
his wounded relative, and his killing Siegestab are omitted.

\

5. The retellings in prose -

Mobius Treumund , Nover

Keim Herzog —PBumiller

Hermine Mobius2®® introduces Volker as the "streit-

bare Spielmann" (p. 22), but he takes no part in the action
until the Nibelungen arrive in Bechlaren, where he praises
Riidiger and his daughter "in hochtdnendem Gesaﬁge" (p. 122).
Although Mobius wanted to make N1 II as short as possible,
particularly the "Blutbad am Schlusse" (p. 6), she managed
to include all of Volker's action except his killing the
Hun who tries to slip out with Etzel, and the margrave who
tries to help his wounded relative. Hig loyalty to Hagen is
indicated when the two do not rise before Kriemhild, and
again when Hagen'éries to ayenge his loyal "SchwertgenoB"

(p. 153).

As the Burgundians are setting out for Hunnenland,
Franz Keim267 introduces "Volker von Alzei, ein Sanger und
Spielmann, der mit gleicher Kiihnheit das Schwert und den
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Fiedelbogen fiihrt" (p. 50). When they leave Bechlaren, "Be-
sonders der Spielmenn wird viel belobt und reich beschenkt” g
(p. 52), and in Hunnenland_he is described as "der stirkste

und der sonnigste sller Burgunden" (p. 57). This portrait of

the amiable minstrel continues into the night watch, where
"Lieblich erklingt Volkers Geige, um die Reisemiiden in Schlaf

zu singen (p. 58), while his mockery of the Huns is omitted,

as was his protestation of loyalty to Hagen when the two re-
fused to rise before Kriemhild. Volker joins Dankwart in

guarding the door to the great hall (p. 59); later he refuses

to fight Riidiger (p. 65), and when Hildebrand kills him (p. 65),
the reader almost wonders why. Keim has emphasized Volker's
music and his likeable qualities at the complete expense of
his fighting spirit, giving us a minstrel figure consistent
with his bourgeois, sentimental treatment of the N1, The
striking "Jugendstil" illustrations by Carl Otto Czeschka
complement Keim's retelling and emphasize the importance of
the N1 among the educated middle class at the turn of the

century.

In 1912, Karl Treumund
Liebling aller, der waffenstarke Volker von Alzey, der das
Schwert nicht minder geschickt fiihrte als den Fiedelbogen
und dessen herrliches Spiel alle, die ihn hdrten, in Leid
und Freude trdstete und erhob”™ (p. 22). His valor is under-
lined by Siegfried's "besonderen Wunsch" that he bear the
standard in the Saxon war, and in the night watch scene,
his music seothes his weary comrades. Yet Treumund, unlike
Keim, includes all of Volker's actions from the N1, even his
killing the Hun who tries to help his wounded relative, and
emphasizes his loyalty to Hagen. The minstrel is once again

Hee 4

268 described Volker as "der

the warrior and comrade-in-arms.

Rudolf Herzog269 expands considerably on Volker's
heroism, his music, and his friendship with Hagen. He in-



Ay

~154-

troduces Volker as "Herr Volker von Alzey, der die Fiedel

so heiBl und lieblich erklingen lassen konnte, wie er lustig
und nimmermiid den Degen pfeifen lie8" (p. 35). As the Kings
are sitting together in the great hail, Volker's songs of
"Ritterliebe und Heldentum" ingpire Siegfried to broach to
Gunther the subject of his sister Kriemhild (p. 40). In the
Saxon war, Volker whistles love songs, while carrying the
standard in one hand and killing Saxons with the other

(p. 44), and it is Volker's songs of Brunhild's beauty which
arouse Gunther's desire to woo her (p. 69).

When Etzel's minstrels arrive in Worms, they find Gunther
together with his men, among them "der Herr von Alzey, Volker,
der ritterliche Spielmann, der das Fiirchten nicht kannte, und
der stdarkste Degen der Nibelungen hieB seit Siegfrieds Tode"
(p. 110). The noble minstrel has nothing but scorn for the
Huns, whose voices sound like équeaking mice (p. 111) and
whose mincing gait and effeminite voices he imitates to the
delight of the Burgundians (p. 113). Hagen is pleased that
Volker can mske light of the danger into which they are rid-
ing, and even more so at the thousand knights who follow
Volker on the journey (p. 114).

Volker rides at the head of the troop, "Und weil Volker.
seinen K5rper gestahlt und dabei der hohen Kunst gepflogen
hatte, so sah er lauter Frohliches, wo die andern lMenschen
Stiirme sahen, und jeder Kampf ward ihm zum Fest” (p. 118).
Volker's songs distract the men from their thoughts of death,
for he sings of life, which is short for the fearful dbut
eternal for thekyrave, and of death, which tastes sweeter
than a maiden's kiss, when one's sword is steaming with the
enemy's blood. Even the squires ride faster, and their eyes
shine brighter at Volker's martial lays.

After the rest in Bechlaren, Volker rides once again
. at the head of the company as it approaches Vienna. Geisel-
her joins him, and soon Volker's battle songs give way to
Geiselher's "Minnelieder" (p. 124). With love songs on their
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lips, the Burgundians ride into Kriemhild's silent land.
Hagen does not like their reception and fesrs "'auf dieser
Kirmes wird mehr geweint als gejubelt werden'” but Dankwart
laughs: "'Ohne Sorge! Der Volker fithrt den Fiedelbogen!'"
(p. 124).

In Etzel's castle, after Kriemhild has demanded the
hoard, Volker, without being asked, assures Hagen he is his
"Kamerad." Hagen thanks him for his loyalty, to which Volker
replies that he learned the meaning of loyalty from Hagen,
for no knight ever served his lord more loyally than Hagen
has served his King (p. 127). Herzog's Volker values "Treue™
above sll other qualities: hg is loyal to Hagen because
Hagen is a model of loyalty and because he has taught, by
his example, the meaning of genuine loyalty to Volker. Even
when it comes to a discussion between them on the issue of
Siegfried's murder, or of Hagen's taking the hoard from
Kriemhild, the only thing that matters to Volker is Hagen's
loyalty (p. 132) and it is on this basis that he declares

,‘.\'v
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himself to be Hagen's comrade.

During the night watch, Volker plays and sings of home,
of the Rhine, and of heroic death in battle. After the bat-
tle in the great hall, during which Herzog makes liberal use
of the sword-fiddle-bow motif, Volker and Hagen have an op-
portunity to mock the Huns and Etzel. Volker asks if the
pmell’ of his subjects' blood had made Etzel ill, and if so,
he knows an excellent cure. When this fails to arouse Etzel's
wrath, Volker shouts that they must have lost their way, for
instead of arrivinglin Hunnenland, they have wandered into
"Altweiberland."

Volker must also appear as the Jolly minstrel; he mocks

Iring, comparing his slender physique to a fiddle, on which
‘he will play his tunes, and lures Etzel's men into the hall
after the fight with Iring, like mice into the mousetrap
(p. 146). He trades jibes with Siegstab before killing him,
then, as he falls under Hildebrand's sword shouting " 'Lebt

»



‘4
wohl, ihr Herren |vom Rhein!'" (p. 160f{ Hagen sheds the first

tear of his lif%{

Jacob Nover's Siegfried27o gives all of the available
material in the Germanic traditions relating to Siegfried's
exploits, in order to present a complete picture of him
"Seitdem Siegfried, unser dltester Nationalheld, besonders
in neuerer Zeit zu einer Lieblingsfigur in Kunst und Literatur
geworden ist" (preface). Volker is not present in Nover's
account of N1 I 80 as not to detract from the glorification
of Siegfried by 'having another positive character present.

We first see him, "der lustige Spielmann Volker von
Alzey, der die Fiedel so meisterhaft zu handhaben verstand
wie das Schwert, und mit dem nachmals Hagen von Tronei innige
Freundschaft schloB" (p. 66), on the w;y to Etzel's court,
where he swears to stand by Hagen "auf Leben und Tod" (p. 70).
Volker rises "ehrerbietig vor der Kdnigin," and does not kill
the helping margrave, or the Hun who tries to slip out with
Etzel. Nover also omits, in his brief recapitulation of
Kriemhild's revenge, most of Volker's mockery: before and
during the night watch, where he plays "wehmitig . . . wie
ein Abschied vom Leben, dann wieder trotzig und kampflustig,"
and after the battle in the great hall, where Nover merely /"*—Jf
explains that Volker accused the Huns of "Feigheit." Volker's
defense of Riidiger to Kriemhild and his battle of words with
Wolfhart are completely omitted, as if these scenes were
inappropriate to his "siiBe Singermund" (pp. 71-75).

Nover mentions Volker's loyalty to Hagen twice, and
his death so enrages his friend that Hildebrand is forced
to flee from his wrath. Clearly, the Volker-Hagen relation-
ship of mutual friendship and admiration was important to
the author. Equally important, however, is his respect to
the other persons of rank in the action, sigpce Volker does
rise before Kriemhild, for the first time since Wilbrandt's
drama, and he does not insult Etzel nor reproagh Kriemhil@.
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271 describes Volker as "der wackere

Johannes Bumiller
Spielmann und tapfere Held" (p. 10), who carried the stan-
dard in the Saxon war. He and his men Jjoin the march to
Etzel's court, along with Dankwart, Hagen, and others (p. 35).
As they leave Bechlaren (p. 37), Volker plays "eine siifie
Weise" and sings "ein Lied." To Dietrich's warning, he replies
that come what may, since nothing can be changed, they will
travel "unerschrockenen Mutes" (p. 37) and discover what
awaits them in Hunnenland. Hagen must restrain him from
rising before Kriemhild; later the two friends stand guard
and Volker's music lulls the Burgundians to sleep (pp. 39-40).

The rest of Volker's role closely follows the N1. Bu-
mdiler makes no additions, but does delete most of Volker's
violence and mockery, retaining only the statement that he
"hshnte . . . den vorschnellen Wolfhart" (p. 54), and that
it was the "GroBsprecherei Volkers" which caused the battle
with the Amelungs. In sum, we can say that Bumiiller empha-
sized Volker's fearlessness and his friendship to Hagen,
while, like Nover, giving’him the courteous manners which
would make him a suitable model to his young readers.

6. Summary

The ‘works of this period divide into two groups, those
written before 1908, and those written between 1912 and 1918. )
In the first group, the friendship between Volker and Hagen
is less intimate and is given less emphasis than is the case
with the second group. In Hauptmann's fragment, Hagen does
not appear nor is he mentioned, while Oliven's operetta has
no ideological cast to it. Strobl's pageant play shows Hagen
hoping for Volker's friendship, which Volker is honored and
pleased to grant, yet this friendship is not so clearly de-
fined and delineated as it had been a few years earlier in
Prott, Schroter, or Widgner. The retellings of Legerlotz,
Mobius, and Keim continue the tendency started by Bacmeister

I4
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to leave out offensive or extraneous material, thus making
it appropriate for children, as in the case of Mobius, or
to the sentimentality of the middle class (Keim and Oliven).
Through these authors, Volker has become an eiemplary Vic-
torian hero, even, in Strobl, a sort of Sunday schoolteacher.
This treatment of the Volker figure, which began in the
dramas of Veihel-Miller (1881) and Siegert (1887), where
Volker had no relationship to Hagen, can be attributed to two
causes: as 8 glance at the "fever chart" shows, the general
production of Nibelungen works dropped off sharply during this
period; the nationsl enthusiasm generated by the "Nibelungen
experiences" of 1866 and 1870-1871 had died down, and those men
whose patriotism had inspired them to literary adaptations
of the N1 had already done so. This made itself felt especial-
ly in the figure of Volker, which contained the authors'
personal identification with the N1 as an expression of the
national ideology. The second, and perhaps more direct cause
of Volker's decline, was the dismissal of Bismarck, The
founder of the Reich, as personified in the figure of Hagen,
had been the object of the poets' patriotism. When this ob-~
ject was removed, and Wilhelm II tried to assume Bismarck's
role in German political life, the results for Volker were
disastrous, for without Hagen he could have no existence.
From her vantage point in England, Miegel registered this
development in her ballad, where Hagen has been replaced
by Eriemhild as the center of authority for Volker. This is
not solely due to the fact that the work was written by a
woman; Kriemhild has filled the gap left by Hagen's departure,
a gap which could not be filled by the King, who sits dumbly
by in pained confusion, having been able to request a song
for his entertainment, but not to comprehend the result of
his request.
This situation culminated in the Volkmar of Lublinski's
-drama: when there is no Hagen, Volkmar goes over to Attila.
It would be folly to assert that Lublinski wrote his drama
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. a8 a direct reaction to the "Daily Telegraph Affair," which

so aroused the German public,272 yet it can hardly be coin-

cidental that both belong to the same year, when it had be-
come apparent that Wilhelm II was a di;etfante and a fraud273
who was even endangering the future of the German monarchy.
Miegel and -Lublinski both present a Volker without relation-
ship ﬁo Hagen, and both of these Volker figures foretell the
doom of Burgundy. They are our only pessimistic Volker
figures; Miegel's Volker accepts his fate, while Volkmar
draws the appropriate conclusions and changes’sidés.

Between 1908 and 1912, Volker disappears from the scene.
During these years, however, something took place, which
gave rise to a new treatment of the Burgundian minstrel.
Whether it was the second Morocco c:cisi:s,zw+ which frus-
trated the nationalists by netting insignificant colonial
gains after having raised hopes for a German West Morocco,
or whether it was the propaganda of the Pan-German League,
which wanted to see the world become a Greater Germany and
believed the Kaiser when he told them that they were to help

‘him bring this about,275 or General Friedrich von Bernhardils

pamphlet Germany and the Next War, which went through six
editions in the years 191?—1913, and saw Germany's historic
goal as the dominationnof Europe,276 or a combination of all
of these factors, the years after 1912 saw a resurgence of
interest in the Nibelungen, and the emergence of a Volker
figure with a new dimension to his loyalty to Hagen.

"'Kein Ritter auf der Minnererde war seinem Herrn je
treuer als Ihr'" (p. 127), says Herzog's Volker to Hagen.
Therefore, he was right in killing Siegfried, because he
committed the act out of loyalty to the King. This Volker,
whom Mobius had merely called the "streitbare Spielmann"
without elaborating on his- aggressiveness, has become the
Volker, whose loyalty laughs at death and the devil (p. 127),
and who has learned this loyalty, from Hagen.  In the same year,
Treumund published his retelling, which included once again
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all of Volker's actions from the N1, emphasizing his "Treue."
Bergmann's minstrel follows the same.line: Hagen has been
loyal to Burgundy, and Volfer, inspired by his example, fol-
lows him into death. In these works, especially in Herzog's
seminovel and Bergmann's drama, the emphasis of Volker's
loyalty has shifted. During the actual "Bismarck era," Volker
was loyal to Burgundy, and on account of this‘pllegiance and
of the necessity of all Burgundians' standing together, Vol-
kerxr stooa by Hagen. Now, however, the situabtion is reversed:

" 'Hagen has always been a devoted servant to Burgundy, and there-

fore Volker is loyal to Hagen; his allegiance to Hagen, not
to Burgundy, is his primary consideration.

According to Sadil, the basis for this loyalty is the
fact tﬁ;t Siegfried's murder was justifiable. Volker does

“‘not elaborate on the reasons why it was right to kill him,
but his attitude suggests that he agrees with Hagen when the
latter points out to Kriemhilde that it was she who first
insulted tﬁ& Queen of Burgundy (p. 190). Sadil seems to have
assumed that his audience would trace this insult to Sieg-
fried's revelation to Kriemhilde of his part in the wooing
of Brunhilde, for otherwise it would not seem right to pun-~
ish Siegfried for his wife's fault. In any case,‘Sadil's
Volker has allied himself with Hagen because, as he tells
Kriemhilde, it was right to kill Siegfried.

In Jansen's novel, Volker takes the opposite stand: he
asks Hagen: "'Wo ist der Elende, der seine Hand an diesen
Guten legen kann?'? (p. 146). Not Sigfrid, but the Bur-
gundians are at faﬁlt, and especially Hagen, who did not
deter Gunther from the fateful Jjourney to Isenland. Of
course, once Guntﬁer decided to woo Brunhild, any attempt
at dissuading him would have appeared dictated by motives

" of safety or prudence, which could border on cowardice. It

is, therefore, Gunther's arrogant bravado which has caused
the tragic Gevelopments leading to his own and Brunhild's
humiliation. In this context Volker asks Hagen, how much

A .
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loyalty one owes to such g man, to which Hagen answers, as
much as a man's heart can bestow, for there is no loyalty
gheater than the loyalty to the King, no matter how unworthy
he may be., Later, when the Burgundians wish to reprosch-— -
Hégen for killing Sigfrid, it is Volker who defends him, not
because he understands Hagen, but because he has faith in him.

The Volker figure is no longer adrift, for Hagen has
returned to the action. He no longer needs to go over to
~ Attila, there is a source and center of power in Burgundy
once again. Sadil and Herzog see Volker's actions as moti-
vated by his loyalty to Hagen, Bergmann and Jansen see him
as being loyél to Hagen even though the King is unworthy and
Hagen is loysl to this unworthy King. Jansen even goes to the
extent of suggesting a blood relationship between Sigfrid
and Volker, who therefore opposes the murder more vehement-
ly than any Volker figure other than Biachtiger's, and yet
Volker expresses his léyalty to Hagen in equally passionate
prote, attributing, by implication, his ipitial opposition
to Hagen to the fact that he does not posgess his depth of
intellect and therefore cannot grasp his long-range plans.

The unworthy Gunther of Bergmann and Jansen bears many
of the characteristics of Wilhelm II, while Hagen, as we have
noted, strongly resembles Bismarck. The "Iron Chancellor,"
however, disapproved of the Kaiser's policies, as Hagen does
of Gunfher's, but unlike Hégen, he made his opposition public,
in his speeches to the rifle clubs-apd civic deputations
which made pilgrimages to Friedri ruh, Paradoxically, he
would attack the government, while praising the constitution
which he had disregarded s& often during his active career.277
These speeches, which ended with the singing of "Deutschland
iiber Alles" and "Die Wacht am“Rhein" provided the stuff of
tBe Bismarck legend, the view that Ee was the embodiment of
Teutonic strength, courage, and last but by no means least,
wisdom.278
Bismarck's loyalty to the fatherland as the foundation of

The generation which grew up under the Reich saw



-

-162-

A}

Germany's\greatness, and of the prosperity which they were
now enjoying.279 Bismarck's death in 1898 abetted the de-
velopment of the legend and by 1912 his position was secure;
he was the glorious p#st as opposed to the dreary reality
of the present. He had taught hiE Tollowers—loyalty to the
monarchy which they therefore would not oppose in principle
even though the kingship might be occupied by an unworthy
man. Bismarck, or the Bismarck figure in contemporary legend,
could, however, do no wrong. If he seemed to err from the
right path as in Jansen's novel, then one must not, accord-
ing to Volker, criticize him but rather overlook this minor
slip and concentrate on the great goals which he has set
for the people and the state. \
Bachtiger's playlet is only an apparent exception to
this pattern: Hagen is the villain who has betrayed the
spotless hero, Siegfried, and the punishment meted out to
him and to the Burgundisns is well-deserved. The Volker fig-
ure, however, remains consistent by expressing the view of
the suthor regarding the Nibelungen tradition, in a role in-
vented for him by Biachtiger. Siegfried represents Germany
and the Kaiser, for whom things were going badly in 1917;
the Burgundians and their leader Hagen who kill Siegfried
out of jealousy may well stand for those elements in German
political life who were later accused of having stabbed Ger-
many in the back in order to gain power for themselves. The
author has projected himself into Volker, who remains loyal
to the symbol of German national greatness. Ernst's Chriem-
hild represents another reaction to the first defeat of
Prussian arms since the baftle of Jena and Auerstadt in 1806.
As we have seen,‘Ernst saw the reason for the defeat in the
personality of th& Kaiser, whom he called a fool, but not in
the institution of monarchy, nor in the authoritarian state;
he was as scornful of the "demokratische Phrase"280 as of
Wilhelm II. His Volker speaks in philosophical "Phrasen” as
the poet-minstrel in alliance, with Hagen's misplaced loyalty.
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During the era of Wilhelm II, we have observed a devel-
opment in the conception of the Volkir figure towards a more
speciaglized and c@®wefudly considered relationship to Hagen.
This development, which reflects the events of contemporary
history even more sensitively than in the previous era,
showed Volker lacking any orientation at the beginning,
opposing the crumbling Burgundian power structure in the
middle, and finally, as the Bismarck legend took root and
the forces of national swareness began to reassert themselves,
Bismarck's disciples realized the implications involved in
combining loyalty to the monarchy with the person of an un-
worthy monarch, achieving a loyalty to Hagen alone, based on
Hagen's "Treue." This emerges as loyalty for its own sake,
irrespective of the worth of its object; Volker stands by
Hagen because Hagen stands by the King, bad as the King
may be.

Stated in terms of the relationship between the poet
figure and the symbols of strength and authority, we observe
an intensification of this relatidnship during the era under
discussion. Hauptmann's Volker is the kingly minstrel,
Strobl sees him as Hagen's true friend, and even Oliven ha%
him sing along with the Burgundians. Lublinski sees Attila
as the center of power replacing a crﬁmbling Burgundy, and
Volkmar is irresistibly drawn to him. When Hagen emerges as g
the true center of strength and authority, Volker's relation
‘to him becomes absolute, based on admiration of his accom-
plishments, and on faith when even reason fails him., The
retellings too follow this development: the pale Volker of
Legerlotz, Mobius, and Keim becomes the true Nibelungen
Volker of Treumund, with all of his bloodthirsty violence,
while Nover includes all but the least admirable traits of
the figure, as does Bumiiller, albeit in abridged form.
Herzog's Volker is the first anticipation of a coming
Nibelungen experience since Vilmar's retelling in 1845 an-
ticipated the National Revolution, while Bergmann, Sadil,

\
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Béchtiger, and Ernst pepresent various reactions to World
War I. / )
Unlike the works of previous eras, these poetic adap-
tations of the Nibelungen saga are virtually uninfluenced
by contemporary literary styles: naturalism, symbolism,
expressionism, and impressionism come and go, unnoticed by
these authors. Ernst's Chriemhild shows, to be sure, signs
of neoclassicism: in this context Volker may be seen as the
Greek chorus underlining the futility of Hagen's "Treue,"
yet, the principal source of inspiration for the drama was

«Wumcogxgpporary events. The case of Hauptmann, who moved through

all of tH®- literary trends which came into fashion during
his long life, is significant: he could not fit the N1 into
any of them.

Philological speculation probably helped to form the .
character of Lublinski's Volkmar, who shifts his loyalty
according to the rewards he can expect,eel and Jansen alludes
frequently to the distinction between the noble minstrel,
Volker, and the minstrels of a lower order, as found among
the Huns. Strobl's Volker passes the tradition on to the
Kirnberger, while Miegel and Ernst portray Volker as the
visionary prophet. Strobl, Bergmann, Ernst, and of course

* Miegel have made Volker the vehicle for their own poetry.

The emphasis in the Volker figure has, however, shifted
markediy in this period from the literary-philological to
the political implications of the minstrel as allied with
and speaking for the power structure.




IV. 1919-1932

l. The dramas

Jansen Jansen Zindler
;

Fritz Jansen's Siegfrieds Tod282 is based on the Nl
with additions from the Scandinavian tradition and from
Harbou's Nibelungenbuch. In the opening scene, Gunther has
Volker play once again "Jjene Wundermir" which is currently
being sung about Brunhild. Volker responds with two stenzas,
translations of N1 %26 and %27, which tell of the young
Queen, the contests one must enter to win her love, and the
dangers involved. Theréupon-Gunther decides that he will woo
Brunhild in spite of the warnings from Hagen, Gernot, Volker,
and Giselher, who points out that even "Held Siegfried" would
hesitate to undertake such a venture (p. 7).

Giselher then requests "Die Mdre von Siegfried," but
not his slaying of the dragon; the young King wants the
story LY Siegfried's inauguration into Knighthood. Volker
sings twenty lines, taken from the ‘N1 sfanzas twenty-six
through forty, but omitting entirely the two stanzas which
allude to the religious observances, as.well as the refer-

ences to the minstrels' rewards. The song is interrupted
twice by trumpet fanfares in the distance, which the expe-
rienced reader identifies immediately as heralding the ap-
proach of Siegfried in person (p. 8). Kriemhild rewards
Volker for his song with a garment which she had embroidered
herself.

Along with the rest of the Nibelungen, Volker welcomes
Siegfried in Worms (p. 10); Gunther comes right to the point
and tells Siegfried of his desire to woo Brunhild, at which
Siegfried offers to help him by means of a ruse. Volker
wonders how they will manage to keep the secret from Brunhild,
a problem which Siegfried will solve with his "Tarnkappe,"
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of which no one had been aware, since Volker had never
mentioned it (p. 14). They decide to risk the journey to
Isenstein: Volker, whom Hagen praises as a "Meister der
Fiedelkunst" and "tiichtiger XKampfer" (p. 16) is to accom-
pany them; however, in Isenstein he takes no part in the

action.

Back in Worms, the two Queens quarrel; it is Volker
who is to fetch Siegfried, so that the latter may smooth
things over (p. 29). This provés impossible, and, as Brun- |
hild is inconsolable, Hagen demands that Siegfried be killed.
Volker points out the difficulty involved (p. 31), since
"Horn den ganzen Leib bedeckt"™ (p. 32), but Hagen knows
where he is vulnerable. After the fatal decision has been
made, Gunther begins to regret it, to which Volker adds that
Gunther did in fact go too far; after all, he is still "Herr
im Land" and ought to protect the life of his guest (p. 34).

Nevertheless, it is Volker who escorts the messengers
with their spurious declaration of war, and who points out
that with Siegfried on their side, the Saxons will fear the
Nibelungen (p. 37); it is also Volker who.invents the story
of thieves having killed Siegfried "als er / Zu weit sich
vorwagt in den diistern Wald" (p. 43), adding that they heard
him blowing his horn for help, but arrived too late to save
him. Volker realizes that it is wrong to kill Siegfried, of
whom he has sung so enthusiastically, and who is Gunther's
guest, yet he cooperates with Hagen and Gunther once the
murder has been decided on. The subject of the play is
"Preue;" to Volker this means going along with whatever is
done by those in authority, even where he privately disagrees.

Three years after Siegfrieds“Tod, Fritz Jansen published
another dramatization of the N1 entitled Siegfried: Ein deut-
scher Heldensang.283 Here Jansen has combined elements from

Hebbel's Nibelungen with his previous play to produce a

drema intended for amateur performance, which, like its
4
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predecessor, is to celebrate "Treue"” through the person of
Siegfried.

Jansen's Volker differs little from. Hebbel's minstrel
in Siegfrieds Tod: he tells of Siegfried and of Brunhild
using Hebbel's words (pp. 4-5), and after Siegfried has
agreed to assist Gunther in winning Brunhild, Volker advises
against the enterprise, as it involves the use of "falsche
Kiinste" (p. 13). Nevertheless, when appointed by Siegfried,
Volker accompanies Gunther, Hagen, and Siegfried to isenland,
where he asks Brunhild the reason for her reluctance to leave
her inhospitable land; he receives no answer (p. 17). After
they return to Worms, Volker expresses to Dankwart his ap-
prehensions over Brunhild's suspicion that she has been de-
ceived; Dankwart vows to stand by Brunhild in any quarrel,
while Volker declares that he will always side with Kriem-
hild (pp. 23-24). During.the discussion over whether Sieg-
fried is to be murdered, Volker expresses his disapproval

of Hagen's proposal, even though he has aiaays approved of
Hagen's actions up to this point (p. 33); later he reminds
Gunther that he had warned against deceiving Brunhild sl-
ready before the Isenstein expedition (p. 36). Volker goes
no further, however, in his allegiance to EKriemhild, except
to express sympathy over her coming grief, while the others
are laying Siegfried's corpse before her door (9. 43),

What was true of Jansen's earlier Volker is also true
of this one: Volker opposes killing Siegfried, as he had
opposed the deception of Brunhild, yet once the decisions
are made, Volker cooperates as before. To Hebbel and to his
previous play, Jangen adds only Volker's expliéit rejection
of Hageh's advice, a rejection which, according to Volker,
has never occurred before. In this, as in Jansen's earlier
drama, Volker is no longer Hagen's companion and does not
cooperate with those in power apy more than he can help.

In the 163%-page introduction to his 90-page drama,
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Der stolze Adel Mensch, Erwin Zindler?'aq' goes so far as to
claim that Hagen and Brunhild are the "groBen Lichtgestalten"
(p. 7) and not Siegfried and Kriemhild. Siegfried has accom-
plished his great feats of strength through the use of super-
natural forces, and therefore does not deserve as much c¢redit
as Hagen, who has only his human prowess at his command (p. 36).
Likewise Brumhild, whom Zindler does not endow with super-
‘natural qualities, is more sympathetic than the éf'froga,nt
wrathful Kriemhild (p. 137). A play with Hagen as its hero
might be expected to accord Volker a major role, however,

just the reverse is the case. Volker is not a minstrel in
Zindler's drama, where he appears only in the night watch.
He remarks to Hagen that they are all sinners, to which
Hagen answers that they are also the heralds of loyalty.
When Hagen points out that the mischief which is afoot will
inevitably rebound upon those who instigate it, Volker agrees
that Hagen is right, for his soul remained pure. Then they <
sing, in unison, that they are the defenders of humanity,
who, even though they have erred, are steeled by the will
to goodness and loyalty (p. 240).

.bindler seems to have realized that a well-developed
Volker figure would only detract from Hagen as he does in
the Nl; where he places Hagen in the shadow, to the advan-
tage of Kriemhild, the heroine. Thus Volker appears only to
confirm Hagen in his views, and to reinforce him as the hero
of the play. The author places his self-portrait in the cen-
ter of the drama however, and one of hisg few lines 'sums. up
the entire work, as he says to Hagen: "Recht hast du. Rein
blieb die Seele."” 6

2. The ballad /\

von Miuinchhausen

Borries Freiherr von Miinchhausen wrote three ballads )

N
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based on the N1 materisl:282 "Kina Hagen" tells of the young

‘ hero, whose sword becomes his teacher and guide; "Hagen und
die Donaufrsuen" recreates in powerfully moving images the
encounter on the way to the hero's doom. "Ein Lied Volkers"
presents, in a ballad sung in the first person, a view of
Hagen, as seen by his closest friend, the minstrel.

Hagen's commands in battle make Volker's ears ring, yet
he loves no other voice so well; whatever Hagen has ever done,
seems "edel und eisern gut” to Volker, even though he saw
Hagen murder Siegfried. Hagen can be arrogant and fond of
violence, but this is outweighed by his absolute and invio-
lable loyalty. All of the King's vassals face death each day,
but Hagen's loyalty has been put to the ultimate test, for
he sacrificed not merely his life, but his honor. Thus Hagen
has no friends among the other peers, for he stabbed a bet-
ter man than he in the back, and stole the hoard, which the
peers had fetched, from its rightful owner, a defenseless
woman.

Gunther's other knights have offered merely their sword

\ arms in homage, "Doch am schwersten Tage gab Hagen /‘An

| Gunther den Eid: 'Mein Teil sei die Schuld!'" Hagen took

‘ upon himself the odium of doing what had to be done in order

‘ to preserve the integrity of Gunther's kingship, therefore,
even though Volker's heart trembled at Siegfried's death
and Kriemhild's bereavement, Hagen, "vom Grauen unwittert,”
is the hero of his lays, his friend.

¥

\

‘ Volker admires Hagen in spite of his arrogance and

i . Vviolent temper, for Hagen is the most loyal of Gunther's

| knights. Minchhausen's ballad says in poetry what Herzog's

’ retelling said in prose: Hagen commands the poet's esteem

’ . because he has given to his lord the most that a loyal knight
can give. Without honor an aristocrat is no longer an aris-

‘ tocrat, he has therefore in a very real sense sacrificed him-
self, his person, out.of fealty to the King. Volker does

\ not inquire whether it was right to do this, whether the King
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ought to have accepted this sacrifice. It is enough for him

that Hagen did it, and for the right reasons. Volker would

likely have done the same, since be approves so strongly.

The poet, therefore, willingly places himself at the dis-

posal of power and authority (one needs both words to ren-

der satisfactorily the German "Macht"), which he will serve
unquestioningly. ! N

3., The novel
) Harpou

After World War I, the Germaén film industry, which had
already produced "Der Student von Prag" and "Der Golem"
attempted a film version of the N1. The result was Fritz
Lang's "Die Niﬁelungen“ (1924?, to which his wife Thea von
Harbou wrote the scenario and a novel286 which closely
follows the silent film. This film, in which the Volker
figure is made to resemble Stefan George, was intended by
Lang to offer something that might be considered a true
manifestation of the German mind, a document fit to publi-
cize German culture all over the world. 287 Here fate is the
mov1ng force in the tragedy, working through the anarchical

288 as it

outbursts of ungovernable instincts and passions
drives the characters to their inevitable doom, a doom which
is queordained and leaves nothing to chance. Hagen is cast
as the agent of this fate, who prevents any good luck from
slipping in and altering the outcome; his loyalty to the
Kings, seems motivated by a self-destroying lust for power,
foreshadowing a type of leader which became too well-known
a few years later. Volker's relationship to him is, at this
stage, ambiguous, as will be seen in the discussion of the
book.

The novel begins with Riidiger's arrival, in Worms; Kriem-

hild relates to him the story of Siegfried's life and death
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as it is told in the N1, minimizing hi® faults and exagger-
ating his virtues (pp. 36-112). Volker von Alzey, who had
admired Siegfried, has grown prematurely grey out of grief
over his death (p. 22). He sings no longer and does not even
replace the broken strings on his fiddle, for there is no
more Jjoy in Worms. Volker had sung of Siegfried before his
arrival in Worms, and the song pleased Kriemhild so, that
she gave Volker a coat which she hall embroidered herself"
(p. 36). Later, however, when she demanded revenge, all of
her brothers and even Volker protected Siegfried's murderer
(p. 111). - °

At Kriemhild's departure from Worms, Volker attempts
to tune his fiddle once again, but the tone is not pure, his
voice is hoarse, and hi& song wild and confused. He sings of
how Kriemhild had embodied all the joys of life: summertime,
blue sky, nature, snd religious exaltation. Now that Kriem-
hild is departing forever, the countryside will seem empty,

!

and the minstrel who received a coat because he sang another's
praise, walks in his coat, living but dead. Hagen, hearing
his song, asks whether Volker has remembered after all that
he is called the "Spielmann," to which Volker replies: "'D&
verstummen die Lieder, wo der Mord umgeht.'" Volker had pro-
tected Hagen out of duty, but his heart belongs to Siegfried,,
and now to Siegfried's widow. He slings his fiddle over his
back and descends to the courtyard to bid her farewell, and
as she departs, he smashes his instrument (pp. 134-38).
During the qight'watch, Hagen reminisces to Volker
about the journey"fo Etzel's court. We learn that Volker had
to be physically restrained from jumping into the Danube to
aid the priest whom Hagen had thrown overboard, and that
.Hagen had to ordér Volker to stand watch with him, Volker
does not respond to this, and so Hagen commands: "'Spiele,
Spielmann! Deine Konige schlafeh!'" Volker raises his '"Seher-
augen" to the heavens and fetches his song from the stars.
He sings of the castle at Worms, with the Rhine flowing past,

[
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of their las® look at its "heiligen Tiirme," and how, during
their Journey, they sat at night around the campfire and saw
in irit their "heilige Heimat, Worms!" His song is inter-
réc; by the approach of Hunnish warriors. It is Hagen slone
vho frightens them away, and after they are gone, Volker is
\unable to resume his song; he and Hagen sit motionless to-
gether, while the Kings sleep (pp. 204-07).

Volker appears for the last time after the battle with
Ridiger, as the ninstrel is sitting in the Kipg's plaée,
raised above the crowd. He has not spoken since he kllled
hls friend Riidiger, who died in Volker's arms, giving h1m
a look which Volker has since been trying to interpret.
Suddenly a flamlng arrow shoots into the hsall, and lodges
in en upright beam beside Volker. Motionless he watches it
shoulder, while Hagen and Gunther attempt to extinguish the
flames from the hail of arrows shot by Kriemhild's Huns.

The scene shifts to Kriemhild. She and Etzel, with
Dietrich, and Hildebrand are watching the fire, They hear
singing: Volker's song from the night watch,‘with additional -
lines praising the cool, green Rhine and, in a fingl burst
of pathos, the holy, eternal home which rises out of this
hell to comfort them. The roof collapses in flames, but
Volker's song is still heard, as Dietrich opens the door
to the hall, intending to put an end to their torment. As
he does so, a mortally wounded Hun shoots an arrow into the
burniné hall, which lodges in Volker's throat (pp. 250-61).

After Kriemhild's death, a boy enters the ruins of the
great hall, takes up Volker's fiddle and bow, which have
miraculously survived the holocaust, and wanders through
the world, singing the song of the Nibelungen: thus the
minstrel transmits the tradition to posterity (p. 268).
Volker sees Siegfried and Eriemhild as the positive char-
acters in the action, while his relationship to Hagen has
been reduced from friendship to hostility and grudging
obedience. Neither does he appear to have any feelings for

“
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the Kings, and his sengs of hé%e”do not betray any love for
the people there, but only for the Rhine,‘tﬁé forests, and
the towers of Worms. He nevex fails to mention the cathedral,
with its candles end incense| and he would have rescued--the
chaplain had Hagen not prevented him, as though through the
Volker figure the author intended to include in Volker the
religiosity‘which is totally lacking %n ﬁagen. The minstrel
figure seems to present Harbou's interpretation of the saga:
Siegfried and Kriemhild are the heroes and Hagen the villain/
Volker has no-inner relationship to of the characters ’
except to Siegfried and to Kriemhild, with whom the author
%qpears to associate Germany and herself.

bl

4, The adgaptations in verse
Libiger Hauser ’ von der Trenck

‘Richard Libiger289 tells the N1 in a series of poems
with prose links, which presuppose familiarity with the
original poem. Volker is first mentioned on p. 65, where
without previous introduction "Herr Volker ergriff seinen
Bogen / Und driickte die Fiedelfan's Kinn." Hagen has .just
destroyed the boat in whicH the Nibelungen crossed the
Danube, and related the mermsaids' prophecy. Volker sings of ’
heroic loyalty, fearless dying, and deeds without remorse.
The waves of the Danube pick up Volker's song "Und singen's
noch heute zur Nacht,". thus becoming bearers of the tra-,
dition which they have received from Volker.

Volker's second song, sung during the night watch, con-
Jures up visions of their now distant homeland. He grows
melancholy as he sings, and at the end, bids farewell to
the "griner Rhein!" (p. 68). The two heroes drive off a troop
of Huns, while the(}est of the Nibelungen| sleep until morning.
Libiger's intention ¥n writing his book is to- show how the
Nibelungen protected each other to the last, to encourage

o
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the Germans to the same heroism as shown by Dankwart, Volker,
and the rest, and to demonstrate that "Es geht auch in schwer-
ster Stunde, / Kein treues Volk zugrunde. " (pp. 73-74).

174~

Otto Hauser's reteilingego in alliterative verse is
based mainly on the Ths and concentrates on Siegfried's
life (pp. .3-108), relating N1 II only briefly (pp. 109-24).
With his fiddle on Wis back (p. 114), and his sword in his
hand, Volker aécompanies the Nibeluﬁgen to Hunland. As
they ride along, many are plagued by apprehensions, bdbut
Volﬁer, riding through the fallow fields, takes no notice
the landscape, for he has a song of Siegfried in his
heart (p. 115). In Hunland the battle between the Nibe-
lungen and the Hyns begins immediately. Hagen is soon cap-
tured by ten Huns (p. 118), while Volker and Ortwin try in
vain to rescue him (p 119). That night, while the Nibelungen
are sleeping, - Volker 'sits at the door tb the hall and plays
the song of Siegfrled (p. 120) while Hagen lies in the dun-
geon. They flght all through the next day, and at night Vol-
ker stands guard aéain and sings "von Sonnensiegfried: /
Wie er traurig fiel durch falsche Treue / Und mit ihm sich
verbrannte die briutliche Briinhild" (p. 120). Grimhild has
the hall set on fire, and Volker perishes with the rest.
On@e,again we have seen Volker, a minor character,
giving the author' B view of the Nibelungen saga from within
his work. Volker and Hagq\\?ave no contact with each other,
as Volker rides alone composing a song of Siegfried. Volker
is also alone when he sings this song;, during the two night
watches from whigh Hagen has been removed. Hauser believes
that the basis of*the saga is the old Aryan sun'myth (p. 129)
and sees Siegfryed as the sun god. Hagen represents the
forces of darkness who kill the sun god out of jealousy.
Volkex“]oves the sun, but as a mortal must‘perlsh on account

of the evil over which he has no control .
P "
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Siegfried von der Trenck gives the same interpretation
through his retelling in modified N1 stanzas, 2ot Volker is
mentioned only once, in the last canto, where Trenck says
of him: "Volker lieB die Fiedel singen sii a2um letzten
Stiindelein. / In des Rheines grines Klingen mischte sich

N
5. The retellings in prose

<

Stieglitz Tecklenburg Ziegler

Kopp Weber : Lehmann

von Wolzogen Vesper - Weber .
Lichtenberger n

During the years of the Weimar Republic, the favored
means of bringing the N1 to the people was the prose re-
telling: In all, twenty-two of them appeared in print during
this period of fourteen Years, beginning with Hans Stieg-

litz,292 an elementary schoolteacher in Pasing (pp. vi, 2)

'who presents a retelling in Bavarian dialect which he believes

could eventually replace the N1 altogether (p. 7). His pur- .
pose is to familiarize the "Altbayern" with the national
epic and to show "daB im Verfasser eine heifle Glut brennt
fir das ungliickliche Vaterland. Mdéchten die anspruchslosen
Erzdhlungen ein kleiner Beitrag sein, um den Stolz auf unser
Volkstum zu steigern und die alte Kraft zu wecken, mit der
wir uns eine schonere Zukunft bauen!" (p. 12).

Volker's role is identical to that in the Nl; he is
introduced at the outset as "Volker vo' Alzei" (p. 13), who
provides the music at court, and whose swordsmanship is
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_det in der Macht der Burgundenkdnige und gerichtet auf die
“ Erhaltung der Nationalehre." Of the N1 as a whole, he says:

A
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practically as good "als wie da Hag'n und d6s will was hoaB'n"
(p. 14). In the Saxon war, "Volka, da Spielma' vo' Alzei, der
macht 'n Fibra" (p. 22). After the Nibelungen have crossed
the Danube en route "in's Hunnaland" (p. 56), Volker becomes
the leader once again, as he is familiar with " 'g Bayer-
land" (p. 60)“3In Etzel's castle, Hagen calls Volker his
blood brother (p. 66), while volker refers to Hagen as
"'Kanzla'" (p. 72) the only one of the Nibelungen to do so.
Stieglitz referé to Hagen in his preface as the chan-
cellog’{p. 8), and describes his strength as being "begriin-

"Es wurzelt ja ohnehin zu tiefst in unserm Volkstum, wurde
neu geschaffen zur Zeit der Friihbliite unseres bayerischen
Schrifttums, wo der Bayérnstamm den andern V3lkerschaften
wegweisend mit der Fidel voranschritt" (p. 10, emphasis

+ Volker is "der edle Spielmann, der cbenso gut mit Fiedel

mine), Thus Stieglitz identifies not only himself but all
of Bavaria with Volker, the loyal friend of the chancellor.

Jonannes Kopp retells the entire N1 with some additions
from the Miirnen Seyfried in his brief prose version.293

und Bogen, als mit dem Schwerte umgehen konnte" (p. 34), He
responds to Dietrich's warning much as in the N1, but with
less heroic defiance than in the original (p. 35); in Etzel's

castle, Hagen finds in Volker "einen kithnen Genossen, der
ihm treu in aller Gefahr zur Seite stdnde" (p. 3%6), and in
the night watch he calls the Huns "Ihr elenden Feiglinge!" . .
(p. 37). '

Kopp includes two poems in his account: Dahn's "Kriem-
hilde," sung during the night watch, and Geibel's "Volkers
Nachtgesang," after the fire in the hall. Together with
Hagen, Volker refuses to fight with Riidiger; Volker defends
the margrave to Kriemhilde as follows: "Schamt Euch, daB
Ihr so schlecht von dem denket, der Euch sogar b%s in den °
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Tod diente" (p. 45). Volker's loyalty to Hagen is emphasized,
but his reproasch to Kriemhilde has been moderated and his
violent actions omitted entirely.

Hans Paul Freiherr von Wolzogen calls his retelling

Der Nibelungen Not.294 As the story opens, Werbel and Swemmel

are arriving in Worms, where, after repeating Etzel's in-
vitation, they and some yoyng Burgundians ask Volker for the
story of Siegfried. Volker relates how he slew the dragon

and took the hoard, even though he had no need of it, how he

saw Brunhild, and how he came to Worms. Volker does not

know how Gunther heard of Brunhild, he can only say that he
decided to woo her against Siegfried's advice, and that

“'der Tronjer, der Treue, mutig und weise'" advised the

King to seek/ﬁi%gfried‘s help. When a "Frechling" in the
audienééxgsés’Vblker whether Brunhild hung Gunther on a nail
overnighjhrﬁagen, who is sitting beside Volker, seizes his

arm. Volkgﬂ hesitates, then rebukes the questioner, saying

that this is none of his business, for "'Gunther ist euer

edler Konig und milder Herr. . . « Siegfried der Kiihne war
unvorsichtig . . . und unklug war er obendrein,'" for taking

a belt from Brunhild, while performing a service for Gunther |
(unspecified). He was unwise for giving this belt to his
beloved Kriemhild, since "'Dieser Glirtel hat ihn erwiirgt'"
(pp. 19-26).

Volker's narrative continues with the Senna, with
Hagen's discovery of Siegfried's vulnerability, with the
hunt, at which Volker hesitates again. Hagen is sitting
beside him, staring straight ahead, silent. Volker continues:
he tells of the hunt, and how Siegfried knelt at the spring,
while someone stood behind him, raised the spear . . . When
the audience demands the name of the murderer, Hagen jumps
to his feet and nemes himself, as he strides towards the J
door. To the insistent questions about Brunhild's fate,
Hagen turns and answers: "'Die fuhr zur Holle! Dummes Volk!

*
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Was sonst?'" (p. 30).

Up to this point, Volker has given an objective account
of Siegfriégz he introduced his account with admiration, for
"'ein Gottliches lebte in ihm, das wirkte heldisch gewaltige
Taten, dergleichen vor ihm und nach ihm kein anderer Held
aus Menschengeschlecht jemals vollbracht'" (p. 18), yeét he
sees Slegfried's faults as well. Now, however, he launches
into an encomium without precedent on the subject of the
hero. "'Solch ein Held, in dem sich Gott lebendig Menschen
kund tut, . . . der stirbt nicht, der kommt wieder. Nicht
zwar derselbe, . . . der ohnegleichen in der Sage lebt, doch
gleichen Wesens,‘Retter in der Npt, Fihrer zum Siege, gott-
lich . . . Es ist ein Wunder, aber wahr; der Sdnger weiB es,
Gott erfiilllt's, er kommt. Wir werden's nicht erleben, doch
er kommt!--, Geschlechter vergehen, nichts bleibt bestehen,
in Asche stiirzt das hohe Kdnigshaus: nur mit der Menschheit
stirbt der Siegfried aus!'" (p. 30). Wolzogen, born in 1848,
. was seventy-two when he wrote these words, and he died in
1938, Volker has laid the groundwork for a reconciliation
of his adgiration for Siegfried and his loyalty to Hagen
and Gunther,

Volker leads the company on the Journey to Etzel's
land (p. 36). They arrive in Bechlaren, where Volker sings
at length of the treachery of the Bavarians, and then for
Riudiger's daughter, whom he would woo, were he a prince.
It is Hagen, however, who points out that the girl would
probably be more interested in Giselher, than in two
graybeards like him or Volker (pp. 39-40). The rest of the
tale follows the N1 point for point, except for omitting the
slaying of ‘the margrave as he helps his'woundgd relative
and Volker's defense of Riidiger to Kriemhild, After Riidiger's
death, Volker sings for the last time, "'Nun widre alle Treue
tot, stiinden nicht Volker und Hagen beisammen in hdchster
Not'" (p. ©4), thus he confirms his loyalty to Hagen.

At no point in this retelling does Volker explicitly
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defend Hagen for killing Siegfried, except by pointing out
the latter's faults and that they, embodied in Brunhild's
belt, became his undoing. Nor does Volker condemn the hero's
murder, for he praises Hagen as being courageous, wise, and,
most especially, loyal. Hagen and Volker demonstrate their
loyalty to Gunther by refusing to mention his disgrace, in-
sisting that he is their gracious King and lord. Hagen,
‘moreover, feels thht he needs to remind Volker of what his
loyalty to the King demanded of him, thus implying that his
loyalty is greater and more consistent than Volker's. In the
illustrations which sccompany the text in the 1934 edition,
Hagen is depicted wearing a helmet unlike the winged helmets
of the other wéfriors, and strongly resembling the type
favored by Bismarck in his lster years.

August Teckleﬁburg295 introduces Volker at the beginning
of the night watch. Volker is called "der lustige Spielmann"
vho promises to stand by Hagen "bis zum letzten Augenblick."
They remain seated "mutig und trutzig" as Kriemhild approaches.
The Huns are afraid to attack "die deutschen Helden," and
later in the night, whgn they attempt another attack, Volker
frightens them away "mit seinen Spielmsnnsliedern. Es waren
Totengesange frénlich sterbender Helden." Then follows
"Volkers Nachtgesang" with credit to Geibel (pp. 60-61).
Tecklenburg does not mention Volker again; in his brief
retelling, he has included Volker's loyalty to Hagen, his
Germanness, and his music during the night watch. These
traits, and the fact that he dies happily were to the author
the most significant aspects of the Volker figure.

Emil Weber296 retelis the entire N1; in the Saxon war,
"Die Fahne trug Volker, der kihne Spielmsnn, der nicht nur .
das Schwert, sondern auch den Fiedelbogen zu fijhren verstand"
(p. 8). There is no further mention of Volker until the
Burgundians arrive in Bechlaren: there he is kissed by Diet-
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linde (p. 34) as she greets the heroes, and receives an
ungpecified gift in reward for his music upon his departure.
In Etzel's castle, Hagen looks "nach einem Genossen um, der
in Treue zu ihm stiinde, wenn's zum Kampf kommen sollte."

He selects "den kiihnen Spielmann," and together they sit on
a bench opposite Kriemhild's apartments. Volker urges Hagen
to rise as she approaches "'damit sie uns nic¢ht Unhdflichkeit
nachsage,'" but on Hagen's insistence they remain seated
(pp. 35-3%6). Later, the two stand watch; Volker lulls the
Burgundians to sleep, then spots the approaching Huns. As
they retreat at Hagen's rebuke, Volker calls gfter them:
"!Seit wann gehen Recken bei Nacht auf Raub und Mord aus?
Kommt bei Tage, ihr Feiglinge!'" (p. 38). He fights in the
banquet hall, guards the door with Dankwart, and refuses to
hand over Riidiger's body, mocking Wolfhart with: " 'Gebt den
Lowen frei, Meister; ich will ihn schon zzhmen!" (p. 44).
Weber thus emphasizes Volker's mockery and heroism more than

his loyalty to Hagen, which he mentions almost by the way.
. , . . 297

Will Vesper's detailed retelling of the Nl intro-
duces Volker in the "Aufbruch nach dem Hunnenland" as "Volker
von Alzei, der der Spielmann hiefl, weil er die Fiedel zu
spielen verstand, wie die Spielleute tun. Er war wirklich
ein Meister in dieser Kunst, aber das Schwert zu fiihren
verstand er nicht weniger" (p. 93), and as the Burgundians
are leaving Bechlaren, Volker plays a dance, such as one
plays at weddings (p. 101). To Dietrich's warning, Volker |
replies, that having ¢ome this far, they will continue and
see what develops;f"Mancher hat einen bdsen Plan. Aber Wille
und Tat liegen weit voneinander'" (p. 103).

Except for omitting Volker's killing the margrave as
he helps his wounded relative,'Vesper follows the N1 with
occasional embellishments. As Krimhild is approaching the
two seated Burgundians, Volker calls to the Huns: "'Wenn
jemand Lust haé, zu tanzen, so will ich ihm geigen'" (p. 107),

/
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and Volker's music during the night watch is described in
some detail. He conjures up images of battles, of home, and
of loved ones. The Burgundians can see their forests and
hear the wind in the trees and the rushing of the Rhine.
Finally, peace descends upon them and they sleep soundly.
Volker takes up his sword and shield, to watch until morn-
ing comes.

After Mass, Etzel orders the tournament. Volker is
impatient for hostilities to break out, for "'Dies Warten
und Schdéntun mit falschem Herzen ist schlimmer als alles'"
and finally, when an overdecorated Hun enters the lists,
Volker Joins in the fray "Und er stieB den Schild des Hun-
nen auf die Seite und rannte ihm den Speer in den Leib und
spieBte ihn auf, wie einen Frosch, dafl er sogleich tot vom
Pferde fiel." When Etzel smoothes the quarrel over, Volker
is disappointed, for now the hostilities will only have to
break out anew (pp. 114-15). )

Vesper elaborates on Volker's verbal exchange with
Wolfhart, and on this last scene of the minstrel's life:
"'Totentanz!' rief Volker, 'Totentanz. Wie schade, dafl ihr
mein Schwert braucht, sonst wollte ich die Fiedel dazu
spielen.'" Hildebrand sees him fell Sigstab, and shouts:
"'Aber nun will ich dir geigen, dafl such du einmal tanzen
muBt.'" With a cry of "'Ausgespielt!'" Volker falls. The
vignette at the end of the chapter shows Volker smiling
iq death, surrounded by roses with a rainbow above
him (pp. 13%9-40). ’

Hagen sought Volker's support in the coming struggle
by asking: "'Da wiiBte ich gerne, Freund, wessen ich mich
zu euch versehen soll, wenn es einmal ernst wird?' 'Das war
keine gute Frage'" answered Volker affirming that his place
would always be at Hagen's side. Hagen responded: "'Das

_erwartete ich auch nicht anders'" (p. 106), for he had

known' that Volker would stand by him. Vedper sees the
minstrel as an adjunct to Hagen, the center of power, not

>
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questioning but simply doing his duty and trying to hasten
the inevitable. Volker's impatience to get the fight going
is portrayed more clearly than by any of Vesper's predeces-

sors, while his loyalty is simply to pé understood.

Franz Lichtenberger's K;imhilds Racl:;e298 retells N1 II;
"Volker von Alzei, der tapfere Spielmann" accompanies the
Burgundians on their journey "ins Heunenland" (p. 19). In
Bechlaren, he is kissed by Gatelinde and her daughter Diet-
linde, whom he praises, sayigg were he a king, Riidiger's
lovely daughter would be his queen (pp. 25-26). To Dietrich's
wdrning, Volker answers: "'Was ist jetzt noch daran zu Andern?
Wir konnen doch hier nicht mehr umkehren. LaBt uns also
reiten, ihr Herren! Wir werden ja bald sehen, wie es uns
bei den Heunen ergehen wird'" (p. 28). Durfhg the night
watch, Volker plays‘"die alten schonen Lieder, die die Bur-
gunden so oft schon von ihm am Rhein gehdrt hattéﬁ:" but |
Hagen, not Volker, shouts insults after the retreating Huns.

" As Dietrich's men approach, Volker cries: "'O weh,'"
and when Wolfhart demands Ridiger's body, shouts: "'Ihr
hadbt es ja sehr eilig. Holt ihn euch doch selbst!: Oder habt
ihr nicht genug Mut dazu?'” (p. 44). Lichtenberger, like
Vesper, sees Volker as Hagen's loyal friend, but develops
the relationship no further; using words translated from the
N1, he affirms that he will stand by Hagen, even if Etzel
and his whole army should attack them (p. 30). Lichtenberger
also has Volker sing songs of the Burgundians' home on the
Rhine during the night watch.

Josef Ziegler29? beging his retelling in the knights'
hall of the Burgundians' castle in Worms. Kriemhilde has
Just told Ute of her falcon dréam, and Ute has explained it
as referring to Kriemhilde's future husband. Just then,
heavy steps approach: Gunther, Gernot, the youthful Giselher,
her uncle Hagen and "der Spielmann, Volker von Alzey" enter.

, ﬁ
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The ladies rise to greet the heroes, who bid them a good
day, and proceed to discuss the Saxon declaration of war
Volker picks up the harp, which is leaning at the fireplace,
and sings "von einem Jungen Helden aus den fernen Nieder-
landen. Siegfried ist sein Name," telling Siegfried's ad-
ventures with the dragon, the "Tarnkappe," and the hoard, and
that now the hero is traveling "wie ein lichter Frihlings-
morgen durch die Lande und seinen Namen riihmt das Lied der
Sénger." Upon hearing this, Hagen "schaute finster drein,"
while Kriemhilde feels a sweeﬁ~melancholz @pp. 4-6). That
afternoon, Siegfried approaches the castle. Hagen identi-
fies him as "'Siegmunds kiihner Sohn, von 'denm Volker erst
heute gesungen. Empfanget ihn wohl, . . . auf daB uns durch
ihn kean Unheil erstehe!'" (p. 6). This ends Volker's role
in N1 I. He admires Siegfried unreservedly, while Hagen's
reaction could easily be interpreted as jealousy or even
fear.

Volker is next mentioned as the heroes are leaving
Bechlaren: he plays "Zum Abschied seine schonsten Liedexr"
and receives six gold arm rings as his reward (p. 28). At
Etzel's gou}t, Hagen und Volker "ahnten bise Absicht und
bescEISssen angesichts solcher Gefshr einen Treubund suf ‘
Leben und Tod" (p. 29). After the confrontation with Kriem-
hilde and the Huns, Ziegler comments: "Kriemhilde hatte die-
ses Mal das Spiel verloren, weil der Freund so treu zum
‘Freunde gestanden war" (p. 30). In the night watch, Volker
takes up "seine liebe Fiedel" and plays sweetly in the sum-
mer night; the tired Burgundiaﬁs in the hall see "in ihren
Traumen die ferne Heimat am Rhein." As ﬁhe approaching Huns
" turn away at the sight of the two "riesigen Gestaltén,"
Volker shouts "verdchtliche Worte" a} them before they dis-
appear into the darkness (p. 30).

Volker admires Siegfried, and is not mentioned as Ha-
gen's friend until after the danger has become apparent. It
is'ﬁeqessity which has brought them together, and Ziegler

{
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makes this clear: it is’ an alliance of conveniénce, not of
inclination. Once again, the Rhine has been mentioned in
connection with Volker's music during the nlght watch, as
the home of the Burgundian heroes.

Gotthold Lehmann 00
Hohelied auf deutsche . . . Treue" (preface). Volker is
described as "Hagens bester Freund" (p. 38), a brave hero/ }
and a good fiddler, who sings 6f "kithnen Helden oder von //
schonen Frauen. Auch von dem jungen Siegfried wuBte er '

sees the Siegfried saga as "Das

.manches Lied." He can throw a stone as far as all of the
Burgundiangs except Gunther and Hagen and he admires Sieg-
fried, who throws better than all of them (p. 39). He acoom-
panies the Burgundians in the Saxon war, and then disappear?
ungil they arrive at Etzel's castle.

Volker silently Jjoins Hagen for the night watch. Hagen
"reichte ihm die Hand und sprach: 'Habe Dank, lieber Kamerad,
fir deine Treue.' Dann nghm Volker seine Geige und . . .
leise sang und spielte . . . von dem schdnen Rhein" (p. 68).
' When Kriemhild offers to let them go home if they will syr-
_render Hagén, Volker is the first to step to Hagen's side:
"'Wo Hagen bleibt, bleibe ich auch!'" (p. 74). Hagen and
Volker stand watch for a second night, and again Volker
plays a song "von dem schénen Rhein. Aber es klang gar trau-
rig" (p. 74), for.Volker knows that he will never see his
home again. ok

When one of Dietrich's men demands Riidiger's body,
Volker retorts that they must fetch it themselves, but he
\doubts that they have enough courage. In the ensuing battle,
Hildebrand slays the minstrel, who shouts as he dies: "'Lebt
wohl, ihr Helden vom Rhein! Leb wohl, Freund Hagen!'" {p. 77).
Hagen .sheds the first tear of his life over the death of his
friend, Lehmann's Volker admires Siegfried, but not at the
expense of his friendship with Hagen, which exemplifies the
"Treue" that Lehmann wished éo demonstrate. He emphasizes

. ' R
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thig relationship more than has any writer since Wolzogen,

while eliminating Volker's acts of violence., 4

Erst Weber Ol retells the first part of the N1: Volker
is called "der starke Volker von Alzey" (p. 1) when the
Burgupdian heroes are enumerated. As they depart for the
Saxon/ war, "der starke Spielmann" (p. 4) raises the banner
and rydes at the head of the company. This is all that
We tells about Volker in his brief account of Siegfried's

6. Summary
. 7 . A .

The colorful variety of minstrel figures from earlier
periods has given way to a certalp unlformlty in the con-
ception of Volker. This is in part due to the nature of the
authors involved: we find no Hebbel or Geibel, no Ernst oY
Miegel using -the N1 as the basis for literary work. Minch-
hausen alone enjoyed recognition as a poet, while Harbou is
known only for ber bombastic romanticism, which came into
its own in popularlty after 1933, 502 The fact that retelllngs,
which by their. nature do not allow for great orlglnallty,
comprise the major portion of works during this period, also
-helps to explain the similarity of the Volker figures to each
other. The most 1mportant reason, however, for the similarity
of these Volker flgures is that their authors had a purpose
in writing their works, and this purpose, except in the case
of Minchhausen, was not the creation of a literary work of
ar't. .

Stleglltz Wolzogen, and Minchhausen begin the era.
Stleglltz "Volker does not ‘comment on Siegfried's mur@gr
but refers to Hagen as "Kenzla" and his friend. Wolzogen's
Volker admires Slegfrled but recognizes that hewls unwise
and imprudent. He calls Hagen. wise and loyal, however does
not mention any faults in connection w1th him, and emphasizes

-
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their friendship. Minchhausen's Volker makes Hageﬂ the hero
of his songs because, out of loyalty, he took upon himself
the odium of killing a good man. In none of these works is
Volker subject to any of the divisive sentiments to be found
in earlier works. He is not loyal to Hag%? in spite of his

-murder of Siegfried, as was the case with Siemssen, or more

recently Werner Jansen, but rather, in IMinchhausen at least,
because of it: In these three works, Volker's loyalty to

Hagen is complete, uncomplicat q by other c¢onsiderations.

In this context we should note that~th@ 1den¢1flcat10n of
Hagen as "Kanzla" in Stieglitz probably took place inde-
pendently of Jansen's novel, for in his 1ntroductlon Stieg-
litz enumerated the retelllngs and translations of the N1

with which he was familiar: Vllmar, Uhland 8 lectures, Sim-
rock's translation, Legerlotz, Ernst Weber (probably the \
1911 edition which was unavailable for this study),. and r
Gustav Freytag, vwho included a trapslation of the N1 by’ R 4
Eoppitz id his anthology of German literature.Bo5 1f he had

read Jansen's novel, would surely have mentloned it.

Volker's comple and unswerving loyalty to Hagen,
which we can attribute to the Bismarck cult breaks down,
however, after 1920, and is not taken up sgain until Lehmann's
retelling in 1927 and Zindler's play of 1932, of which Hagen
is again the hero. Vesper's Volker figure affirms his loyalty
to Hagen with less emphasis than in Miinchhsusen or Wolzogen,
andfénly after Hagen has urgently requested it. In the resr
maining works of this period,. Volker is either a minstrel
who, does virtually no fighting and expresses no ﬁiewa re-
garding any of the main characters, or his admiration belongs
to Siegfried. Harbou and Hauser, writing in 1923, place ,
Volker on Siegfried's side, eliminating his friendship with
Hagen altogether; Fritz Jansen's Volker has no relationship 2
to Hagen at all, and states that robbers-killed Siegfried,
while Trenck virtually eliminates Volker from his poem, which
extols Siegfried and condemns Hagen' and Brunhild. Q

v
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@KQQ, This breakdown of the Volker-Hagen relationship is

e

probably a result of the "Stab-in-the-back" legend; which
was current throughout the years of the Weimar Reg;;bllc.3oq
In 1922 Zwehl's Der DolchstoB in den Riicken des siegreichen
Heere5505 appeared, and even Hindenburg, who had edvised
Wilhelm IT to leave for Holland, was bothered by doubts
about his own part in the qutcome of the war.ao6 Since
Hogen killed Siedfried by stabbing him in the back, and
since Siegfried was readily identifiable, especially since

naﬁlonal hero, it is understandable that the rela®io
between the poet and Hagen would be seen 1n a different s
light aftey World War I. Siegfried, who represents Germmz ,
is good; en, 'who kills him, must aflecessarily be evil.,
The authors of
class with V
strel figurefrom Hagen. In doing so, however, they deprived Ji
Volker of the obaect of his loyalty, the very quality which h
£e was supposed to embody in the ideological interpretation

of the N1. It is thus natural that Volker should recede into

the background of the retellings and plays during the twen-

the twenties, 1dent1fy1ng themselves and their !
‘er, wished, therefore, to distance the min- /

ties, functioning only as the minstrel who in the plays
recapitulates those details of the tradition which the au-
thors desired to'relate to thelr audlences, but whlch could
not be dlrectly presented on the sﬁage whlle in the retellings
he embodies bravery and German musicianship. ‘
This change is reflected even in Wélzogen's retelling,
for when Volker pralses the comlng Siegfried, affirming that
his virtues of strength and. courage will rise agdln in a
newer and presumaﬂiy less flawed form he is oﬁ@course pre-
dicting a revival of German glory. Stleglltz sees irlfleg— {
fried the expression of naive strength, of the force of S
» nature, beyond good and evil, while Hagen incorporates the B
principle of national honor. When these two forces are brought
?ﬂlnto opposition by uncbn%rolled human passion, represented

x/'
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by Eriemhild (pp. 8-9), Siegfried must die. Thus both see
fate, not Hagen's will, at work in Siegfried's death but
both also look to a time when, under different conditions,

it need not happen, when Siegfried and Hagen could cooperate
in the attainment of higher gosls. Minchhausen's Volke too,
admits that Siegfried was, after all, -"der bessere Maggy"
but that his death was necessary to preserve the exisging
power structure, Stieglitz and Wolzogen agree, and Kopp\s
Volker likewise masintains his loyalty to Hagen.

Harbou, Hauser, Jansen, and Trenck, on the other hand, °
see Siegfried's murder as motivated by Jjealousy or envy on
the part of Hagen, and eliminate the friendship between him
and Volker. Where Volker sings of "Treue,” as in Libiger,
he praises that virtue in general terms, without specific
application; Tecklenburg, Weber, Lichtenberger, and Ziegler,
the authors of the retellings of this middle period, take
away all of Volker's fighting qualities, leaving only the
minstrel, who remains seated before Kriemhild and sings for
the Burgundians during the night watch. In this connection
it is noteworthy that Keim's retelling with Czeschka's illus-
trations was reprinted in 1924,

Volker's songs are, with few exceptions, related to the
Rhine; which flows through the N1 adaptations of this period
more persistently than before. The Rhineland, with Alzey and
Worms the home of the N1, was now occupied by the hereditary
enemy, France. After i925, each of the retellings of the
N1 II contained a reference to the Rhine as the “Heimat" of
the Burgundian warriors, and it ismalways Volker who, -through
his music, makes this homeland present to them on the night
before their final battle. Lehmann, the only writer between
192i and 1930 o emphasize the friendship between Volker and
Hagen, has twq'night watches, and thus is able to have Volker
siné'his Rhenish songs twice. The Rhine, the symbol of the
German nation, and now the symbol of the Versailles Treaty.
with its injustices, replaces Hagen as Volker's companion,

, / ”
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It can hardly be a coincidence, that the year 1925, in which
Vesper's Volker became impatient for the coming confron-
tation with the Huns, and Volker began to emphasize the
Rhine, was also the year which saw the hero of Tannenberg,
Paul von Hindenburg, elected president of the Republic.
Furthermore, in the three years 1925-1928, tem literary
adaptations of the Nibelungen sagg were published, ‘seven of
which have the name Siegfried in their titles. The Germans ‘
were once again.looﬂing for a new Siegfried, who would re-
store their national glory.

%t is probably on account of the "Stab-in-the-back"
legend, that Volker's loyalty to Hagen is de-emphasized
during this era. Hagen is replaced variously by Siegfried,
Kriemhild, "@reue," and the Rhine, each of which stands for
Germany. The Germany which the authors had in mind was not,
‘however, the Germany in which they were living, the Weimar
Republic. The Republic had betrayed the German army and-signed
awgy the Rhineland in the Treaty of Versail;es, in order to
gain power for its politicians. The Germany which is the
object of Volker's loyalty is the past and future Germany,
the country which Bismarck had built and Hindenburg was to
rebuild, founded on power. The uniformity among the Volker
figures which we noted at the beginning of this summary is
thus a symptom of the authors' attitudes, and of tﬁeir re-
jection of the "weak" Republic, The relatiojlship between
the poet and authority has weakened, since contemporary
Germany cannot claim his loyalty and Hagen, his tner in
the tradition, is seen as evil. Only in~Zindler;§a§}aEa
.does Volker find his way once again to Hagen, this tifie be-
cause, as with Minchhausen, he has acted in the interests
of the greater good. Hagen destroyed the usurper, Siegfried,
and, keeping his heart pure, restored order. With Hagen re-
stored to favor, Volker once again becomes his friend, the
poet-minstrel allied with the power figure. Volker sought a
Siegfried, but found Hagen instead. >
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V. 1933-1945

l. The dramas

Bley Weber - -Baumann
Bacmeister Wichmann Rogge
Schéttler . Winkler von Hermaden Mell

y , . -
N
R »
>

Wulf ‘Bley's Die Gibichunge, 3>’ coveTs N1 II; Volker's
first entrance is with Gisedher. When Hagen asks why the
two have no greeting for him or the other Kings, Volker
answers that they have been riding through the "Rheinwald,"
and Giselher adds that while they were there, Volker sang
of Siegfried. Hagen finds this natural, since it is spring-

time, but Gunther rejoins that when they killed Siegfried,
they destroyed the spring. Hagen, calling Siegfried the
deceitful fool, answers that loyalty and the desire to avert
he fate which he saw descending upon them caused him to do
\t. As yet, however, thé Gibichunge do not understand Hagen's
:ltion, nor does Volker, as his silence attests (pp. 21-22).
At the end of Act II, Gernoth protests Kriemhild's
decision to become Etzel's wife, suspecting revenge as her
motive, Volker tries to calm the young King, saying that

everything must take its course. When Kriemhild's deter-
mination to join Etzel, as well as her hatred of Hager¥ be-
come apparent, Hagen reminds Gunther of his oath (of loyalty
to Hagen as his vassal). Volker, to emphasize Hagen's words,
plucks at his "Saitenspiel” so violently, that the strings
burst, foretelling the violent end of the Burgundian Kings.
Acts III and IV take place in Etzel's castle. The Kings,
Hagen, and Volker have ridden there alone, at Etzel's invi-
tation. When they arrive, Etzel demands Siegfried's sword
and the Nibelung treasure, in atonement for the injury done
to his wife. Since the Burgundians refuse to hand them over,
Etzel places them under house arrest; and orders that they
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be killed on sight, should they attempt to leave. When they
are alone again, the five Burgundians begin to discuss their
situation: Hagen claims that it was fate which made him kill
Siegfried, and fate which will one day snuff out their brief
existence. At this point he turns to Volker, who answers:
"All mein Wissen und Wiinschen / heiflit immer nur Heimat,
Hagen" (p. 48). At this, Hagen reminds Volker of that which
he had forgotten and Hagen had concealed: "daB dafiir Blut
geflossen sein mufB3, guter Volker!"‘Volken had forgotten this
hard fact of life because he did not wish to remember it;
now, when the Burgundisns' fate confronts them, Volker, the
poet, needs Hagen, the leader ghd agent of their fate, to
guide him to the fulfillment of his destiny.

When Etzel's servant informs the Burgundians that Etzel
is willing to releade the Kings and Volker if Hagen will
give himself up, Hagen is willing to do so. Gunther, however,
refuses to allow this, even though it means that he will per-
ish with Hagen, for "Das Volk kann ohne einen Konig leben, /
nicht aber ohne kdnigliches Beispiel . . . " (p.'53); at
this Volker exclaims: "Gunther, nun bin ich ganz gliicklich!"
Gunther admits that he has learned this from Hagen, that the
King must sacrifice his freedom and even his life, in order
that his people may not have to live under the tyranny of a
"Fremdenvolk." Now Hagen can for the first time acknowledge
Gunther as "Herr," now Volker can be completely happy. As
the servant leaves, Volker begins his song. The minstrel's
heart is bursting with joy, for "die Treue von Burgund" de-
fies the jaws of hell. Five Burgundians, who fell into Etzel's
hands, now see their souls flying homeward, like doves.
Gernoth, who interﬁrets Volker's song as a call from the
homeland, determines to escape and return with the army.
Hagen wishes him good luck, knowing that the attempt is in
vain. Volker repeats the refrain: "Es kann uns niemand rau-
ben / das starke Herz . . . " for Burgundy is with them in
spirit (pp. 53-55). e
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" In Act IV, we learn through Volker that Gernoth has
been killed. Gunther reproaches Hagen for having let him go,
but Hagen answers that Burgundy is protected by the amgy, dbut
no power on earth can save the four of them. They, howeve# )’
can by their example save Burgundy, which otherwise "in
furchtbar seliger Sattheit / elend verfaulen miiBte." Volker
agrees, telling Gunther that he must follow Hagen:saexamplé,
and make his "Miissen zum Wollen," thus Gunther will assure
himself of a glorious death: "dann blutet in deines Schick-
sals Schale / dle sinkende Sonne ihr letztes Licht / herrlich
hinein!" Gunther ought, like Hagen, to die splendidly (pp.
58-59)., Volker sets a good example. When a group of Huns
led by Etzel attempts to_overwheim and bind the Burgundians,
Etzel's servant plunges a dagger into Volker's breast as
Volker tries to kill Etzel. Before he dies, Volker sings
"mit grofBer Anstrengung, trotzig-froh" (p. 67) his song once
more. He has progressed from rejection of Hagen to an accep-
tance and admiration of him, which he’ﬁésfachieved through
gradually coming to understand the letsons that only Hagen
can teach. The tradition bearer has become the bearer of
Hagen's insights, which he pasées on to the rest of the .
Burgundians. -

\ .

In Ernst Bacmeister's Siegfried,308 Volker speaks only
the last eight lines of the pley (p. 82). Gernot and Gisel-
her have attempted to avenge Siegfried's death, but Hagen
has repulsed them. As Volker steps forward, Hagen taunts
him, ssying: "He, Volker, willst du schlagen oder)singen?"
Volker answers that Hagen had better leave off his boasting,\
for Siegfried's stature has taught the Burgundians to see
greatness in a new perspective, and Hagen has become a
nonentity "Und wehe dir!" says Volker, "Wenn einer ihn
besingt:" for Hagen's crime has made the Burgundians into
his accomplices so that vengeance for Siegfried will strike
them all. Thus Volker pronounces judgment on Hagen: "Doch
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{groB umschattet von dem Machtgeschick / Des groBSien Toten ~—
sieht mein Geist zwei Frauen. - - - " Volker's sympathies '
are with Siegfried aws he foretells the coming doom of the

_Burgundians. Two women have~lof;d Siegfried: the one whom
he rejected has caused his death; the one who can no Ionge}‘
have him, will avenge him. This vengeance will strike just
as surely as a poet, inspired by Siegfried's "Machtgeséhicﬁ," g
will sing of him.

Wilhelm Schottler wrote Der Nlbelunge Not309 for ama
teur theatrlcals, and .in the preface, Rudolf Mirbt mentlons
having seen the play performed in Danzig, Glistrow, and Lodz.
The work is based on the Edda, and Volker is }ncluded only
bécause, according to Schottler, he is "mit unserm BewuBtsein
so eng verbunden" (p. 37), that he could not be left out. - As

" the play opens, it is winter in Worms: Vélker,,who used to

vhile away the long nights for theém with his music, will
play no longer, for Siegfried is dead, and "Seit jenem Tage
ist in dieser Halle / das Lachen tot" (p. 8). Gernot realizes
that Siegfried was slein out of envy, that-Volker refuses

to play his fiddle because he is ashaieg’of their deed, Whiié
Volker confirms this, saying that where death reigns, one
lays one's bow aside. They are all doomed, says Volker, and
know their fate. For his part, he will remain mute until

"das letzte Mal. Dann will ich singen!" (p. 11). As he says \
this, Etzél's messenger enters, bearihg his master's invi-
tation to Gunther, Hagen, and whomever else they wish to%
bring with them. Hagen knows that Volker will not wish fo

. remdin gt home, for he is their blood brother (p. 16). The

three set out alone, leaving Gernot to rule in their absence.
The second "Bild" is set in Etzel's castle. Gudrun

awaits her brothers wi nixed feelings; she had tried to }

warn them of Etzel's igtentions yet she cannot forget that

they murdered her husband. When the three arrive, Etzel has

knefrod, his servant, welcome "Gunther und Hagen, die Briider, /
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und Volker, den freudigen Spielmann!" (p, 21), ‘but refuses.
them food or drink. Hagen and Gunther lie down to sleep, ™\
while Volker watches alone. Gudrun enters during Volker's.
song, to tell Volker that he must die with her brothers.

'Volker endenvors to enlist her help agalnstﬁEtzel, pointing

out that they came in good faith, and that ‘they are bound
together by blood.relatlonshlp, which is "Mehr als Ehe und
jeder Vertfag" (p. 28). When Gudrun agks why they came in
splte of her warnlng, Volker replles that ordinary men might
have found an excuse to remain at home’ but kings may not
avoid danger no matter how great.’ Hls final plea is to
Gudrun's common sense: he points out that their death will
not bring relief from her sorrow, but only increase it, as
then she will truly be alone in the’ world. Sayingz "Wie
klug sind die Bhrider, auf diese Fahrt / dich, Volker, mit
sich zu riehmen!" (p. 29), Gudrun is ready to guide hexj broth-
ers to safety, for he has shown her the value of "Sippe und
Freun@schaft " But at this poxnt Etzel enters, demanding
Siegfried's hoard and atonemeht for the life of his man,
Wingi, whom Hagen had slain en route. —
Volker's music, but even more than his music the reason-
ableness of his arguments, almost rescued Hagen and Gunther,
and would have, had the Atli -of the Edda truly become the
Etzel of the N1. Sdhdttler's Volker can plead the cause of
the Nibelungen in'wordg which would seem cowardly in the
mouth of Gunther or Hagen. He thus stands between the two
centers of power, with a mobility which allows him to ap-
proach each with more freedom than they have towards each
other, snd to interpret these centers vf power to each:
other. He has no- relationship to Etzel, who is the non-Ger-
manic‘element, and with whom he can therefore make no con-
tact.,

Carl Heinz Weber's Der Nibelunge Not,alo.is_albo in-

tended for amateur performance. Kriemhild has been Etzel's

4
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" wife ﬁseig etlich Jahren" (p. 9), but Gunther still has

threatening/ﬁfemonitions. Hagen, too, believes $hat Kriem-
hild is plotting revenge, but Volker voi Alzey'accuses him
of painting too dlack a picture. After all, she is living
in splendor in Hunnenland, and "Der,Weiber Sinn ist solchen
Dlngen Teicht gefdllig." Volker belleves that her revenge

is "langst vergessen," will hear notﬁlng of bad dreams, and
wishes to go hunting. Just then, Gieselher and Gernot enter
with Werbel, bringing Etzel's invitation (pp. 9-10).

In the second "Bjld," the Nibelungen are camped on the
Danube. Volker reports to Hagen that the "Knechte" are com-
plaining because Hagen has destroyed the ferry (p. 13).
Hagen ignores this, saying that they have no business judging
#heir lords' actions. Later in the scene, after Gunther has

romised to defend Hagen, should Kriemhild be planning revenge,
golker also promises to stand by his "Freund aus frohen Tagen"
a@d sings /Mis song of the value of fame after death. Every-
thin§' family,gpossessions even the body will perish, but
the fhma of one's deeﬁb assures one immortality (p. 16).
The song is taken from the Edda in Felix Genzmer's trans-
lation; 31; in his introduction, Genzmer refers to these
lines as being especially appropriate to a monument "fir
unsere Toten des Weltkrieges." w312

Volker leads the procession into Hunnenland and plays
the "Volkermotiv" (included in the music supplement) during
the night watch (p. 19). During the banquet scene in the
fifth "Bild," in answer to Etzel's request that the Bur-
gundians take Ortlieb back to Worms, Gunther states that
“"Der Fiedler Volker soll sein Meister sein" (p. 22). Volker
has no more lines; shortly before his captyre by Dietrich,
Hagen reports Volker's death to Gunther (p 25). His role
in this playlet is to provide the musical element, and some
inspirational verse, with a heroic theme, as well as an
example of loyalty to the lesder -after having overcome his
initial doubts,
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Fritz Wichmanh based Mis Nibelungen;g_g?IB on the entire
R
N1; he admires Siegfried, b:;i?/kﬁs that his death is

due to his own faults. Kriemphildfs curiosity and arrogance

cause his death, after which she becomes a vengeful fury.
Hagen is a positive character, and Volker is his faithful
friend. The Senna begins while the two Queens are sitting
under a linden tree in the background, while Volker sings:

a song about the Teutonic fist knocking on the door of wqfld
history. The Germanic peoples are bringing a new day, accom-
panied by storm and warfare, and all of Rome's cohorts will
_ be powerléSs to protect the o0ld order from the onrush of the
new one (p. 42). At the end of the song, the women are in
the middle of their quarrel, which follows its familiar
course. .

During the night watch, Hagen asks Volker what he be-
lieves eo be the "HSchste . . . auf der Welt?" Volker an-
swers honor, but Hagen points out that it is manly courage A
which brings us homor, to which Volker adds: "Und auch’die
Treue!" This leads Hagen to reflect on his own loyalty: he
had, after all, been Siegfried's "Blutsfreund," but his loy-
alty to Brunhild had to take precedence. He asks Jolker
pointblank: "Zerbrach da meine Ehre?" to which Volker answers,
rather evasively: "Nicht Zweifel kdnnen Jjetzt helfen, nur
Festigkeit!" and when Hagen is not satisfied with this, he
adds: "Nur treu sein gegen sich selbst!" Hagen affirms that
he has indeed been firm, and true to himself, yet "es bleibt
noch ein Rest, und der ist bitter!" Then Volker takes up his
fiddle and sings: every man has been placed in the world to
be the author of his own fate. God has placed into his hand
"Die eimsenharte Wehre!" and into his heart loyalty, manly
courage, and honor. Therefore, since Hagen has shaped his
destiny keeping these values uppermost, he has not violated
his honor. Volker regretted the killing of Siegfried, and
in the Odenwald he even asked: "Hagen, muB es sein?" (p." 66),
yet now, when Hagen asks him for a verdict, Volker seems to
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hedge; saying that if Hagen believed it was right, then it
was Tight by Hagen's standardsg, a neat bit of circular rea-
soning. Hagen has indeed been true to himself, but that was
not what he had asked Volker. i

The minstrel sings for the third time after the great
fire: it is a reaction to Hagen's suggegtion that if they
are thirsty, they maj drink the blood of the slain. This
time, all of the Burgundiang join in Volker's song, which
compares their god Tor tq,ﬁz;2¥ "Ohne Zaudern, ohne Zagen /
Steht er wie ein Fels im Meer!' . 110) like Tor with his
hapmer, with thunder and lightni raging around him. Volker
is not much help when it co%igféo questions of ethics, but
his admiration of Hagen's courage and physical prowess knows
no bounds, for Hagen is the sort of man whose Teutonic fist
will help to topple the Roman Empire. As long as he remains
true to himself, whatever he does is justified and he can
be sure 6f the poet's allegiance. -7\

=

Viktor Winkler von Hermaden's Markgraf Rudlge;3%4
one-act play for amateurs, deals with the problem of Whether
Riidiger is a "Hunnenknecht," as Hagen calls him, or a "deut-
scher Recke," as Volker would have it. In scene two, while
Ridiger is in Worms suing for Kriemhild's hand on Etzel's

behalf, Volker reproaches Hagen for avoiding their distin-
guished guest. Hagen answers that he is not needed, since
Gunther is entertaining the strangers with banquets and
resounding speeches, while Gernot is Jousting with the
"Hunnenknechten," It develops that Hagen uses such strong
language to describe Riidiger, because he has no respect for
a "Recken . . . / Der Feinden sich dingt," even though he ‘
may have a great reputation among the masses. 1t is easy,
says Hagen, for minstrels to praise-someone who lives as
far away as Riidiger does, gor the pedple have no way of
testing the truth of his reports. At this point, Riidiger
enters. Volker greets him warmly but Hagen does notKSpeak

N\
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to him., Riidiger tells Volker that Kriemhild has refused to
see him, which VolKker explains by saying that Kriemhild has
not gotten over the misery "Das Siegfrieds Sterben / Der
Armen schuf," Volker seems to sympathize with Kriemhild,
calling her "die Arme," but obviously does not .wish to an-
tagonize Hagen, and thus uses the word "Sterben" in referring
to Siegfried's death (pp. 14-16).

Upon hearing from Kriemhild's maid that she has refused
a second request for an sudience, Riidiger asks to see her,
not as Etzel's messenger, but as a German margrave. After
the maid has left, ﬁagen addresses Rudiger for the first
time: "Nicht mehrt dic Ehre / Dem deutschen Markgraf / Der
Hunnendienst!" to which Rudiger answers that his cooperation
with Etzel keeps the Huns in check, so that they will not
burn and pillage the ‘interior of Germany. Hagen counters that
only "weichlicher Wille" could bow to foreign domination,
and that s Burgundian would never bear the foreigner's yoke,
to which Riidiger replies that "Wer Grenzwaclt h&élt" must
bear the heaviest yoke of all, separation from his own na-
tion, and that fate has placed this burden upon the "Ostmark-
deutschen." He must teach civilization to the uncouth- for-
eigners while loyally serving their lords, but thus he in-
creases the glory of his own people and preserves the land
of his fathers from rapine (pp. 18-20).

Volker & s Ridiger that he enjoys the respect of
the Burgundians, wlo know the valor of his deeds in distant
lends. Hagen, however, insists that no one can learn true
heroism in the service of another, and suggests that he send
the flower of his youth to Burgundy, "DaB minnlicher Mut /
. « . / Die Herzen harte." Riidiger points to the strength

-of his warriors as demonstrated in today's tournsment and

Volker confirms that all of them were as "kiihn" as Riidiger
himself, but Hagen is not impressed, for anyone can appear
strong and brave while Jousting with friends. Hagen believes

that "rheinische Recken" would be needed to subdue the peoples

¢
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of the  East, and Riidiger would -welcome some Rhenish soldiers
"Als Helfer der Ostmark," %gplying that th¥se heroes need

to learn what it means to be "Auf sich nur gestellt! without
the companionship of their fellow Germans (pp. 21-22). ,

When Krieﬁhild's maid enters with the news that her
lady will receive Riidiger, he departs, leaving Hagen and
Volker alone. Volker rejoices at Kriemhild's change of heart,
believing that "Zum Guten sich wendet / Der Konigin Sinn,"
but Hagen is mo keptical, believing that Kriemhild will
try to engage Etzel's servant, as he persists in‘galling'
Ridiger, to avenge Siegfried. Hagen has already warned the
Kings "Vor Ridigers Tiicke," now Gunther must be on his guard.
Volker, however, insists that Hagen's ﬁostilitynand mis-
trustfulness see only malice evérywhere; Hagen merely answers:
"Seid kliiger als Hagen! / Ich schiarfe das Schwert (pp. 23-24).
In Bechlaren (scene five), we see Rudiger at work,

teaching and disciplining the foreign peoples on the border.
As the Burgundiéns are departing, Gunther praises him for
performing a difficult task so well, and for his hospitality.
Volker confirms this, saying that he has never heard such
_sweet music, Or song so "herzerhebend, / So andachtsvoll,"

as inRydiger's castle. When Riidiger is called away suddenly
he ask%qaﬁEQSer and Gernot to accompany him, leaving Hagen
and Volker alone. Volker expresses once again his admiration
for Riidiger: "Den Recken mir weise, / Der Riidiger gleicht:"
saying that if he had not beer born in Worms on the Rhine,
he would want to live here, helping the margrave "Im Wehren
und Wirken." Hagen still does not trust Ridiger, however, for
in the "Ostmarkland". the heart rules, not th

is too easygoing, "Nur tédndelndes Spiel ring

sword, and life

." Riidiger is
even now enmeshing the Burgundians in his clev schemes,

claims Hagen, pointing to "Giselher dort! / Ihn ki Diet-
linde," at which Volker is shocked, for Hagen's "Miftrsa
schont / Das Heiligste nicht," and the two exit, leaving the

lovers alone (pp. 38-43). e
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Rudiger v1nd1cates hlmself needless to say, and ih

*

the end Hagen too must recognize ip him the true erman hero.

. In Volker's speeches, however, we see that the minstrel -

likes Riidiger and believes in him, but does not successfully -
refute any of Hagen's charges. Indeed these charges seen,
upon first inspection, to be so well-founded that even Gott-
fried Weber315 could see Riidiger much as Hagen does. Volker
trusts Riidiger, and‘ln this he spesks for the author and for
the average German of the twenties and thirties 'who trusted
and liked the Austrians. Hagen, Volker's friend, speaks for
those in power in the Reich who believed that the Austrians
were unrelieble, having been corrupted by contact yith non-Ger—.
man cultures and races. Volker cannot effectively refute

Hagen, only Riidiger can do that, by his deeds, not by words. .
Having him do so, and thus proving the reliagbility of Austria,
may very likely be a welcome to fellow Germans to the South
after the "AnschlufB," i.e. the union of Germany and Austria

in 1938. - |

316

Hans Baumann's Riidiger von Bechelaren shows the o

Fibelungen returning after a thousand years to the scenes

of their triumphs and tragedy, Bechelaren and Gran. Volker
is a central figure in this drama, conveying much of its
message through his songs. After Riudiger greets the Kingé,
Volker is the first to speak, affirming that he has brought
his "singend Schwert," "dem neuen Strom zu lauschen." He
salutes the land which welcomes them, like a new day dawning,
banishing the fears of the night, while.its mountains and
streams bring Jjoy to their hearts. Then, ascending to a
pighér place on stage, He sings to the strebhms which flow
éhrough meadows, bridges and cities, summoning the Nibe-
lungen. Interrupting his own song, he changes to a minor )
key, and, together with the Nibelunggen, sings of his and :
their heroic defiance of fear and death. The best of themn
may fall, yet they will not tremble’before shadows, for




whoever+falls and dies.will guide the stars in their paths.
Combat an®peyil will bless their brows when they encounter
fleeting time ug?n a different star: for now, having died a
1:housand,deaﬁch&s the Nibelungen belong to life (pp. 19-22).
For Glselher s engagement Volker has %omposed a sohg com-
paring the two lovers to the Rhine and‘the Danube, which
rise from the same mountain, yeﬁ g0 their separate ways,
singing the same song 1nto\the nlght. The two rivers know
nothing of each other, until jfthe daycasts a silvery bridge
from the Rhine to the Danube, uniting them so that "ein
Leuchten wandert ins Land" (pp. 25-26). The union of Gisel-
her with Riidiger's daughter seems to_ stand, for the "AnschluR"
after the long night of Austria's separation from Germany.
Kriemhild enters, welcoming the Nibelungen to her new
realm, Volker greets her with: "Uns ist der Rhein entfremdet,

' seit du trauerst, / im Odenwald entspringt kein neuer Quell"

(p. 31). Vhen they depart for Gran, the Nibelungen strikq

up the last chorus of Volker's "Nibelungenmgrsch," proclaiming
opce again that they now belong to life (p. %6). As the

march music fades, "ungeziligelte Rhythmen, dig sich langsam

zu einem rremdartlgen Tanz flnden" take its Place. The Huns

in fear, but Volker offers to play for them,
"Klnderlled " "Schnupper ins Feuerchen, / bre
Bart nicht an, / stlnkender Ziegenbock, / spripg libern
Rauch!" thus meking the Huns ‘dance to his tune/, until Hagen
eminds Volker
might have a dance
rs: "Ihr sing ich

dir den

éppears and scatters the "Satanspack." H
of the danger they .are in, that KMemhi
of her own in mind, to which Volker answ
noch ein Lied, daB sie erstarrt," and remarks that Kriemhild
has accepted her new environment quite readily (pp. 37-39).

Volker's last song is a variation of his first song in
Bechelaren: day is nov ending, shadows of night close in as

- the poet salutes htB‘land“once -more;—so that—the—threateninf
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‘ shadows may not fall, before their swqrds have driven tﬁem
away. Then, ascending the steps again, he sings four stanzas A
- apostrophizing the land, its mountains, its forests, i@s '
lekes, finally repeating the stanza to the rivers which he
had sung i¥n Bechelrren, only ﬁhat’now these rivers "stlirmen
ing Meer\/ und rufen, rufen die Hé;zen ins Feld!" (pp. 45-46Y.
When Kriemhild appears and demands that Riidiger fight
Hagen, since no Hun dares to attack the German hero, Ridiger
refuses, as he is a German as well, and as the Huns and
Kriemhild stand helplessly by, Volker leads the Nibelungen *
triumphantly through their midst to safety (p. 56). Bau- )
mann's Riidiger von Bechelaren is a classic example of the
"Blut und Boden" style popular in the Third Reich: Riidiger,
with his re-entry into the Germen racial community provides
the "Blut" element, while Volker personifies the "Boden,"
the unique bond between the German people and the German
sotl. At one point, Giselher says to Volker: "mit dir will
ich durch Deutschland reiten" (p. 46), while Volker reveals
to him the manifold wonders of the good German earth, teach-

ing the youth of Germany to value its roots, which can only

be found in the "Land." His song for Giselher's and Gotlinde's
betrothal celebrates the reunion of Germany and Austria; his
Nibelungen march proclaims the rebirth of the spirit of the
Nibelungen coupled with the confidence that they are now

A

-

invincible.

In Heinrich Rogge's Brunhild,ﬂ‘7 Volker and Hagen know
that Siegfried had loved Brunhild before he saw Xriemhild,
.,// but they disagree on whether he deliberately betrayed his

first love. Hagen believes it was deliberate, but Volker
claims that Kriemhild's charms, tegether with a blow to the
head which Hagen gave him during a tournament, caused him
to forget Brunhild. Volker insists: "Treue und Liebe sind
eins. Siegfried, der helle und klare, und solche Liige," but ‘

|
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points out that the Burgundians are also guilty of duplicity,
for Hagen had devised the scheme of having Siegffied win
Brunhild for Gunther. Also, since Gunther, Siegfried, Hagen,
and Volker are blood brothers, loyalty obliged Siegfried to
assist Gunther: "Aus Treue ward er zum Betriiger.® Ha
maintains that whoever could be disloyal to Brunhild knows:
no loyalty; he: cannot believe that Siegfried h%p forgotten
her, as he remembers everything else. Then Volker discourses
on the difference between Hagen and Siegfried: the latter is
"heiter, unbeschwert und tatenfroh, . . . das Leben trinkend
wie den schonsten Wein," while Hagen is "schwer und finster,
schicksalverbunden mit der Normen Wissen, kraftgefesselt."
The "Sanger" understands them both, yet is powerless to unite
them. Hagen retorts that Volker ought to see that the only
bridge from Hagen to Siegfried is death. To this, Volker
exclaims: "Hagen, was w%llst du tun?" Hagen answers: "Nichts
will ich, aber ich weiB es." He sees Siegfried's murder as
inevitable, put to Volker it is "Verrat," for they are blood
brothers. THZ bridge, insists Volker, must lead to life, not
death. Does Hagen know what comes after death? '"Das Nichts,
das groBe Nichts" is Hagen's answer. Volker agrees, and points
out that we all came from this nothingness, will return to
it, and fight for it., He s=es life as an aspect of death,
the great nothingness, and even in Hagen he sees life, "Ich
war sonst nicht dein Freund." Therefbre the bridge between
Hagen and Siegfried must exist, though Hagen continues to
deny it (pp. 75-77). When it becomes clear that Si;gfried
will help subdue Brunhild again, Volker can only comment
"Aus Treue untreu!" (p. 80). J

~ Hagen and Volker witness the Senna, in which Kriemhild
ellerges as malicious and cowardly. Hagen asks: "Nun, Sianger
edlen Menschentums, ist das Verrat oder nicht?" to which
Volker's answer: "Schindlich!" (p. 89) sums up his attitude.
Still Volker tries to defend Siegfried from Hagen's and
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merely found Brunhild's belt, she would have been able to
put two and two together, but Hagen objects that Siegfried
should have beep more careful for "Geschwdtzt oder nicht,
es bleibt Verrat." Volker opposes the murder because they
were all acco?piices in deceiving Brunhild and demanded an
"unedle Tat" of Siegfried. However, when Hagen points out
that Siegfried could have réfused} Volker, too, admits:
"Furchtbar bist du, Hagen, doch weifl auch ich hier keine
andre Siihne, -- als den Tod" (p. 91).

After the murder, Volker reports Siegfried's death to
Brunhild, saying that "Der grimme Hagen" has laid the body
before Kriemhild's door, He adds that during the hunt, while
Siegfried was wrestling with a bear, his memory returned,
and he remembered having promised himself to Brunhild.

Volker camnot deny that Siegfried committed ignoble deeds
while his memory was gone, for having made one false step,
"Die eine Liige zieht die andre nach," yet before his death

he atoned for everything. Siegfried's last words were: " 'Brun-
hild und Siegfried, sie sind eins. Kriemhild~-der halben
Seele halber Traum, gefesselt von der Enge des eigenen Hirns.
Nur eine Pflicht gibt's fiir den Helden: Wahrhaftigkeit, damit
die Wshrheit siege und mit ihr das Leben!'" Brunhild responds:
"Freund Volker--!" and the minstrel departs reverently

(pp. 97-99).

Volker's attitude that Siegfried should not be punished
for betraying Brunhild, since he has lost his memory and is
not responsible for his actions, turns out to be correct.
Hagen is able, however, to demonstrate that Siegfried must
be killed, because he could and should have refused to subdue
Brunhild, as this action was unworthy of a hero. Volker,
having agreed to this, presents this version to Brunhild,
even though he had tried to warn Siegfried as Hagen was
hurling the spear. Rogge's Volker appears to vacillate between
his inclination to excuse Siegfried and his realization that
it was necessary that Hagen kill him. Standing between the

~
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two, and comprehending them both, it is impossible for Volker
to commit himself to either Hagen or Siegfried.

Max Mell's Der Nibelunge Not318 was begun during the
Third Reich an&’éompleted during the postwar era. The manu-
script of Part- I, under the title "Die Nibelungen" is dated
1943%; it was performed in Vienna on 23 Januaxry 1944.519 The
completed work was published in 1951, but we discuss it
here, as ifs conception surely belongs to the end of the
Third Reich, and may stand for the contribution of the in-
ner emigration to the pobular reception of the N1. Volker
von Alzey is a minstrel, the friend not of Hagen but of
Alberich, who enJjoys his music, and who has been guarding \
Siegfried's hoard while he and Kriemhild were away from
Worms. Volker announces their return in the form of a riddle:
"Gott ist er keiner, noch gdttlichen Leibes. / Besser als
menschlichen Leibes doch ist er. / Eisen schneidet eher den
Nebel als seine Haut" (p. 11).

Gunther is* glad to see them and praises Siegfried for
his strength and wealth, but Volker praises-Burgundy, which
has "Aller Frauen Preis" as its Queen; he has composed a song
of how Gunther won her, risking his life after the custom of

her strange land, and wishes to sing it for the guests (p. 13).

Volker has never studied music, "Er hat es aus sich" yet his
song of the Saxon war made everyone at court laugh, for "uns
schien nichts davon wahr / Und doch, als war' es uns alles
bekannt." Vélker answers that the world forgets, but "Das
Lied ist treu." Gunther, however, believes it would be better
if Volker did not sing his song today. Therefore Volker doeg
not enter the hall with the others, for, "Soll ich nicht
singen, will ich auch nicht trinken," whereupon Hagen points
to Alberich, who is, standing by, and suggests that Volker
sing for him. With Siegfried in Worms, however, Volker no
longer wishes to entertain Alberich, for "Ich singe nur
denen, die ich rijhmen kann, / Die stark sind und herrlich

- - - —




kémpfen und siegen!" (p 21),
Outside the banquet hall, Alberich explains to Volker
that gold is "Dem kleinen Volk" what the sun is to human

beings: it awakens the life force in them, makes them flourish,

and therefore "Unser Scheitel steht immer danach!" Their
nature is to hold on to it, and constantly to dig for more.
Whoever has” the sun need not to do this, but Alberich believes
that the lot of the dwarfs is better: "Das Leben sei FleiB,"
to which Volker answers: "Mir wieder ist es genehm, wie wir
es haben.," Man, counters Alberich, rules the earth, but hard
times are cdming for human beings; Volker questions how
Alberich can know th&s, and further: "Wie alt bist du? Weif3t
du's nicht?" Alberlch knows his age, but the dwarfs do not
count Dby years, rather by forests and mountains., Men, answers
Volker, have only a short time on earth, but he does not envy
the dwarfs their long life, for men have an immortal soul.
Alberich then asks where this soul begins, and why do men
act as though théey had none. Volker says'he would punish
Alberich for saying this, if he did not secretly take pleasure
in doing sg. The soul "entfaltet sich," but this is something
Alberich cannot understand (pp. 22-23).

Alverich lives in space and draws his sustenance from
the earth, gold is his sun, and his life is, work. Volker
lives in time and draws his sustenance from the sun in
heaven. His time oA Alberich's earth is short, but his -soul
is ‘immortal, and will dwell in regions which Alberich cannot
comprehend. Man, however, can realize his mission only grad-
ually, and often behaves as though he had no soul., The real-
ization of man's destiny must be achieved through disciplining
his baser instincts, and thus Volker may not punish Alberich,

because he would do it-for his own pleasure, not for Alberich's

instruction, since Alberich cannot know what Volker knows.
Man, while he is on earth, partakes of Alberich's nature,
but he must transcend it, as Volker does, when he promises
to play'"Eln Narrenlled'“ for Alberich before the dwarf

»
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leaves Worms,

After the Senna, Dankwart end Volker wonder what the
King will do about the evil rumors which will spread. As
Volker points out to Gunther, the ordinary man believes what
he sees with his own eyes; Volker wants to know what he
should tell the people, but Gunther refuses to add anfthing
to Siegfried's oath (p. 55). Before the hunt, Volker believes
that "krumme Dinge" are going on, but Hagen tells him to mind
his own business. "Du hast hier keine Stimme, kleiner Mann"
advising him to guard his tongue, for "Es ist Geduld genug,
wenn wir bisweilen / Hinhéren, wie du zirpst and klingelst!"
Volker rejoins that where his voice is heard, "Wolbt sie sich
einen heiligen Raum / Zum Wiederklingen. Wo der nicht wird, /“’»:1
Die Ode meid' ich." Volker does mot fear for Siegfried, for
no one can betray him, adg whoever attempts to, will be
trampled into the dust. Volker exits, while Hagen, looking
after him, sneers: "Was erkilhnt sich so einer? Nun, wir sind
ihn los" (pp. 82-83). '

Hagen's contempt for Volker seems to be based on Volker's
musicianship: there was a note of disdains in Hagen's sugges-
tion that Volker play for Alberich, since\ the King did not
wish to hear his song, and now Hagen rejec%s the ‘minstrel's
objéctions to his plans on the grounds that

e has no voice
here. Volker has lost, for the first time, al} contact with
the power structure, which rejects him and his music. The
fault, however, is in the power structure, not in Volker,
for the minstrel maintains his higher vision of humanity,
as seen in the dialogue with Alberich. Volker has become the
voice of Burgundy's conscience, but he must avoid that des~

. ert where the voice of conscience is ignored.

After the murder, Volker leaves Worms. Even if they
accorded him more honor than has thus far been the case, he
could not stay, for while he will not sit in judgment, still
he can live only "mit freier Brust." Volker wants to live
in a place, where the creature can, through his existence,

T S
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praise his creator. Such a man was Siegfried, and Volker
touches the dead hero's forehead, looks kindly at Dankwart,
and departs. The poet-prophet is not honored in Worms, but
even if he were, he could not stay. Even if they listened
to his voice, they would not make of Worms a place where one
is free, for they have killed Siegfried, and thus shown that
they will not let Worms be a place for men like him, who
glorify God through their lives. Evil rules in Burgundy, and
the poet, recognizing this, must go away (pp. 95-96).

In Part II, Hagen and the Nibelungen are no longer the
hunters, they have become the hunted instead., After their
arrival in Etzel's castle, Hagen asks the Burgundians how
they had enjoyed the "Weg vom Strom herauf?" After a short
pause, Volker answers that there is "reichlich viel Volk
umher," to which Dankwart adds that they seemed to be armed.,.
Volker remembers having seen looks on their faces as though
they were trying, unsuccessfully, to conceal mockery or
threats. Hagen explains them as being "die Kriegsleute, die
aufgeboten sind / Oder solche, die's verhehlen, daB sie's
sind!" (pp. 125-26). The other Burgundians, however, do not
wish to believe that they are in a trap and even Volker is
confident that Dietrich, whose "Herrschaft erfiillt das Land!"
will be able to keep peace for them. Nevertheless, when Hagen
prepares to stand watch while the others sleep, Volker's
reaction is: "Und magst du mich, ich wache mit dir" (pp. 130-31),

The "kleine Mann" of Part I has bqcgme Hagen's "Will-
kommener Gesell!" in Part II. He welcofmes Volker, who has
also recognized the Huns' intentions, and who, in Hagen's
eyes, ggy/returned to the Burgundians. Haéén's only comment
on Volk&T's return is: "Da kemst du mit. Das ist gut" (p. 131),
two short sentences expressing his acteptance of Volker as
his companion. The latter, however, is still not the Volker
of the popular N1 reception, for, as he tells his friend:

Hagen Tronje, alle sagen von mir,.
Und mich langweilt es, daB sie es saéen:

/
/

/
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‘ Er fuhrt das Schwert wie den Fiedelbogen.

Gelt, du weiBt, ich filhre das Schwert nicht gut. (p. lst)
Hagen snswers that up to now he has managed, but Volker in-
sists that if he could not fiddle any better than he fights,
"0 weh!" As Volker gets older, it begins to seem that man's
deys are like grass which is mowed” down, and "Ein Ritsel
istxder Tag. / Einen Lichtschein von ihm aber behilt das
Lied / Und manchmal ist es, als loste der die Frage." Hagen
falls asleep, and now the minstrel has one more task, to =
51ng a lullaby for Hagen: H

Schatten ist all unser Tun,

Ist, was wir begehrten und hatten.

Nacht, nimm uns auf in deinen ‘Scheatten!

LaB Schatten in Schatten ruh'n! (pp. 161-62)
Referring to the sleeping Hagen as "alter Knabe" Volker
exclaims that now, at least, he knows why Hagen threw their
ggpd chaplain into the water,\calling it a foolish test,
but adding that when Hagen gets the urge to do something,
nothing can stop him, The horn call signaling the new day
awakens him; Volker leaves his "Freund" and goes to Jjoin
Dankwart and the men.

Now that betraysl threatens Hagen, Volker stands by
him, not because of common réce or common nationality, but
because of their common humanity. Volker and Hagen are both
reduced to human dimensions: Volker is not an invincible
Sworasman, and Hagen falls asleeb during the night watch.

-~
%7

Volker never alludes to Siegfried's murder, and sees Hagen
»  only as a fellow mortal, whose strivings and accomplishments
will all pass into_the shadows, even as they themselves, and
whose lives aré ﬁ§;;éries which only song can begin to pene-
trate. Hagen's humanity is underlined by the manner of his
awakening: he springs to his feet as any guard would do
when he realizes that he has dozed off; his "O Schmach!"
Q‘ ‘shows his embarrassment, yet he is relleved/ to know that he
- —~~"has "einen Gesellen" like Volker, who will watch even while
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his comrade sleeps, and not expese him to the rest of the
company (p. 162). Hagen has become human through suffering.

His soul has developed as Volker told Alberich, and the min- .
'strel has become his friend. Volker is singing a song to

Ortlieb when Dankwart bursts into the hall covered with blood
(p..169); later, a Hun throws his fiddle out of the guest

house, signifying Volkér's death. The poet has stood by those

in power, not as a hero, but as a human being; Mell has given

us the first postwar Volker, born of the German catastrophe.

2. The novels

Schreyvogl Buhl Buhl \
Stresau

Friedrich Schreyvogl retells N1-II in.Heerfahrt nach
Osten,520 written in 19%8; the same book, printed from the
same plates, was published in Berlin in 1941, under the L
title Die Nibelungen. Volker is Hagen's companion, the ’

poet-minstrel to whom Hagen confides his innermost thoughts,

as only Volker can comprehend them. Volker lives at cburt

(p. 12), and when Riidiger arrives (p. 18) to sue for Kriem-

hilde's hand on behalf of Etzel, Volker is there to greet

him., He and Dankwart preside at two of the tables during the

feast in Ridiger's honor, but unlike Gunther, who has a

weakness for wine, or Ortwin, whom Volker finally has to

carry from the hall, Volker and Dankwart are moderate in

their enjoyment of food and drink. Usually, ,after his lords

have quenched their first thirst, Volker recites poetry to

them, songs about the gods and heroes, which, he has learned

on his travels in northern lands, but tonight the Huns -are

raising such a din that no one pays any attention to him,

and even Gunther is too engrossed in his wine and stories

(pp. 34-41). )
Hagen is not well-liked at court, on account of his |
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overriding sense of duty, which drives him to work when the
others wish to relax. On one occasion, when his tactless-
ness has caused even Giselher to remark: "'Ich staune nicht
mehr, daB dich so wenige lieben'" (p. 107), Hagen is si%ting
alone in the great hall., Rumolt avoids him, but when Volker
comes in, Hagen looks up and beckons to him. Poets, thinks
Rumolt, have strange tastes in friends. Hagen asks Volker
for the saga of Harald Gudrunson: how Odin took on his shape
and in one night slew an afmy which was besieging his town
while the King appeared {o. be sleeping. "'So mdchte ich kimp-
fen,'" he tells Volker,/"'mit dem zweiten Leib, der als Erb-
schaft der GStter in uns lebt. Fir alle mdchte ich die Schlacht
schlagen'" (p. 108). But Hagen reflects further: the enemy
hated Harald, becsuse he slew so many of their men, and the
townspeople probably were afraid of him, because of the myg—
tery about his person. No one, thinks Hagen, loved him.

When the Burgundians set out for Etzel's castle, Volker
rides just behind the three XKings and Hagen (p. 158). In
Bechlaren, only the Kings are kissed by Ridiger's ladies;
Hagen, Volker, and Ortwin must be content with a bumper of
wine. After the feast, Hagen asks Volker to accompany him on
a walk down to the Danube, where he kneels and stares into
the water so long, that Volker has to ask him what he is up
to. Without looking up, he answers: "'Der FluB ist fliichtig,
nur unser Bild in ihm bleibt. Schau suf uns. Wir fliefen
nicht!'" (p. 217). As day breaks, Hagen rises: he compares
the Burgundisn army to a river, which as it flows constantly
changes its character. The course of a river is determined
by its bed, not by the water in it. Most of the earth's wa-
ter becomes springs and brooks, which disappear into greater
rivers, losing their identity, while only a few streams are
able to carve a bed into the earth, into which all others
must empty# these become the great rivers. So it is with
nations: some exist only to amplify others, while some be-
come great and powerful, like the great rivers.
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The Rhine is one such riverzwthe,Burgundians have en-
Joyed fishing in its waters, but Hagen has traveled to its
source, to see how it came to be. In the beginning, there
was no riverbed for it. The turbulent water made a path for
itself, and all the rest of the water followed in this path.
With men it is the same: some must force the path, these
are the bold and powerful; the rest follow in the path that
the bold have dug, becoming part of this bold nation and
obeying it. The Romans are one such nation, and the Bur-
gundians are another. They came from the sea and now are
living on the Rhine, surrounded by Huns and Romans. But the
Burgundians are not "'Wasser, das andere breiter macht, wir
sind selbst ein Strom! Das muBt du sinpgen, horst du, Volker,
daB es die Unseren nie mehr Vergessen!'" (p. 219, emphasis
mine). The Burgundians must realize that they are a river,
which must dig its own bed.

Volker tries to object: men are not water, and when
the Rhine forces its way through rocks and gravel, only water
is tossed about, Human beings are of flesh and blood, their
.case is different.

No, insists Hagen, with nations too, it is important
"'daB ein Weg fiir alle Zeiten geschaffen wird'" (p. 220).
The cost in blood and human life is unimportant. Volker
looks at the great man in wonderment. Now he realizes why
Hagen ufged Kriemhilde to marry Attila, and why he urged
the Burgundians to  make the journey to Attila's court. The
Burgundians are to sacrifice themselves by cutting a path
to the East for\others to follow. They will make the riverbed
in which the mighty waters of the German nation will flow.
This is what the poet must sing. Here in Bechlaren, just a
few miles from Schreyvogl's home, the Volker figure receives
for the first time an actual commission from Hagen: poetry
has been placed completely under the tutelage and in the
service of power. :

The journey continues. At the border of Attila[é terri-

~
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tory they meet Eckewart, who, much to Volker's annoyance

(p. 263), warns them of Kriemhilde's hostile intentions.

Eckewart advises them to turn back, for Attila has assem-
bled a mighty army, but Volker insists that he is merely

assembling his vassals in honor of the Burgundians. When

Eckewart asks why then the Burgundians are traveling with
such a great army, Volker replies that it was done on

Hagen's advice, so that the Huns may see at once who the
~ N

‘Burgundians are. h

Dankwart is furious at the idea that Hagen's opinions-:
should determine their every move, for he is convinced that
Hagen urged the journey out of personal spite against Kriem-
hilde (p. 264). Dankwart reminds the Burgundians of their
wives and children: their houses and farms (p. 265), and
that they were prepared to ride to a great festival, but
not to death. Dankwart's thoughts are of the preéent with
its comfort and prosperity, as he advises the Burgundians
to turn back whilé they are still able. ‘

To this, Volker answers that if they turn back now,
all &f the people at home will laugh at them, since. they
will be returning with empty pockets. This deflates Dankwarﬁ,
whose rhetoric had been inspired by resentment of Hagen. Ort-
win, however, has other ideas: they could demand tribute from
Rome as their priece for not harassing the Empire; or they
could form a coalition with Rome agalnst Attlla, or with \\

Attila against oﬁgtantlnople. \\

They only talk such nonsense because Hagen is not there,
cries Volker; were he present, they would creep_into their
holes like mice (p. 266). Now, it is Hunold's turn. He re-
minds the Burgundians that Rome's tribute to Alaric was Y
" 'Finftausend Tonnen Gold, dreiﬂiétausend Tonnen Silber,
viertausend seidene Gewinder, dreitausend purpurfarbene
T{icher und dreitausend Pfund Pfeffer'" (p. 267).

Volker is saddened by all of this. These men, normally
brave and sensible, are so easily swayed by trivial consid-
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erations, that they can even be'tempted'by peppar, which
they do not like: "Bs verdroB ihn, daB er’ je diZEe Welt
als groB und herrlich besungen hatte." Prosperity, power,
and riches, are the temptations $¥o which the Burgundians
are exposed; the reader is reminded of the biblical temp-
tations in the desert. Only Volker, Hagen's faithful pupil
and disciple, is strong enough to resist them withebut the
aid of Hagen himself.

Hagen and Volker téke their places for the night watch
(pp. 293-96) on a bench in front of the wooden hall. Volker
sings of a king's voyage in search of adventure and the un-
done deeds, which are sleeping in the world like a nut in
its shell. One need only crack the shell to get to the meat.
Now they are no longer on a ship.-Phey ride through an un-
known land, and at night they come to a strange castle,
vhere they are treacherously laid to rest. While the exhausted
heroes are sleeping, the enemy attacks them. The king calls
to Odin for help, and out of the body of each sleeping knight
steps an armed warrior. Together they repel the attackers.
In the morning, whén the weary men awake, they see the
corpses of their gnemies, killed by unseen hands. "'Es waren
Fremde, die sie gerettet hatten, und doch sie selbst!'" The
hopes, wishes, and the indoﬁitable wills of the heroes have

]

saved theqi?for "!'GroBes gedeiht nur dem Mann, der Grofes
getraumt, ,?ineg’ersiegt, was nicht erst die Sehnsucht
suchend ergann!'" (p. 296).

After‘Volker has ended his song, Hagen is silent; he
puts his arm around Volker's shoulder, so tightly, that the
minstrel can hardly breathe (p. 297). Nations, says Hagen,
begome great through their dreams. What people consciously
desire is often base ahd worthless, but in the hour ¢f tur-
moil their dreams take over and make them. greater than their
" adversaries. Volker interrupts: the Burgundian'aream,.which
Hagen has revealed to him, is great and glowing; whyAfhen
does Hagen’ never laugh? Volker's song, says Haéen, has al-
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ready given the reason: the sleep of the warrior's was death.
Just as a seed must die, in order that the plant may grow,

so men must die, that their dreams may be realized. "'Es war
nicht-0din, Vélker. Die Not des Todes war éb.'" Hagen has
interpreted Volker's song (p. 298).

As much of the great man as can be revealed to human
understanding has been revealed to Volker. The minstrel no
longer snalyzes his friend, he no longer justifies him, his
relationship has\developed into ong of awe and reverence,
and imperfect c;:Lrehension.‘Volker rises as Kriemhilde
approaches them at dawn, but he does not encoqﬁgge Hagen
to dg so, nor ‘does Hagen tell him to remain seated. Hagen
taunts”ﬁfiemhllde with Siegfried's sword, and forbids that
she go in to weke her brothers, for they must be well-rested
&t the banquet After she has departed, Volker agks why
Hagen" provokes her so, to which he answers: "'WeiBt du es
noch immer nicht, Volker? Weil ich es muB!'" (p. 300) .

Not until the end of his 1ife does Volker achieve ‘com-
plete understanding. As he is fighting in front of the hall,
surrounded by Goths, he catches sight of Werbel approaching.
The Goths, too, see Werbel and lower their swords, to see if
he brings news from Attlla. Volker takes advantage of this
chance and attacks the minstrel, who had brought the in-
vitationufrom Kriemiilde. The Goths cut Volker down from
behind, but before he dies he -hears a strange voice say
"1 Anadkee!'"a Greek word, which Volker understends to mean
"'Das Notwendige . . . Das-Gesetz'" (p. 396). Volker can
barely muster the strength to repeat the word: "'Anankee!'
fliisterte er. Das schmeckte erst bitter, aber wie er nun
hinsank, nahm es auch allen Durst und alle Schwere von ihm,
ganz leicht hatte es ihn gemacht. Mit ihm schwebte er in
das Nichts" (pp. 396-97). )

All of this was necessary, all requlred by "das Gesetz."
The law refers to the inner workings of the universe, which
required that the Burgundian nation sacrifice itself, in




order to cut a path for those who would .follow. Only Hagen
knew ‘this from the beginning, but only Volker could put it

into words. The minstrel's ingpiration must sometimes sup-
ply tﬁe words, but the great thoughts originate in the
depths of Hagen's soul, to be understood and expressed by
Volker.

In Krone der Frauen,521 Hetrbert Erich Buhl retells

N1 'I. While Siegfried is in Isenland, helping Gunther %o

win his bride, "Konigin Kriemhild" is entertained by "Volker
von Alzey, der herzliebe Spielmann, der den Burgunden mit
seinen Liedern Freude und Frohsinn brachte.'" Volker is a
musician, singer, and poet; his songs of love and of the
joys of nature gladden the hearts of everyone in Burgundy.
The passage which describes Volker also contains the follow-
ing reflection: the ordinary man, says Buhl, is "das Ant-
litz des Staates." If the peasant, the smith, and the

townsman are happy and prosperous, then all is well; and

if the poet and artist are at work, then "wohl ist dem Staat
und gesegnet ist seine Macht. Denn si?® ist eine Macht der
Welt nicht nur, sondern zugleich auch des Geistes Macht,
und $échtiger ist der Geist, mdchtiger der Wille, machtiger
die heroische Seele als alles Gekliingel der im Erddunkel
nistenden Alben." Certainly Buhl, a doctor of 1aws,322 did
not believe in fairies, so one can only speculate on what
he meant by the gang of elves nesting in the bowels of the
earth, but he tells us clearly enough that art and poetry
are symptoms of the well-being and of the power of the
state (pp. 114-15).

Brunhild's humiliation in the Senna, and her refusal
to be content with Siegfried's oath, throw Gunther into such
a fit of depression, that even Volker cannot bring him out
of it. Hagen reminds him of his and Volker's loyalty, but
that, too, does not help. Finally Volker speaks, telling
Gunther that the fates have woven a bloody destiny for

~
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Burgundy, and that Brunhild, "'ein heldisch Weib, wie keines
noch mein Auge Jje erschaute,'" cannot be ignored. Even though
Gunther has pronounced sentence, proclaiming himself satis-
fied with Siegfried’'s oath of innocence, still Brunhild de-
mands another judgment, and Gunther must grant it to her,
for she is the Queen (p. 272).

This is Hagen's cue to demand revenge for;Brunhild's
injured honor. Volker begins to suspect what Hagen is up

i\

to, and protests that Hagen's hatred of Siegfriled is obscur-
ing his sense of Justice. Siegfried did not wan} Kriemhild
to do what she did, and Kriemhild did not want "W was ihr die
Norne befahl.'" Hagen responds with: "'Schweige doch, Spiel-
mann, Gehe du zu deiner Fiedel und singe von Lenz und Liebe
und vom Wein! Ein stihlern Spiel, wie dieses, erfordert
stirkere Hinde als die deinen!'" Hagen must admit that this
reproach to Volker is unjustified, but insists that Gunther
will have to avenge Brunhild's disgrace. Volker, who sees
Brunhild coming, tells Hagen through clenched teeth: "'Die
Riicherin naht selbst, sie wird dich nicht brauchen'" (p. 274).
Volker discovers Siegfried's body, and his lamentations
awaken Kriemhild. Together they go to the body, which is
lylng at the foot of the stairs leading to the throne room.
Volker knows only that Siegfried is dead, not that he has .
been murdered, for at Kriemhild's lament that her husband
was "'Feig gemordet!'" (p. 328), Volker is genuinely taken
aback. He tries to calm her when Gunther approaches, aﬁd
when she accuses the Xing of being a murderer, reminds her
that he is still her brother. She rushes up the stairs to
confront him, but Volker, who arrives first, attempts to
depict her pitiable condition to Gunther and urges him:
"' rechte nicht mit ihr. Sie ist auBer sich'" (p. 329).
Gunther, however, pushes him aside "wie einen ldstigen
Knecﬂ%" and turns to Kriemhild. He has no time for Volker now;
if the power of the state depends on the happiness of its
poets, then Burgundy is in a sad state indeed.

L
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After Siegfried's burial, Brunhild decides to return to
Isenland, since Burgundy has become unbearable to her. As
she is leaving, Volker praises her decision to go back to
her own people, and calls her, in the words of the title,
the crown of women (p. 3%5). Volker is upset by Siegfried's
death, but his reaction is also interesting, for he does not
condemn Hagen for committing it nor Gunther for allowing it.
Rather he reminds Kriemhild that Gunther is her brother, as
though telling her that blodd is thicker than water. When
Volker praises Brunhild, he is expressing the author's sen-
timents, for Brunhild is the heroine of the novel. Hagen,
although Volker never calls him by the title, is "Kanzler
von Burgund," and Brunhild feels drawn more to him than to
the weak King. In his description of Volker, Buhl emphasizes
the importance of the "Dichter" to the "Macht" of the state,
thus preparing the reader for the emergence of Volker as
spokesman for Hagen's power politics.

Siegfried is the hero of Hermann Stresau's Erben des
Schwertes,325 which also retells N1 I. Before Siegfried
arrfves in Worms, Volker sings of his adventures (p. 125)
particularly with the Saxons, who refused him snd his twelve
heroes hospitality, and of the blood bath which Siegfried
brought about there. Volker knows many tales, and Giselher
especially loves to listen to them: about the battles fought
on the .ﬂ.l‘t:k'dnig;,aa"+ where ruined fortifications may still be
#feen and about the gods in the sky (pp. 129-20). Siegfried
arrives at Worms with some previous knowledge of its inhab-
itants: he recognizes Hagen by his one eye, Gunther by his
tall stature, and Volker by the "hochgewdlbten Augenbrauen
im scharfknochigen Gesicht" (p. 142). The ladies enter: be-
side Gunther walks Kriemhild, whom Volker calls "die Sonne
der Burgunden . . . und ihr Gliick auf Erden" (p. 151). She
is, thinks Dankwart, pleasant to look at, although Volker
has a way of being overwhelmed by feminine beauty. After
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dinner, Volker entertains them with his harp and song. He
sings of a hero who killed a dragon, but Siegfried, who
recognizes himself in Volker's song, also sees that the
minstrel is embellishing his adventures, making them seem
more wonderful than they really were. He tells Volker this,
but the minstrel laughs, gives Siegfried his hand, and says:
"'Dag weill ich, daB es anders war. Aber du bist so, wie ich
dich mir dachte. Besser noch bist du, als ich's mir dachte.
Besser noch bist du, als ich's mir trdumen lieB!'" (p. 160).
In the war with the Saxons, Volker accompanies the Burgundians
as standard-bearer (p. 182). Siegfried's reward for his
gssistance is Kriemhild's hand in marriage, and as a wedding
gift, he plans to give her the hoard of the Nibelungen. He,
Gunther, Volker, and Alberich Journey to Albenland (p. 191)

to fetch it, but before they set out, Siegfried mentions

his sister, Brunhild, as a suitable wife for Gunther (p. 193).
Gunther likes the suggestion, and since Brunhild lives in
Albenland, they can fetch her and the hoard together.

As they sail down the Rhine, Gunther listens to Volker's
songs; Volker had insisted on accompanying them, and Gunther
believes he knows the reason: Hagen sent him along as an
"Aufpasser," but Gunther does not mind. Volker is good com-
pany, he can "ihnen die Zeit verkiirzen mit seinen Liedern
und Geschichten, und vor Volkers seit langem bewidhrten
schlichten (sic) Treue wie vort seiner Klﬁgheit braucht er
nicht den Kénig hervorzukehren" (p. 197). Hagen seems to
have special confidence in Volker, for he trusts him to see
to it that Gunther does not get into any trouble. This is,
however, Stresau's only indication of such a relationship
between the two vassals. Gunther also has complete confidence
in Volker's loyalfy, as well as in his intelligence, for
Gunther, who likes to relax, does not have to play‘the King
in front of his minstrel; Volker will never take advantage
of the confidence which Gunther has placed in him.

During the voyage, Volker entertains the company with



tales of Etzel, the King of the Huns, and of Hagen, who

once lived at his court. He also tells how Walther escaped

with Hildegund and how they fought with Gunther and Hagen

until the latter "voraussah, daB/sie alle drei den Abend

in den Fichten des Wasgenwalds nicht liberleben wirden, und

er sei der letzte, der in einer solchen Lage um nichts pxxL,,’///”//Mw
wieder nichts sein Leben dreingidbe," and therefore proibsed

a truce with Walther. He sings too about Albenland and "Got-

tern, die in Wolkenburgen thronten und unerkannt durch die

Welt schweiften" (pp. 198-99). -

Siegfried, who has heard about the gods from an old
voman who was living in Brunhild's hut, asks where they are
now. Gunther answers that they de. not exist, but Volker
corrects him: "'Sie sind, . . . Einst’ gab es das Nichts—-

Erde war nicht noch Himmel, nicht das leuchtende Meer und

das Menschengeschlecht. Alles wurde geborei\égg dem einzigen,
was es gab, und das war das Licht. Und alles wird verschwinden
und vergehen, wieder im Licht, und so geht nichts aus der
Welt verloren. Was untergeht, kommt wieder; wir erkennen's

nur nicht, denn nichts kommt so wieder, wie es war . L
(pp. 200-01).

As Biegfried leads them to Brunhild's home, Volker
remarks that they have arrived at the end of the world and
believes that "'Zauberei,'" is at work. Gunther agrees that
they are in Siegfried's hand, for here "'diirfte es wohl kaum
einen Hahn geben, der nach uns krihte.'" Volker disapproves:
of such Jests, and shakes his head in respectful reproach.
The stories he has heard about Albenland make him anxious
for the séfety of his King, but having begun the journey,
he resolves to see it through and protect Gunther as best
he can. Moreover, Volker admires Siegfried, has confidence
in his good will and judgment (pp. 201-02).

Siegfried dies in Volker's arms (p. 268); when the
dying hero wishes he had never seen the Burgundians, Hagen
bends over him and asks whether that is truc of Kriemhild
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as well. "'Schuft!' zischte Volker zurick" (p. 269) beckoning
to Gunther to approach and hear Siegfried's last words. Atter
he has expired, Volker remains kneeling beside him, but his
. eyes are fixed on Hagen; in speechless rage and pain he shakes
his fist at him, but Hagen merely braces his foot against
Siegfried's shoulder and pulls out his spear. Later, Volker
is present at Siegfried}s bier, together with the rest of
the Burgundian court. Giselher asks where Volker was:wﬁen
Siegfried was killed tp. 286), as if the young King's friend
could have prevented the murder.

We have noted the cooperation between Hagen and Volker,
when it was a matter of loyalty to Gunther and to Burgundy;
_when, however, it comes to the question of Siegfried's mur-
«ﬁpr, Volker disassociates himself from Hagen. As a minstrel,
Volker transmits the traditions of his people through his
songs, and in his assertion that nothing is lost, but that
everything which perishes returns in altered form, we may
recognize the prophecy of Siegfried's eventual return in a
different guise.

Herbert Erich Buhl's Auf fremdenm Thron,525 the sequel
to his Brunhild novel, tells N1 II,-Volker has not been able
to sing sincg Siegfried's death (p. 155), but when Hagen is

placed in charge of the Burgundien army, he promises his
loyalty and obedience (p. 162). Volker is given the task of
assembling the army for a grand military review (p. 168).
As Hagen watches the army of Burgundy march by (p..186) he
turns to Volker, saying: "'Dies ist mein Burgund.'" Volker
does not answer; he smiles. And when he smiles,(the earth
begins to sing, for Volker's songs melt the snows of winter
and bring out the first flowers of springtime. Wherever
Volker goes, envy and discord disappear. His friends call
him Baldur's son, and Hagen, too, must think of Baldur as
.Volker's eyes meet his, and seek to penetrate into the depths
of his soul.
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Pinally Volker finds his voice: "'Dies ist dein Werk,
Kanzler!'" he says, and were he not Volker, he would want
to be Hagen. Hagen replies, that were he not Volker, he
would not have shown him all of this, and he would not have
spoken thus to him before this great assembly. Then Volker
bows so low, as if he were standing before one of his Kings.
Hagen has never honored anyone, as he is honoring Volker
now, snd Volker can only hope that the day will come, when
he will be able to thank Hagen, not with words, but with
iron deeds. . .

Wortlos legte Hagen seine Rechte in Volkers Hand.
Schweigend standen die Kdnige und schauten.
Schweigend starrten sie auf die beiden Manmer, in
denen sich Burgunds groBter Reichtum offenbarte: des
Relches grofiten Steatsmann und des Reiches grolten Sénger.
Des Reiches Geist und des Reiches Herz--sie standen
geeint im Sturme der Zeit,
Thus Volker finds his way to Hagen, the allisnce of the poet
with power is complete (p. 189).

Hagen reveals to Volker alone his innermost thoughts
and feelings: on the subject of the invitation, Hagen explains
to Volker that he remembers Kriemhild as "'einst Kdnigin von
Niederland'" and now Queen of "H and," and because he
remembers all of this, he does notjregard the proposed trip
as merely a happy reunion "'mit einer schénen, lange ent-
behrten Frau, deren Ahgésicht euch als die verlorene Sonne
Burgunds erscheint!'" In spite of his admiration of Hagen,
Volker cannot believe that Kriemhild means to harm the Bur-
gundians. Hagen attributes this to his sunny personality,
which produces the songs that charm all of Burgundy.'This is
the only point of difference between them, however, and it
does not histurb their unity of purpose nor their respect
for each other (p. 191).

Before the Burgundians depart for "Hunnland," Giselher
must test his prowess at arms, since he will be King of
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Burgundy after Hagen is dead. The xfung King chooses Volker
as his opponent. Volker is astonished, but, as Hagen tells
him, Giselher must prepare himself for the reception which
Kriemhild is planning for them. Volker objects once more to
this slander of Krlemhlld but Hagen answers that no matter
what the minstrel may thlnk thé chancellor must keep the
welfare of Burgundy in mind. Giselher bests Volker using a
cut he had learned from Hagen. The fiddler is so enraged
that he direc¢ts a blow at the fad‘s head which would surely
have been fatal, had Hagen not held Baltwng in the path of
Volker's sword. Once again, Volker must recognize the great-
ness of Hagen's vision, for Giselher alone of.the three
Kings of Burgundy is worthy to wear its crown. "'Er ist ein
Konig,'" affirms Volker, to which Hagen replies: "'Er ist

der Konig! . . . die Zukunft .urgunds!'" (pp. 268-72).

When the Burgundians set out (p. 331), Volker is the
standard-bearer, Before they reach the Danube, in the middle
of a dense forest, Hagen tells Volker to give the flag to
Dankwart (p. 33%6). and sing a song for the company. Volker
remembers a time ‘when he was not in armor, riding through
the lush countryside with armed warriors, "sondern eine an
seiner Seite ritt, die ihm lieb und teurer war denn alles
Gold und Edelgestein und selbst die Gunst seiner Kénige."
Volker sings a love song in three stanzas, using conventional
imagery and rhyme, which Buhl describes as "eine {ibermensch-
lich® Kraft des Gesanges, eine Innigkeit des Ausdrucks, wie
er sie kaum jemals erreicht hatte" (p. 337). The Burgundians
at any rate like it so well that they ask for. another, and
get one. This song is for Giselher alone, two stanzas of six
and eight lines respectively, about lovers who have to part.
It saddens Giselher so, that he is unable to speak for some
time, but when he does, he asks Volker to sing it for him
again, if he ever has to part from one whom he loves.

Volker now assumes a fatherly attitude towards the
young King, expressing confidence that he will never have
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to taste the bitterness of love which has to part. Giselher

feels that his bitter experience that morning, of having to
part from his mother, was the most difficult he could ever
bear, but Volker assures him that, "'was du erlebtest, war
das Schicksal. Schwer tragen die Herren dieser Welt daran.
Aber--sie tragen es fiir ihre Vdlker!'" To Giselher's objection
that this is "'ein karger Trost.:'" Volker answers: "'Nicht
doch, Konig Giselher! Ein stolzes Leben!'" (p. 340).
. The lessons which Volker has learned from Hagen are

now being passed on to Giselher. When the young King asks
whether pride is enough to sustain one throughout life,
Volker explains that it is not a question of can, but of e
must, and this "'miissen'" is fate. Giselher whispers, as if
to himself, that pride and majesty may well be too much for
him to grasp, for all he is yearning for is happiness. Volker,
however, knows better. There will come a time, when Giselher
will experience the bitter truth, that there is barely enough
happiness in the whole world for a few hearts to live from,
but "'Stolz und Hoheit, sie geben ein hartes Bett ab fir
heiBe Herzen. Aber sie sind zugleich ihre edelste Zier. Denn
sie geben ihnen die Kraft, iiber sich selbst hinagus fiir die
anderen zu leben, denen sie den Weg bahnen durch die Wirrnis
der Zeiten!'" Giselher, the future of the Reich, must learn
these vealues, putting his own happiness aside for the sake
of the greater good of the nation, Jjust as Hagen has done.

During the night watch, Volker sings his third song,
at Hagen's request. The chancellor asks that the.minstrel
sing once again "'das Lied vom Rhein'" as they stand guard
"'vor dem Throne des Reiches . . . in feindlicher Fremde!'"
The song tells of youth, manhood, and heroic death, as ex-
perienced through and reflected in "'Vater Rhein;'" life is
glorious, death even more so, when transfigured by the green
waters of their sacred homeland, for which they willingly
die a tenfold death, striding fearlessly through all' its
terrors, "'fur dich, / heiligstes Herz, / deutschesteg Wort: /
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Heimat am Rhein!'" At these words, Hegen drops the composure
which has always kept him from revealing himself to those

who are not worthy of him. He leaps to his feet and joins
Volker in the final stanza of the last song he will ever sing
on earth: together they swear fidelity to their home on the
Rhine, even though they may lie buried in foreign soil. Their
life, their death, all that they are, belong to the "'Heili-
ger Strom / im Herzen des Reiches / . . . / ewige Heimat am
Rhein'" (pp. 458-61)."

Buhl's Hagen has uhited his voice with Volker's in
praise of the Rhine and in a pledge oévfayalty to the .death
to their sacred homeland. Volker has progressed from the
coarse rebuke, which he xpgceived in Krone der Frauen, where
Hagen accused him of weskness, to become Hagen's right hand,
through whom his wisdom is transmitted to coming generations,

end who Jjoins the chancellor in heroic death for the Reich.
Volker is no longer the bearer of the Nibelungen saga or the
?eutonic heroic tradition, but of Hagen's insights, in the
same manner as the schoolteachers and other intellectuals
were accustomed to transmit the thoughts of those in author-
ity to the German people. ° 5

%. The retellings in prose

Gerlach Blunck Linke -
Busch

- In Die Mir von Siegfried, Johannes Gerlach526 mentions

Volker only once, in the statement that Ortwin von Metz and
"Volker von Alzey, der Spielmann" (p. 5), together with many
others, protected thc land.

The popular novelist Hans Friedrich Blunck included the
miniatures from the "Hundeshagen Manuscript" in his retelling
of the Nl.3?7 This brief account describes Volker consistently

s
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_ beside Hagen during the battle in the banquet hall (p. 45),

\\‘ —226—“

as "der Spielmann" and on one occasion as "der Fiedelspielexr"

(p. 46), but neglects to mention his home in Alzey. Volker .
bears the standard in the Saxon war (p. 16), and leads the
Burgundians from the Danube until they reach Ofen. There, :
after the rest have retired, Hagen and Volker "blieben zu-
rick, sie wdhlten eine Bank im Hofe der Burg, um Umschau zu
halten" (p. 41). As Kriemhild approaches, Volker draws his
"Fiedelbogen" closer, ready to spring into battle. Volker
plays his fiddle during the night watch, and in the morning
sings: "'Ich fiihl' es an den Liiften, es ist nicht weit vor
Tag, mir wird so kithl der Harnisch, nicht lang mehr wihTt

die Nacht'" (p. 43). Later in the day, Volker kills the
overdressed Hun during the tournament (p. 43), and rages

s0 that his fiddle-bow resounds against the helmets and
shields. . i

He slays Irnfried von Thiringen (p. 47) and stands
watch with Hagen a second night (p. 48). After the battle
.with Riidiger, Volker announces his death to Etzel (p. 51).
When Dietrich and his twelve men request Riidiger's body,
Gunther is quite willing to hand it over, "Volker der Spiel-
mann aber spottete und riet, den Toten selbst zu holen, iiber
dem er geige. 'Ehe ihr indes meinen Saiten die TOne raubt,
wird éuexr Helm triib werden von meiner Hand'" (p. 52). "Der
Ubermitige Volker" is slain by Hildebrand, and Hagen attempts
to avenge "des getreuen Volkers Tod" (p. 53). By including
the sleying of the overdressed Hun and the abbreviated ver-
sion of Volker's verbal exchange with the Amelungs, Blunck
has made Volker's "Ubermut" convincing. He has, however,
omitted Volker's loyalty to Hagen or to Burgundy, except
for Hagen's one dllusion to it.

\

528 ith illus-

trations by artists of the nineteenth and twentieth cen-
turies. Busch relates all of Volker's actions including his

Karl Busch accompanies his retelling
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slaying of the Hunnish margrave as he tries to aid a wounded
relative: he even includes an illustration of this scene by
Schnorr von Carolsfeld (p. 34). He does not quote any of
Volker's mockery of the Huns, but merely states that he does
80, and likewise his response to Kriemhild as he shows her
Riidiger's body, is milder than in the N1 (p. 35)., Of the
more than fifty illustrations, ten show Volker, usually as

a young man, with a swan crest on his helmet (Schnorr and:
Neureuther) and a fiddle on his shield (Rethel). The picture
of Volker which the reader takes from this work is that of

a stalwart German knight and loyal companion to Hagen.

Karl Llnke'v retelling of the N1 is intended for Polish
students of German in the lower grades.329 Volker appears
in the confrontation between Hagen and Kriemhild, where he
promises to help Hagen against Etzel'd whole army (p. 40).
Volker wishes to rise as Kriemhild approaches, but Hagen
restrains him (p. 41). During the night watch, Volker fetches
his fiddle and sits down in front of the guest house, where
"Sein Spiel klang voll und stark, die Téne ergossen sich ins
Haus, und mancher Held fiel in Schlummer, Nun spielte Volker
sif und sanft, und als sie alle schliefen, legte er die Fie-

~ del weg und nahm den Schild zur Hand." Volker sees a helmet

el

shining in the darkness, and the Huns recognize him as well;
as they retfeat, Volker calls them "Feiglinge" and shouts
a challenge after them (p. 43). ‘

During the battle in the hall, he is mentioned as

. fighting at Hagen's side, and after the battle he and Hagen

stand outside the door mocklng the Huns once more (p. 51).
Linke includes in his brief account a still from Fritz o
Lang's film showing Volker with his instrument, a sort of
guitar, during the night watich. The author wished to emphasize
Volker's bravery, his disdain of cowardice, and his loyalty

to "'Freund Hagen;'" uppermost in his mind, however, was
Volker's music, and the idea that in the German minstrel
heroism and the lyrical -element are united.
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4, Summary
" . {
S

Viewing the works of this period, their most striking
feature is the de-emphasis of Siegfried, Of the thirty
works produced during the Third Regjch, only eight are en--
titled Siegfried, which contrasts Eharply with the Weimar
Republic, where of thirty-seven works, fifteen have Sieg- -
fried's name in the title. Internally, tot, Siegfried's ’
importance decreases. Of the thirteen dramas and novels °
discussed, seven bf them retell NY II, where Siegfried does - --
not appear. InJWidhmahn, Rogge, and Buhl's Krone .der Frauen, his

“schwidtzen" is stressed, so as to make his murder seem jus-
tified. This criticism of Siegfried is usually expressed
through Hagen to Volker, who agrees with it and expresses
understanding ‘for the nece551ty ‘of klillng him, In Rogge,
he agrees that Siegfried was: "untreu" and in Buhl, ‘hl&.dls—
tress over Slegfrled's death does not permanently cloud his
admiration for Hagen. Y
Only Bacmelster and Stresau have Volker condemn Sieg-
fried's murder and his murderer, the latter even having
Siegfried die in Volker's arms. Stresau's Volker finds Sieg-
fried even greater than he had imagined, while Bacmeister's
Volker announces.that through Siegfried the Burgundlans have
learned to measure greatness by new standards. Rogge attempts
to rescue Siegfried's perfection by having him forget Brun-
hild. His Volker admires Siegfried and tries to defend him
against Hagen's charge of "Verrat,'" but finally even Volker
must admit that although Siegfried had forgotten his previous
relationship to Brunhild, he had also acted in a mamner un-
worthy of a hero. A. cruder view states»flatly that Siegfripd
"verletzt das Artgesetz" 530 when he glves himself to Kriem-
hild and’ the Burgundians. Slegfrled has ceased to be an ade-
quate symbol for the strivings éhd ideals of Germany. Stresau,
the only author to give Siegfried unqualified praige and a

L )

close relationship to Volker, was born in Milwaukee, and tfus
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. was raised away from jmmediate contact w1th the contemporary
German national experience,
Contemporary writers found in Hagen the ideal which
””W“M‘Siégfried had previously personified. We date the beginning
- of this development’ at Jordan's Hildebrants Heimkehr, which
Portrayed a less than completely vi}lainous Hagen, and dem-
‘onstrated his human qualities through his relationship to
Volker. Bergmann, Herzog, and Werner Jansen picked up this
theme, idehtifying Bismarck with Hagen as the expression of
German power and of loyalty to the Reich, and through Volker, N
his companion, expregsing thé gratitude of the nation and
especially of its poets and educators. In the Weimar Republic,
Minchhausen the .poet and Zindler the educator331 beganuand
ended the era seeing Hagen as the true hero of the N1 and of
Volker's song. Now, in the Third Reiclhy has come into
his own, and the reiatiqnship between\lxim and Volker has
taken on dimensions which go beyond previous writers. /
;} In the five plays written before the "AnschluB," Bley
4 sees Volker as gradually coming to see the Yplue of Hagen's

- "Preue," Bacmeister has him praise Siegfried and condemn
‘ Hagen, and Weber and Schéttler have Volker express the min-
strel's loyalty to EBurgundy through edifying sentences and
| ' poems from Geibel and the Edda. Wichmann, like Herzog before
him, anticipates_ the coming Nibelungen experience of Germany
in his Volker figure with his song of the Teutonic fist
pounding on the door of history, and of Hagen as the god
- Thor. N s ’
' Four novels and four plays containing a Volker figuré
datq/é;bm the period”bgﬁween the "AnschluB3" and 1945, Two
/Ei;§s celebrate the return of Austria into the German nétion,
an event which Bismarck would have viewed with alarm, even

A i though the Austria which came "heim ins Reich" was very
different from the cosmopolitan empire which Prussi d
o drlven out of Germany seventy years before. But nogf new
‘ chancellor is at the helm of the German nation, a man to

gy
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whom Joseph Goebbels wrote: "At the Munich court you grew
before us to the greatness of the Fuehrer. What you said
are the greatest words spoken in Germany since Bismarck.“332

Adolf Hitler was certainly no Bismarck, and although
there were points of similarity between the two, this is not -
the place to discuss them. Suffice it to say that the future
minister of propaganda claimed for Hitler the mantle of great-
ness which up to now had been reserved to Bismarck, and that
this identification, wrong-headed though it may have been,
must have occurred to others as well. The nation had been
nourishing the Bismarck cult ever since the great man's fall
from power, and one of the ingredients of this cult was the
identification of Bismarck with Hagen. Given the notion that
Hitler represented a second Bismarck, it was natural that
Hitler should assume Bismarck's role as the Hagen of the N1
tradition as well.

Schreyvogl and Buhl, in their novels published during o
the heyday of Nezi military power, show this identification
of Hagen and Hitler most clearly. Schreyvogl shows Hagen as
the architect of the new "Drang nach Osten," fulfilling
Germany's destiny which he alone recognizes. Buhl's Krone ‘
der Frauen sees Hagen in the role familiar to us from Minch-

hausen's ballad, of taking upon himself the burden of per-
forming an unpleasant but necessary task, in the interest
of preserving the Reich. Auf fremdem Thron shows Hagen

leading the great nation he has forged to its destiny,
sacrific&ng_b@mself for the glory of Burgundy/Germany.
Beside Hagen stands the loyal minstrel, Volker von
Alzey. He too has come a long way from Uhland's outline and
Hermann's trilogy, where he incorporated the Germanic tra-
dition and transmitted it to future generations. Volker
must now transmit the thoughts of the great chancellor,
thoughts which at first he opposes because he does not un-
derstand them, Jjust as Goebbels had opposed Hitler to the
extent of demanding that this "petty bourgeois" be expelled
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from the National Socialista}?arty.533 Only at the moment of
his death does Schreyvogl's Volker attain the ultimate in-
sight, the knowledge that everything Hagen has done was
"notwendig" in accordance with "das Geseﬁz,"mand thus Volker

.dies happily. The fatalistic note, sounded in previous re-

tellings and in the Nibelungen film, becomes dominant during
the Third Reich. Hagen is the agent of this fate because he -
alone comprehends it, and Volker communicates Hagen's knowl-
edge to the rest of the nation.

Buhl égpws Volker's development from opposition to
comprehension and finally to active cooperation with Hagen
in pursuing his great goals. Volker recognizes in Hagen the
crestor of the Reich, while Hagen sees the poet-minstrel as
his right hand. Volker is the only Burgundian who understands
Hagen, and Hagen, who knows this, honors him accordingly,
revealing to Volker his innermost thoughts and motives.
Volker must then translate these great thoughts into langucge
which the other Burgundians can comprehend, and thus, “through
the use of his poetic giﬁts, further Hagen's goals. Buhl
called his narration of N1 II Roman der Kdnigin Kriemhild
as a parallel to his Brunhild novel, but Kriemhild is not a
positive figure; Hagen, the chancellor of the Reich, and
Volker, are.the heroes of the novel. It ends with Ortlieb's
death in the banquet hall, provoked by the slaughter of the
unarmed Burgundians by the Huns. Buhl may have wished to
leave the ending in doubt, rather than showing Hagen being -
murdered by Kriemhild as tradition demanded, and unlike Bau-

mann, he could not let the Nibeluﬁgen march off unscathed.
The only solution was to let the reader £ill in the ending
himself: the previous Nibelungen experience had ended with
the "Stab-in-the-back," but now the Nibelungéﬁ\have the home
ront behind them, and in 1941, when the novel was published,
he army and the Reich stood at the height of their power;
perhaps Hagen's genius, as discovered and interpreted by Vol-
ker, will be able to write a new ending to the Nibelungen
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legend. At any rate, even should they perish, they will have
perished in the service of a great idea, with Volker as its
principal spokesman. .

Poetry pleys a greater role in the Volker c¢haracteriza-
tions than it has at any time since the era of romanticism.
More writers have included Volker songs, and more of them,
up to four in Baumann's Riidiger. Loyalty, courage, defiance,
and love of the homeland are the themes of his songs, which
he sings {in Bechlaren or during the night watch. Stresau
sees him in his traditional role as bearer of the Teutonic
tradition, and he sings of gods and heroes on the way to
Albenland. Weber.,and Schottler include Geibel's Volker song,
and the portion of the Edda which was considered suitable
for honoring the war dead respectively. Otherwise the Volker
songs, in Bley, Baumann, Wichmann, Schreyvogl, and Buhl ex-
press the aggressive nationalism which was apQropriate to
contemporary Germany. These writers made Volkér the vehicle
for their poetry and their ideas regarding the German present.

Thus the poet has become the spokesman for asuthority,
and, according to the novelists at least, this is his proper
role. Volker does not find his way to lagen easily, however,
for there is a great desl of mutual misunderstanding to be
overcome. Hagen tends to look down on Volker, on account of
his poetry, while Volker distrusts Hagen's plans because he
does not comprehend them. Translated into contemporary ex-
perience, this recalls the experience of the intellectuals
in regard to the Third Reich: Hitler distrusted them because,
he did not understand them while the intellectuals them-
selves were slow in granting support to Hitler, since he was
not one of thém. In this respect, Goebbels' experience is
typical, and since he was the most highly placed intellectual
and poet in the Third Reich, he may well have inspired the
delineation of the poet figﬁ}e in these frankly propagandistic
Nibelungen works-: Stresau's description of Volker's striking
physical appgarance together withcguhl's and Schreyvogl's

AN
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. ude of Volker to disseminate Hagen's views suggest that
Goebbels may well have provided at least part of the mate-
rial for their Volker figures.
Mell's Der Nibelunge Not, is an exception to all that
has been said thus fer. His intention was to counteract the

nationalistic distortion of the Germanic tradition by means
| ! of a more humane view of the Ni.534 By 1943, the bankruptcy
. of Hagen's world view and of Volker's discipleship had become
L apparent, for Stalingrad had shown the limits of Germany's
military capability. Mell's play was surely not inspired by .
\ Stalingrad, for there is'no mention in it of heroism in the
| face of certain doom, but répresents an attempt at discovering
positive human values in the heroic epic. These values are
expressed in Part I through Volker's conversation with Al-

/ %@rich on the contrast between human nature and that of the
dwarfs, and through Volker's departure for Alzey with the
reasons he gives for it. In Part II, Mell has shown human
compassion at work in the characters of Hagen and Volker.

At the end of the National Socialist period, the Passau
cleric has replaced Goebbels and other contemporary intel-
lectual® as the inspiration for the Volker figure.

The end of the Third Reich marks the end of the nation-
alistic-ideological interpretation of the N1. If it was cor-
rect that part of the "message" of the N1 was to demonstrate

. that pride and misplaced loyalty lead to destruction, then
the popular reception distorted this message by having the
N1l glorify what is intended to condemn. The ideology resulting
from this misinterpretation led, ironically, to the ending
of the N1: "Diu vil michel é&re was A4 gelegen tot."

L . !
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1. T™he drama

Schafer

Wilhelm Hildebrand Schéfer's Die Nibelungen,335 is a
tragedy in two parts: Volker appears in Part I: "Siegfried,"
but not in Part II: "Grimhild." He is called "Herr Volker"
and "Spielmann" by Hegen, who summons him to tell Gunther
about the beautiful Briinhild. Volker affirms that he has
been in Isenstein: "Bei meiner Fiedel, ja! Dies Bogenholz /
Wuchs dort als Baum" and seen Briinhild, but "}Man sagt vom
Dichter, seine Kunst sei diese: / DaB er dem Ohr der Lauscher
Wimpern schafft. / Zum Auge soll er das Geh3r uns machen,"
but Volker finds words inadequate to describe Briinhild's
beauty. Volker's bow knows many a song, not only about
pretty young girls, but also about ladies, beautiful, witty,
and good, many of whom would be worthy of Gunther's empty
throne, but if he must sing of Briinhild,,even his fiddle
must blush with shame at its inadequacyfgﬂereupon he shows
Gunther her portrait. Its beauty blinds him, but Volker
insists it is merely "Ein Schatten dieser Somne," for Briin-
hild's hair is spun gold "Und allen Zaubers voll," while the
blue of her eyes on the picture is to reality as a glowing
coal to a forest fire. Far from reproducing Brinhild's beauty,,

the painter, whom Volker calls "ein Stiimper" has not even
wpproximated it (pp.-.25-27).

Hagen encouraggé Gunther to woo Briinhild, and looks to
Volker for assistance, but Volker does not advise pro or con,
merely relating what he has heard. On Briidhild's gates he
saw the bleached skulls of suitors who had tried to win her.
There are three tests which Gunther would have to undergo:
riding through fire, doing battle with a gigantic "Mohr"
who guards her gate, and finally, if one passes these two
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‘ tests "Stellt sie drei Ratsel, die kein Mensch durchdringt. /
Dugch diese Proben blieb sie bislang Jungfrau." The noise of
swordplay interrupts the scene and Siegfried enters, demanding
compensation for a wound he received from "Euer Strafen-
hiiter / . . . an dem Z0ll bei Alzey" (pp. 28-30). Siegfried
helps Gunther win Briinhild, and when they return from Island,
Volker announces: "Der Konig naht, nein, ist am Tor, nein,
binnen / Drei Schwingenschldgen eines Riittelfalken" he will
be here. Accompanying him is Briinhild, "ein Glanz, der auch
die Steine / An ihrer Krone, schmucklos, iiberstrahlt" (p. 67).

Volker is once again the poet-minstrel, who brings the
picture of Briinhild to Gunther. That he does this at Hagen's
request is the extent of the relationship between the two;
he does not support Hagen as the latter encourages Gunther
to woo Briinhild, nor does he teke any further part in the
action. To this extent he expresses the -author's interpre-
tation of the N1, for Schidfer, whose sympathies are with
Briinhild, has the poet Volker praise her and then withdraw
from the scene.

2. The novel

Beheim-Schwarzbach

In Der Stern von Burgund,336 Martin Beheim-Schwarzbach
introduces the minstrel as "Herr von Alzey . . . Volker mit
Vornamen" (pp. 15-16). After Siegfried has stated his pur-
posé of doing battle with Gunther, the winner being King.of
Burgundy and Niederland, Volker reacts with: "'Wahrhaftig,
das ist aber abenteuerlich,'" and when Siegfried repeats
this demand in spite of Gunther's objections, Volker ex-
claims: "'Wirklich, das ist aber schon auBerordentlich aben-
teuerlich zu nennen! So ébenteuerlich, daBl es einem fast
schon gefdllt'" (pp. 24-25). Later, Volker tells Giselher.

‘ that Siegfried is "'im Grunde, . . . eln ganz netter Kerl,

Y
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bloB seine K&rperkraft ist ihm zu Kopf gestiegen, und man
muB ihn zu nehmen wissen'" (p. 26). After the Burgundians
have pacified Siegfried, Volker offers to play for him.

The author explains that Volker was considered a "himmlischer
Musikant" as they used to say about Orpheus, for he played
the "Fidula" and sang as well. He was, however, not merely
an artist, but "er hatte bei Hof und im Lard die Aufsicht
iiber die Bauernhdfe und ihre Abgaben inne" which was no
easy task. "Und daB bei seinem Gesang und Bogenstrich die
wilden Tiere zshm wurden . . . war eine Ubertreibung, die
men ihm nur ruhmeshalber andichtete" (pp. 28-29). Just as
Mell had reduced Volker's prowess in battle to human dimen-
sions, so Beheim, while praicing Volker's music, wants to
see it in proportion to human accomplishments. Volker likes
Siegfried, is not frightened by him, nor does he become
angry over Siegfried's behavior. Amidst the passions of the
Burgundians, Volker spesks with the voice of common sense,

When messengers from the Angles and Saxons arrive with
their Kings' declaration of war, Volker, as the poet, com-
poses the response which the messengers are to take back
to their Kings: "'Die hunderttausend Angeln und Sachsen
mogen ihre Schritte zum Meer hin lenken und es ganz aus-
saufen; die edlen GroBkonige Liildiger und Liidegast aber sind .
ehrerbietig eingeladen, die Kloaken von Worms zu wischen,
nachdem ihnen zuvor die hochwerten Nasen eingeschlagen ]
worden'" (p. 68). Volker entertains the soldiers with his
"Fidula" whenever they rest; his fiddle-bow is curiously
bent, so that it looks rather more like a shooting bow.
Siegfried's men have never heard such music before, and
Volker enjgys playing for them (p. 78).

During the victory celebration in Worms, Volker enter-
tains the company with his music (p. 103), and on the second
day, Albrecht vom Stein, Siégfried's herald, recognizes
Volker as the Burgundian knight who had saved his life on
the battlefield. Since Volker recognizes that Albrecht had
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saved his life as well, the two become blood brothers (p. 111),
and Volker tekes this opportunity to ask whether Siegfried
has something on his mind. Albrecht confides to Volker that
Siegfried had come to Worms out of love for Kriemhilde. Thus
Volker discovers Siegfried‘'s love for Kriemhilde, and becomes
the friend of one of Siegfried's men. On the third day of the
celebration, Volker suggests that EKriemhilde be invited to
participate. After dinner, Volker takes up his fiddle. He

is a handsome youth, with a clear forehead, a soft mouth,

and sad eyes; to look at him, one could not tell that he was
a valiant fightér whom the smell of blood did not frighten.
Volker's song praises Siegfried's deeds in the recent war,

and ineludes the lines: "'Den Streit der Koniginnen / fochten
die Ritter gut.'" Kriemhilde speaks to Siegfried for the first
time: "'Das war ein guter Dank, den mein Vetter Volker Euch
gespendet hat,'" and thanks him for his assistance in the war,
After the festivities, Guntram von Hagenau asks Volker what

he meant by the queens' quarrel:,Volker answers: "'Ach, es
reimte sich so schdn,'" and it cannot have been completely
meaningless, but some "Weisheit" must have been contained

in the lines. His fiddle whispered it, and he sang what it
told him (pp. 129-21).

On the day of the fatal hunt, Albrecht vom Stein an-
nounces his imminent departure to Volker. He is to ride to
Xanten, and thence to "Niblungburg;“ where he is to tell
Alverich that Siegfried has given the entire hoard to Kriem-
hilde. Volker calls this a wise decision, as a hoard is just
a nuisance, to be got rid of before it causes trouble, but
Albrecht disagrees, for a woman will try to increase such
a hoard, or else shejyill squander it, which would be equally
foolish. Volker sees his point and is glad that the hoard is
. none of their concern. Then Albrecht reveals his own diffi-
culty, which must be solved before‘%e leaves: he is in love
with Gele, Kriemhilde's lady in waiting. leughing, Volker
tells him that half of Burgundy's khighthood is infatuated

g
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with the girl, and suggests that Albrecht carry her off,
since his horse 1s strong enough to carry both of them.

The lovers disappear just as "Knechte eine Bahre aus Lsten,
auf der eine Riesengestalt lag, ans Land hoben" (pp. 270-73).
Volker's "Fidula" is filled with sadness at Siegfried’'s
death (p. 28}) but he does not reproach Hagen or enlarge on
the subject te him or to anyone else.

+ Volker provides six men to the company which will trav-
el to Etzel's court, and he brings his fiddle, about which
Beheim explains:: "oft ging spé%er noch davon die Rede, wie
herrlich er in den Atempausen zwischen den schrecklicdhsten
Waffengingen gespielt habe. DaB er aber seinen Streichbogen
als Schwert benutzt und vielen Wilden damit den Schidel ein-
geschlagien habe, ist nicht wahr" (p. 312). In Gran, Volker
Jjoins Hagen for the night watch because he does not feel well
and cannot sleep. In the morning a knight in rusty chain
mail approaches the two, demanding on behalf of Kriemhilde
that Hagen be handed over. When Volker hears that he is
called "'Iring von Didnemark,'" the minstrel asks whether the
men of Denmark are "'schon den Wilden untertan?'"” Before
Iring can answer, Gunther appears and reiterates the Bur-
gundians' determiration to stand by Hagen. The battle begins
immediately, with Hagen and Volker defending the doorway, “
while the others battle the "Wilden" as they break through
the rear of the wooden guest house (pp. 342-44).

During a lull in the fighting Volker takes up his fid-
dle: since he cannot find his bow, he plucks an accompani-
ment to "'Viel Wunderdinge melden die Maren alter Zeit von
lobesamen Helden und grofler Tapferkeit . . . '" becoming once
again the Germanic singer who transmits the Nibelungen tra-
dition and gives it form. When Dietrich and his men attack
the Burgundians, Volker slays Siegstab, "der sehr jung war
und noch nie zuvor gekﬁmpft hatte, ein Tochtersohn Hildebrands."
Hildebrand avenges his nephew and slays Volker von Alzey, who
is no match for the strength of the well-rested warrior, since




-2%9~

he himself is exhausted,"sein Spiel war verstummt und zum
letzten Male klirrten die zwslf Sggngen Gotlindens an sei-
nen Armen, als er hinfiel and starb" (pp. 348-49),.

Volker's warlike qualities and his friendship with Ha-
gen have been all but eliminated. His principal role is that
of minstrel who entertains the Burgundians, integrates con-
temporary experience into the heroic tradition, giving form
%o historic events, and whose poetic gift inspires visions
of future events which even the poet does not comprehend.
The "Sénger" of the philologists has returned, together
with the "Spielmann" in the subplot involving Gele and
Albrecht vom Stein, reminiscent of the "Spielmannsdichtung"
with its "Brautwerbungsmotiv."

3. The verse adaptation

Rockmann v
Vorkuta is a mining town in the Soviet Republic of

Komi, north of the polar circle in the midst of the Arctic
tundra. There, in a forced-labor camp as a German prisoner
of war, Siegfried Rockmann wrote Der Nibelungen Not:Aus
tausend Nﬁchten.Workuta.337 Rockmann describes his work as
the result of extensive discussions of the Nibelungen mate-
rial, and its application to the experiences which he and
his comrades had shared in the Third Reich and in prison
camp: "Lingst hatten wir erkannt, daB es nicht geniigen wiirde,
dem alten Liede eine.neue Form zu geben; sollte es fiir unsere
Zeitgenossen wieder attraktiv werden, brauchte es eine neue

Ideologie, um die wir nun rangen. Immer neue Symbole dring-
ten sich auf, bis schlieBlich die alte Mir zu einem fast ak-
tuellen Geschehen geworden war . . . " (p. xiii). Siegfried

and Hagen are seen as the constructive and destructive forces
respectively, which are at work everywhere in the world, inter-

national understanding opposed by narrow-minded chauvinism;
5, )

\
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. the hoard becomes the basis for imperialistic wars (capitalism),
and Balmung is the "Wunderwaffe" which can be used for good
or evil (p. x).

News of Siegfried's humanitarian 'labors has already
reached Worms, where "Herr Volker von Alzey, / vom Geiste
edlen Rittertums durchweht" praises the hero who "'den Krieg
bekAnlTt und Friedenswerke baut / und so die Menschheit aus
der N efreit . . . '" (p. 45). Volker welcomes the dragon
slayer and sings in his honor of "Heimat, Minne, Mai und
Abschiedsschmerz" (p. 51). Later, Volker declares his alle-
giance to Siegfried when the latter asks his newly-found
friend to work with him, "'daB die Menschheit sehend wird, /
FaB sie, was S&wGnheit schenken kann, erkennt'" (p. 54), for
beauty and intellect are the two sources of human well-being, .
which can trénsform evil into something pure and good. Volker
answers:

"Von ganzem Herzen schlieB ich mich dir an,

und bald wird jeder Gute bei uns sein;

was gibt es Hoheres filir einen Mann,

als seine Kraft der Menschlichkeit zu weihn!" (p. 55)
Volker promises to help Siegfried eliminate war and with it
the armaments industry, which consumes our bread before it
consumes ouf’b&ood. To be sure, says Siegfried, we need the
sword to kill the dragons among us, those who would wilfully
destroy what good men have built. Hagen considers this non-
sense, "'Siegfrieds Friedensschwafelei.'" He is not surprised
to find a child like Giselher falling for it, and Volker von
Alzey has always been "'ein Freund des Psbels'" (p. 59).

One day, Siegfried and Volker go rowing together.
Siegfried requests a song of "'Freundschaft, Vaterland und
Maienmond.'" and when it ends, remarks how rich Volker is,
for only few have been given the gift of expressing the joys
and sorrows that humanity experiences: "'Wir fithlen wohl des
Herzens wirres Weben / und unsres Blutes Ruf aus heifBer

. Brunst,'" but only the elect:are able to give these sen-
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sations form through art. Volker snswers that whén people
respond to his music, he realizes that art is beautyscreated
by man, which will lead him away from deceit and murder to
activity in the service of gopdnes%; "'Kunst istedie Seele -
selbst, die--Form geworden--/ das Saitenspiel de:iﬂenschen— 2

-

liebe riihrt!'" ~ —

Siegfried promises that if the gods send him a soqjjhe
will name him Volker, and raise him to be like the mingtrel, A .
brave, courageous in battle when it is necessary to fight,
' the foe of evil and the friend of goo&ness. Volker shows his
gratitude for Siegfried's frienﬁshiﬁ‘by taking the hero's
hand; "'Nun f&llt auf mich, des' Sein dem Schwert nur galt, /
vielleicht ein Abglanz doch von Jjenem Gliicke, / das aus den
Augen. eines Kindes strahlt.'" ™ To Siegfried's suggestion
that Volker take a wife and continue his noble race, Volker
answers that even though he knows the joys of love, and un-
derstands his obligations to the human race, still love and
family have thus far had to take second place to "'Dienst an
Volk und Vaterland!'" Siegfried then confesses to Volker
that he loves Kriemhild, who has "'was gut in mir, zu hellem
Brand entfacht'"(pp. 61-63), R

When the youth of Burgundy goes hiking, Siegfried and
Kriemhild, Giselher and Volker accompany them. Volker sings
three songs: the first is a "Morgenlied," telling how the |
young people are out in nature before sunup, while their
elders are still tossing in their beds. Their singing awakens
the birds and resounds through the forest like flutes, fid-
dles, and bassoons, .and when éhey stand on the edge of the
mountain, looking int¢o the- valley below, "wir grilifen dich,
liebes Heimatland, / viel-, vieltausendmal!" (pp. 77-78).
His second song, about the joys of Sunday when no .one has
to work, accompanies a roundelay (p. 78), and his "neues
Morgenlied" (p. 79) resounds like a battle song, in which
he exhorts the youth of Burgundy to reject the past andi//
usher in the future. Volker proclaims a battle (the words

——
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"Kampf" and "streiten" occur frequently) against the forces
of reaction and hatred in favor of progress towards the v
goals of cooperation and freedom.

Once Siegfried and Volker have announced the new ide-
ology, the minstrel leaves the scene, as the N1 follows
its course. Volker is not mentioned again until Siegfried
dies in his arms. He confesses his guilt to Volker, realizing
that his "'Trug . . . am Isenstein'" became his downfall, for
‘"'um was es auch im Leben gelen mag, / rein muB die Waffe
unsres Kampfes sein!'" Volker is to carry on his work of
peace and reconciliation; Siegfried presses the minstrel's
hand, bids farewell to "'Mutter, Liebste, Freunde, Vaterland:'"
and expires, his head on Volker's breast. Volker becomes the
heir to Siegfried's ideals (pp. 143-44).

Part I of Rockmann's epic was called "Das Licht;"
Part II is "Die Finsternis{" and Hagen dopinates the action
as "der Finstere." When Kriemhild leaves Burgundy with Rudiger
to Join Etzel, she kisses her mother and gives her hand to
Giselher and Volker; the rest she ignores (p. 166). Later,
during the debate on whether the Burgundians ought to accept
Etzel's invitation, Gunther asks Volker, who has always en-
joyed Kriemhild's special favor, whether he believes that any
danger threatens them in Hunnenland. The minstrel replies:
"'Wir sollten alles tun, was sie erfreut, / klein ist das
Opfer gegen unsre Schuld!'" (p. 172). A

In Hunnenland, Kriemhild greets her brothers and Volker,
but ignores Hagen (p. 182), and in the battle which begins
immediately, many Huns fall under Volker's sword, "weil der
Held, der so meisterlich geigt, / auch die Klinge gar meister-
lich fiithret" {p. 187), and that evering as he and Hagen stand
watch, Volker sings éoftly, a song. of heroism and loyalty
(pp. 189-90). The béyt}e between Bechlaren and Burgundy sees
Volker and Ridiger fight and kill eafh qther. As Ridiger
falls, Hagen hails his "Freund Volker" (p. 199) for having

slain a traitor. This and the night watch, which is related
l N +
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quite briefly, are the only remnants of the traditional
friendship between Volker and Hagen which Rockmann retains

in his poem. Volker defends Riidiger, by pointing out that he
was a soldier, and soldiers must obey their orders, no matter

h bow distasteful they may find them. Orders are the only

"'Recht'" which a warrior knows, the only right he recoénizes;
"'doch: Recht ist, was gut ist,--und gut ist allein, / was

im Herzen als gut wir erkennen. . . . '" These are Volker's
last words; he lies smlllng as though dreamlng of the peace-
£ fields of home.

Rockmenn's Volker heralds the new order of peace and
cooperation among nations,-and rejects the o0ld nationalism .
and militarism., Insofar as the minstrel figure is used as
the spokesman for the didactic; ideolegical purpose behind
tire author's work, this Volker figure is consistent with
those. we have studied throughout the past 150 years." Now,
however, there is practically no friendship with Hagen,
and certainly no understanding of him and his mentality, as
we saw in Jordan; Volkef is still in the service of propa-
ganda, and his rejection of the o0ld order must be as complete
a8 was his accepta@ce of it in Buhl's novel. Just before his
death, Volker even tries to tell Hagen what he has’learned
from Siegfried, but the lesson falls onto deaf ears.

1 |

4, The retel&ings in prosé

o

Henniger Lechner . Rauhof

Klaufmann EFckmann ‘ Richter

Lent? .

Karl Henniger>>° calls Volker "Hagens Freund, der

* sangeskundige Volker von Alzei" (p. 23) in his retelling,

which includes all of the traits of the. medieval Volker
figure except his kllllng the margrave as he attempts to

help his wounded relative. Henniger emphasizes Volker's
>}

o~



Jolliness, calling him "der frdhliche Fiedler" whom Hilde-~
brand slays (p. 82) and having him sing "lustige Lieder"

(p. 43) in Bechlaren. He has no use for the Huns: "'Argere
Feiglinge als die Hunnen haben wir nie gesehen'" (p. 645,
and when Hagen asks him to stand watch with him, Volker
promises him Jloyalty and support (p. 58).

i
)

Anton Oskar KlauBmann359

. has "Volkgr, der Sple von
Alzei" (p. 17) weep over having to fight against Rud1 er

(p. 82), and it is Volker who takes the initiative in re-
fusing to fight the noble margrave. After xrie&ild dis-
covers tkhat Dietrich has warned the Nibelungen,\"Dietrich

von Bern reichte dem tapferen Hagen die Hand, und als dritter
trat Volker, der tapfere Spielmann, zu ihnen und schiittelte
ihm die Hand" (p. 68)4 thus confirming their friendship and
their defiance of Kriemhild. When Volker and Hagen take their
places on the bench opposite Kriemhild's apartments, the min-
‘strel promises to stand by Hagen and sits "in nachléBiger
Haltung" (p. 70) as Kriemhild approaches. KlauBmann omits
Volker's ignoble actions, his verbal quarrel with Wolfhart,
and his slaying Sigestab. His casual attitude towards Kriem-
hild very likely expresses the same defiance that he, Dietrich,
and Hagen express in the above-mentioned scene.

Auguste Lechner34o introduces "Volker, der ritterliche
Spielmann" together with the rest of the court in Worms
(p. 40). He bears the standard in the Saxon war (p. 50),
where he fights bravely together with Dankwart (p. 54) and
Ortwih\ﬂp 66). Volker is not mentioned again until Riidiger
arrives to woo Kriemhild for Etzel (p. 135), where the Klnss,
Hagen, Dankwart, Gral Gere, and Volker greet the margrave in
the courtyard. After the mermaids' prophecy at the Danube,
Hagen asks Volker to be his comrade in the coming danger.
"'Was immer geschehen mag, ich bin dein %reuer Geselle,
sprach er. Hagen driickte stumm seine Hand" (p. 166). In
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Bechlaren, he receives six arm rings for his music, an in-
dication that Lechner used variant *C as the basis of her (>ﬂ
retelling.

nWhen they are seated on the bench in Etzel's castle,
Volker 'sees the Huns approaching: "'Schau dir das an, da
kommen die tapferen Hunnen wie die Miuse saus ihren Lochern'"
he says to Hagen (p. 178), but takes his fiddle into his
hand rather than his sword. He and Hagen drive Bff a troop
of Huns during the night watch, but Volker's music is not
mentioned. After the battle in the banquet hall, Volker -
looks sadly at the approaching Hawart and Irnfried. "'Siehst
du' sprach er zu Hagen. 'Das ist der Anfang unseres Unter- ’
ganges. So lange wir nur Hunnen gegen uns haben, kannten wir
vielleicht davonkommen. Aber wenn Mdnner der gleichen Art,
die Freunde sein sollten, sich gegeneinander wenden, so
gehen sie zugrunde'" (p. 202). The battle between the Bur-
gundians and the Amelungs is "Volkers letzter Kampf. Dann
lag der treue Wichter still unter den anderen Toten" (p. 213).
The emphasis in Lechner's Volker figure is on Volker's )
loyalty to Hsgen and on the difference between Germans and
non-Germans. Volker expresses contempt for the Huns, and
sadness over the fact that they are being opposed by some of
their fellow Germans, as this means the beginning of the end.

Rudolf Erckmann mentions Volker only once in Siegfried,aql

calling him "der Spielmann aus Alzey" (p. 5); in Kriemhilds
42

Rache, he brings thirty "Recken" to the Burgundian army and
iss called "der SproB edlen Blutes" (p. 11). When Kriemhild
hears that he is coming, she remarks that she could do with-
out him (p. 17), and after the Burgundians have crossed the
Danube and Hagen has told them that none of them will return
alive, only Volker von Alzey "hielt sich wie immer an seiner
Seite" (p. 29), when the other heroes began avoiding him af-
ter his hard words. In Bechlaren, Volker praises Gotelinde's
"Edelmut" and the teauty of her daughter; it is Ridiger,
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however, who gives him the twelve arm rings (p. 41). To
Dietrich's warning that Kriemhild is still mourning for
Siegfried, Volker answers: "'So lafBt dem Schicksal seinen
Lauf, wir dndern nichts, was kommen soll. Auf, la8% uns zur
Etzelburg reiten, selber zu sehen, wie es dort steht. Sehr
bald werden wir am Hofe erkenneﬂ, zu welchen Zwecken man
hier Kdnige zu Gdsten lddt'" (p. 49).

The rest of the action follows the N1 equally closely: ‘
Erckmann combines the night watch with the scene "how they
did not rise before the Queen" and omits the detail that
Volker is more dangerous than Hagen. He also omits the scene
in which Hagen and Volker crowd Kriemhild and the Huns before
the minster, Hagen's and Gunther's praise of Volker's fight-
ing during the battle in the banquet hall, and Volker's kill-
ing of the margrave as he tries to aid his wounded relative.
The picture of Volker is again one of heroic defiance and
loyalty to Hagen.

Heinrich Lentz ' describes Volker as "der kilhne und
ritterliche Singer Volker von Alzey" (p. 10), and does not
mention him again until Werbel and Schwemmel report to
Kriemhild that "Volker, der kiihne Fiedler" will be in the
company traveling to Etzel's castle, to which Kriemhild
answers: "'Auf Volker wollte ich gerne verzichten . . . '
(p. 50) as in the Nl. In the remainder of his brief account,
Lentz emphasizes Volker's music in Bechlaren, where '"vor
gllen andren war es Volker, der Spielmann, der die Stunden
mit heiteren Weisen zur Fiedel verschonte," and upon their
departure (pp. 55-56). He omits Volker's profession of loy-
alty to Hagen, and with the description of his killing the
overdressed Hun\during the tournament, all of Volker's
violent actions. Volker's mockery appears only when Dietrich's
men request Ridiger's body, to which Volker answers: "'Holt
ihn euch selbst heraus, wir sind eure Knechte nicht'" (p. 74).
The relationship to Hagen is further diwinished by. having
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Volker go of his own accord to assist Dankwart at the door
during the battle in the banquet hall. )

Carl Peter Rauhof344 includes all of the N1l traits of
the "Spielmann Volker von Alzey" (p. 10) in his brief re-
telling, except his killing the margrave, the detail that
Volker is more dangerous than Hagen, and Hagen's and Gunther's
praise of his fighting with the sword-fiddle-bow motif.
Volker mocks the Huns for eating Etzel's bread but serving
him so badly Jjust as in the N1, but when Kriemhild accuses
Riidiger of having made peace with her enemies, "Da rief
Volker, der die Worte gehdrt hatte, der Kdnigin zu: 'Riidiger
hat ausgekdmpft--und mit ihm all die Seinen. Auch dieses
Blut komme iiber Euch!'" (p. 87). In words paraphrased from
the Bible, Volker condemns Kriemhild's revenge: the strongest
condemnation of Kriemhild we have seen from a Volker figure
thus far, for hitherto he has condemned Ker suspicions only,
but now he tells her that all of thd blood which has been
shed will be held against Kriemhild,

" ) ~

Trude and Felix Richter>'” retell the N1 in a series
of drawings accompanied by a brief commentary showing the
various laws of the Federal Republic of Germany which are
violated by the Nibelungen heroes. The drawings show the

" Burgundians as Teutonic barbarians with horned helmets,

beards, except for Siegfried and the women, and dressed in
animal skins. Volker is shown sitting with Haggzhzﬁ_ffﬁﬁf

of t hall ring the night watch with his fiddle on his
lap.h§hg\39;§2nt quotes the paragraph from the Strafgesetzbuch
on incitement to murder, a reference to Kriemhild's sending

the Huns to kill Hagen and Volker. The book is amusing and
notitoo expensive,




' 5. The essay

; Fernau
Joachim Fernau's Disteln fiir Hagen: Bestandaufnahme der
\deut schen Seele346 develops the ‘thesis that the N1 reveals

P the essence of the German soul. In his review, Peter Wapnewski

terms this thesis’ "blanker Unsinn--so blank, daB man sie gar
nicht zu widerlegen brauchtf347{yét this thesis has in fact
provided the impetus for the majority of the works in this
study, and it is thus appropriAte that a stocktaking be the
final work it considers. For Fernau, while purporting to
retell the N1, with interpretive commentary which claims
to relate the N1 to contemporary experience, commits errors
of such magnitude that it would be grotesque to attribute
them solely to his faulty comprehension.ofrthe medieval
original. Fernau tells the N1 as he wishes to tell it,/using
sources of which the N1 is only one. His treatment of the
Volker figure is a case in point.

‘ _After the Nibelungen have crossed the Danube, and Hagen

| has related the mermaids' prophecy, which causes some members

\ of the company to turn pale with fear, Fernau enlarges on the
character of Volker, describing him as one of that peculiar

\ Jvariety of human beings, who sense fear, but at the same time

i enjoy ig‘és an especil elicacy: "Ja, sie haben geradezu

\ Appetit auf Furcht, ﬁgt*jéé Glasesser auf einen exquisiten

\ WeiBweinkelch" (p. 149). Therefore, when Volker learns that
the journey will end in disaster, he is filled with "Heiterkeit,"

‘ and when Hagen announces that they can expect trouble from

‘ the Bavarians, Volker reacts by binding his heclmet more

| gecurely and tying a red banner to his lance as an expression

\ of "lebhafte Frohlichkeit" (p. 150).

| In Gran, when Hagen does not éése before Kriemhild,

‘ Volker becomes "verdattert" (p. 169) when he notices that

| . Kriemhild is wearing her crown, rises before her, and has to
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be pulled back to his seat by Hagen. He laughs as he sees
the Huns approaching, léughs again as they depart, and later,
during the night watch, plays "#abhliche Melodien" after
wvhich he almost falls asleep (p. 173). After the battle in
the hall, VolkeT suggests that they throw down the bodies
of the dead, and kills several Huns as they try to aid
wounded relatives (p. 185). Volker becomes, in Fernau's
essay, the villain of the piece: J
Da stand er oben, der ritterliche Spielmann, der blonde
Volker, der unbekﬁﬁherte, Tod und Teufel anlachende, der
frohliche, der-ewig hilfreiche, der liebenswerte, der
hirnlose, gedankenlose, verantwortungslose Landsknecht
aller Zeiten und Vilker. Und die Moral von der Geschicht?
Das Wiiten ist das Schlimmste nicht!

Doch wer beim Toten lacht,

den mache ruhig nieder.

Auch wenn er sonst schén singt—--

verzicht auf seine Lieder! (p. 186)
The Huns hate Volker, as does Etzel, not because of his
mockery, but for his "Wirdelosigkeit:" Etzel, who was about
to attack Volker, is held back by Nis men "aus Vernunft und
Staatsraison,” for kings lead their troops into battle,
"aber sie boxen nicht mit Volkers." Finally, after the bat-
tle with Riidiger's men, it is Volker "Hagens verbilligte
Volksausgave" (p. 206) who‘¢afries the noble margrave's body
to the window for Kriemhild %0 see.

All of this'has, of course, little or no resemblance
to the Volker figure of the N1; one could cite further ek~
amples, and as many .for the other N1 characters as well, and
one admires the restraint shown by Wapnewski in not enumer-
ating them in his review. Yet it would also be.incorrect
to asgsume that these changes in the picture of .Volker are
Fernau's inventions. The "Tod und Teufel anlachende" Vol-
ker can be found in Herzog's retelling; in Nover's version
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of the N1, Volker rises before Kriemhild, while Herzog's
Volker laughs at the approaching Huns; Keim tells of Volker's
"liebliche Melodien" in the night watch, and the retellings
from the mid-twenties describe Volker's music in a way which
could have suggested Fernau's "frohliche Melodien” (p. 173);
finally, Vesper has Volker carry Riidiger's body to the window.
These exampies sutfice to show that Fernau's idea, not
only of Volker, but of the entire N1, was based, not only
on the medieval epic, but also on the retellings which were
in print and popular during his youth: Fernau, born 1910,
must have ‘studied the N1 in 1927, when he would have been
in the eleventh class in Gymnasium. Thus =& "Bestandaufnahme"
of Ferngu's Volker has given vivid testimony to the popular-
ity of the retellings, and of their influence upon the gen-
erations which read them. We have noted that Stieglitﬁ(?g—
corporated themkinto his instruction and it is not unlikely
that other teachers did the game; also, given the tendency
of schoolboys to find an easier way to prepare their lessons,
it would be unusual if Fernau had not relied on retellings
to assist him in studying the Nl. Thus it happened, that,
when he came to use the N1 as a reflection of the German
soul, Fernau recalled the retellings more clearly than the
epic gnd took them for the "deutsche Seele." ~\\
This thesis is correct, although certainly not in the \%ﬁjﬁ}
sense in which the author intended: the popular reception
of the N1 had, as we have seen, used the N1 in the develop-
ment of a national ideology, to the extent that those wuo
studied it, in Gymnasium or at the university, were accus-
tomed to finding in it a relevance to their contemporary
situation. Various pélitical leaders had been identified
with Hagen, the virtues of the Germsan nation were variously
identified in Siegfried, Brunhild, and Kriemhild; Gunther too
had on occasion represented the ills of the German body
politic, while the authors identified themselves or, in
Lang's film, a famous ﬁoet, with Volker. All of this may be,
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as Wapnewski insists, pure nonsense, yet, to my knowledge,
never before has an eminent Germanist pointed phls out. Fernau
refers to Hitler as "der letzte hybride Recke" comparing him
to Siegfried, a comparison which, in 1967, aroused the in-
dignation of at least one reader of Die Zeit,348 yet we have ‘
seen examples of the N1 as Nazi propaganda from 19373 on, ;
and inil942 Hans Naumann could compare Hitler to the hero

of the Nl.349 Perhaps a best seller based on this thesis

was needed to stimulate the opposition of the Germanisten to
it, an opposition which could perhaps have helped prevent
some of the excesses committed in the name of the Nibelungen
virtues, if it had been voiced when the N1 was being misused
in praise of the Germans. Instead, the university Germanisten,
with the single exception of Helmut Brackert, silently accept-
ed the popular distortions of the N1 as a reflection .of Ger-
man virtues, antil Fernau turned the mirror around and made
the Nl into a paradigm for the German catastrophe. In doing
80, he spplied the lessons he had learned from his teachers"
of German, who taught that the N1 expresses the essence of
the German nati;?él experience.

6. Summary / -

/s
/

J/

The wofks of the postwar era can be divided into two
groups: thé first, beginning with Schédfer and ending with
Beheim ;écludes the retellings and generally attempts to
recreate the Nl in its original spirit, making it accessible
and intelligible to the average reader of the time. Schifer
sees Volker as a poet only, and through the minstrel figure
presents his view of the poet's function: to make the ear
into an eye, using words to achieve the same asesthetic re-
sults as the artist does with paints. Beheim's Volker is
likewise primarily an/artist, the prophetic minstrel of Ger-
manic philology. His role in the romantic subplot enables
Beheim to ally Volker with Siengied's men, and underlines
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his noncomplicity in Siegfried's murder. It is significant
that both authors set Volker's major role in N1 I, Schifer
eliminating him from N1 II altogether and Beheim reducing

his role to a minimum, even to the extent of placing Volker's
song in the wvictory celebration after the Saxon war.

The retellings, all of which were published between
1950 and 1955, were probably intended to fill a need in the
public schools. After the "Wihrungsreform," when Germany
began to get back onto her feet, one could also begin to
think about preserving German culture, .of which*the N1 is
unquestionably an important part, as Fernau points out.
Yolker's violent or ignoble sctions are largely ignored
and his music emphasized. There are no songs, however, not
even Geibel's "Nachtgesang," nor do any of the authors dwell
on Volker's music during the night watch, the point at which
earlier writers inserted their references to home, the Rhine,
German women, and the like. They see his music as an expres-
sion of bhis gentleness, not of his nationalism.

Two details stand out, however: Klauflmann's statement
that Volker weeps when he realizes that they will have to
fight Riidiger, and Lechner's mentioning that Volker is sad-
dened at having to fight the Danes, since they are "Manner
der gleichen Art." Was nationalism raising its head even
after the catastrophe of 19457 Probably not, for Volker's
sadness and weeping bespeak a different attitude. The authors
may be reacting to the proclamation of the Federal Republic
in the West, and shortly thereafter of the German Democratic

Republic in the Last, seeing in the formatign jof these two

states the fact of a further split in the pfuian nation,
one perhaps even more tragic than the sepaR®gtion of Austria

from Germany.

t0 The

Rockmann and Fernau belong
the ideologict

most retent past,
and represent two reactions té exploitation
of the Nibelungen saga. Rockmanm! whose work was written in

1952-1953% but published in 1968, believes that the poet not
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only can but ought to serve the powe;; that be, but he would
like to see the o0ld power structure replaced by a new sﬁirit

of freedom, tolerance, and cooperation among peoples and
nations., He gives Volker his principal role in N1 I, creating

a new Volker out of whole cloth, who is to serve the new ide-
ology. He does not attempt to deny Volker's prowess in battle,
describing him as "voll Mut und Kraft, wenn es zum Kampfe

geht" (p. 45), and as proficient at fighting as he is at his e
music, yet the principal emphasis in his Volker figure is

on his allegiance to Siegfried, and the new order which he
represents. Rockmann rejects the view of the poet as spokes-
man for aggressive nationalism by placing him in the service

of a new humanitarisnism.

Fernau, on the other hand, shows the ideological ex-
ploitation of the N1 turned in on itself. After ‘generations
of schoolteachers and university'professors had used the
virtues of its heroes as examples of behavior for members
of an industrial, technological society to emulate, Fernau
uses these same heroes as examples of the Germans' faults.

In doing so, he made as little use of the actual N1l as did
his predecessors, for his essay, indebtcd as it is to the
tradition of popular reception, tells the N1 as Fernau wishes
to tell it. Volker becomes the headstrong, foolhardy second
lieutenant, while his minstrelsy consists of "Bellman'sche
Lieder, . . . Wirtinnenverse oder 'Am Brunnen vor dem Tore'"
(pp. 149-50), an appropriate successor, not to the medieval
Volker von Alzey, but to Dahn's Volker, who sang "Sah ein
Kneb' ein Roslein stehn" for Dietlind and Giselher.

Rockmann projects himself into the Volker figure by
having his minstrel accept Siegfried's ideas, work with him,
and finally by having Siegfried die in Volker's arms. Fernau's
view of Volker may have been colored by his own military.
experience. Perhaps as a young officer he was as impetuous
as he pictures Volker to be, or as is more likely from the
tone of his Volker treatment, Fernau had to deal, during the
war, with ambitious young men whose bravery exceeded their

intelligence.

&
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D. Results: the idea behind the Volker figure in medieval
and modern German literature

From the N1 to Rockmann's epic, the authors of the works
discussed have éxpressed their reactions to contemporary h
events and the men who made them through the figure of Vol-
ker and his reactions to the men and women who make the
events of the N1. Hatto calls the N1 itself "a poem of dire
retribution for proud and arrogant deeds, with physical
n,n550 and
Volker comes to mind as an example. Likewise, when the N1
ppet's elevation of the minstrel Volker to the status of a

courgge and group loyalty offering some purgatio

noble lord can be interpreted as the "wistful and perhaps
ironic imaginings of a poet on the fringe of high society,"551 |
we see that the poet has projected himself into Volker von
Alzey. It is natural that he should do so, for the Volker
figure as fighter and minstrel invites the author to use it
as a reflection of his judgments, attitudes, and values.

When the nineteenth-century philologists rediscovered
the N1 and identified the minstrel Volker with the "Hof-
sanger," they invested him with a twofold function: serving
the king by providing entertainment, while at the same time
preserving the heroic traditions of the Germans and transs-
mitting them to future generations. The authors of those
works which constitute the popular reception of the N1 were
the pupils of these philologists. Since they became for the
most part schoolteachers, i1.e., civil servants, or writers
who were to some degree at least dependent upon princely
generosity, it is understandable that they should project
themselves into both aspects of the Volker figure as they
saw it. Thus the treatment of Volker came tg reflect the
fortunes and attitudes of the middle-class intellectuals in
Germany, while his relationship to the figures in the N1
which represent power and authority came to reflect the re-
lationshipjbetween the intellectuals and the power structure,
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‘ as well as the intensity of national feeling in these writers.
During the era prior to 1849, Volker generally appears

| in the vassal relationship of the N1, oécasibnallylas in

’ ‘Zarnack and Wurm, becoming a servant. Raupach alone has .Vol-

| ker regret Siegfried's murder, but also emphasizes Volker's

\ loyalty to Hagen. Kopisch implies mild disapproval as Vol-

| ker intimates that Hogen had exceeded the limits of his

l commission from Gunther., Otherwise, Volker serves as a ve-

hicle for the authors' poetic ambitions--six Volker-songs

appear during this era--while,his loyalty to Gunther, Hagen,

‘ and Siegfried is no greater and no'less than tradition re-
quired. In his songs, particularly in Hermann and Raupach,

‘ he gives the authors' %nterpretations of the N1, and his
speeches in Miilller and Eichhorn do the same. Wurm's Volker
alone gives a commentary on contemporary conditions, as he
satirizes the uninvolved citizen of this peaceful era. Not
until 1845, in Vilmar's retelling, is Volker used as a ve-
hicle for the expression of national enthusiasm, while
Miller's Volker is the only one who refers to the Burgun-
disns as "Deutsche." The intellectual middle class had 1lit-
tle or no relationship to the power structure during this
period, in which national aspirations were effectively sub-
dued by Metternich.L

After the National Revolution, which reawakened hopes

for national unity, the treatment of the Volker figure takes )
| a dramatic turn. The placid minstrel of the pre-March era

becomes Hagen's enthusiastic ally, as the understanding be-

tween the two heroes deepens and broadens. This deeper under-

standing, first indicated by Osterwald, who has Hagen analyze

Volker's personality, often grows out of an initial opposition,

for Volker usually opposes or at least regrete Siegfried's

Thus in Glsser, Hagen must téach him the duties of a prudent
subject, while Geibel's Volker regrets the murder but, in

murder, and Hagen must explain to him why it was necessary.
' his "Nachtgesang," greets death joyfully in the service of
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his Kings. After 1866 the difference between Volker and Ha-
gen is more fully developed, but this contrast is used to
accentuate Volker's loyalty, for it has become a loyalty
"trotz allen Unterschieds" as in Hosdus, or in spite of
Volker's cogdemnation of the murder, as in Wegener. The lat—“
ter two authors, together with Naumann and Jordan's Sigfrid-
sage, in which Volker is the loyal servant of the King, re-
present a reaction to the Austro-Prussian war of 1866. The
authors regret that Austria has been driven out of Germany,
but remain loyal to Prussia nevertheless. *

In 1871, this Volker-Hagen relationship becomes.more-
clearly delineated. Beginning with Siemssen in 1872; and
continuing through Jordan, Arnd, and Dahn, Volker further
emphasizes his opposition to killing Siegfried, and intro-
duces the note, which up to this point had only been im-
plicit, that Volker will stand by Hagen in spite of his op-
position because the Burgundians must unite against the alien
foe. In his songs, Volker begins to sing of the Rhine as the
homeland of the Burpgundiansg,-and in Dahn he calls the Nibe-
lungen Rhenish heroes. In Jordan, it is Volker's contemp-
tuous satire of the Hunnish minstrels which precipitates the
catastrophe, while Dahn's Volker likewise expresses contempt
for the Huns. Thus Volker bases his loyalty to Hagen on their
common nationality, and on his hostility to alien nations,

a loyalty which reflects the development of German hostility
to France during this era, and the support which the National
Liberals gave ﬁo Bismarck in spite of his hosfility to liber-
al ideals. Thq Franco-Prussian war had lead to the foundation
of a German national state, at the expense of France, and
the intellectual middle class welcomed this state even though
Bismarck refused them the liberal constitutional monarchy
for which they had been hoping. Volker remains loyal to Ha-
gen nevertheless. The culmination of this development is
marked by VWilbrandt's Volker, who supports Siggffied‘s mur-
der for reasqﬁs of state, while rising before Xriemhild
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during the confrontation, one of ﬁhé few Volker figures to
do so. Hls respe for authority has become. complete..

bra t's drama, Wagner, Stechexr, &and Schroter
continue to emphasize Volker's loyalty to_Bufgundy and to’

Hagen, yet the tone shifts somewhat, for Whgner attaches
conditions to Volker's loysalty, while Stecher -and Schroter,
in their retellings, do not take the trouble to explain Vol-
ker's loyalty. The national enthu51asm generated by the" war
is dylng down, having flared up . for the last time in the im-
passioned speech by Stecher's Volker in .1881. Thereafter, in
the dramas of Veihel-Miller and Siegert, Volker ceases to be
.Hagen's friend as his .allegiance shifts to Siegfried, the
symbol of Germanic virtue, as Bismarck deserts his allies
ln the middle class 1naggvor of the more conservetive aris-
out of touch with the power structure.

During the yeaﬂg'1888-&912 Volker all but disappears
from the scene. In’ Germany this was a time of peace pros-
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rule, for which lemarck had lald the foundatlon cffective-

tocracy and peasantry The 1ntellecbuals are once more

perity, and security,: whlle the Kaiser's- authorltarian
ly excluded the qlddle -class 1ntellectuals from any role in
‘polltlcal affairs. Miegel's Volker foretells the coming doom
from the author's.vantage: point in England, for the growth
of Germany's navy, the colonial expansion, and the develop-
Eent of the German armaments 1nduotry had aroused fear and
hostility in her host country. These same developments, how-
ever, had brought great wealth to the bourgeoisie, énd mod-
est comfort and security even to the middle class and‘the
workers, so that inside Germany, Volker céuld sing of "Der
gute Onkel Hagen" in Oliven's operetta. In 1908, Lublinski's
Volkmar is alone in Burgundy; no one, listens to his songs’
and he has no contact with the Burgundian power structure,
as Hagen, the object of his loyalty, is absent. We have at-
tributed this decline in the Volker figure to the insight

on the part of the authors that there was no center of power
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in Germany, for Bismarcﬁkwas gone and the Bismarck legend: 0
was still forming.

By 1912 Volker has found his way back to Hagen, but now
on different terms. The Kaiser's gunboat diplomacy, the ac-
tivity of the Pan-Germanic League, and the colonial e;pgnsion
had combined to produce an upsurge of national feeling, which

led to a formulation of ‘the Hagen-Volker relationship in terms

of teacher-pupil. Like Glaser before ﬁim, Herzog has Volker
learn from Hagen, but now Volker learns loyalty from the man
vhose loyalty exceeds all others', for he has made Burgundy
great. The object ©f Volker's-loyalty is only indirectly
Gunther, who is invariably a weak figure. Rather his loyalty
is to Hagen, who in turn is loyal to Gunther out of monar-
chist principles: one must be loyal to the king. If one sub-
stitutes the Bismarck of the legend and Wilhelm II for Hagen
and Gunther, the equation works out exactly, with Volker in -
the role of the citizen who must learn.this virtue. Werner
Jansen's Volker goes through a long de%elopment, from ini-
tial adﬁ&ration for Hagen through grief over Siegfried's
murder and accompanying doubts regarding Hagen's wisdom to
an impassioned commitment to all Hagen stands for. The
"nevertheless" of 1871 has returned to the Volker figure in
1912 snd 1916, recalling the "Nib ngentreue" of Germany

to Austria at the ouﬁbreak of Warld r I. Loyslty to the
Kaiser was necessary in order to maintain Germany's strength,
which expressed itself in the acts of aggfessive natxﬁnalism
in its unsoundest excesses, which began in Germany ca 1912.
In 1914, Hagen is for the first time the title hero of a
drama based on the N1.

After World War I, Ernst blamed Hagen's loyalty for the
lost war, and his druma shows Volker blindly following Hagen,
just as the academic youth of Germany had rushed to volunteer
in the Kaiser's army. Bachtiger's drama, however, blamed:the

‘disloyalty of the Burgundians (Germans) for Siegfried's fall,

and placed Volker in the role of Siegfried's loyal friend,
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who avenged his murder on the treacherous Burgundians. In

_ both cases, the treatment of the Volker figure expresses the’

author's views onwgsntemporary events in Germany, the one
blaming loyalty to the Kaiser, the other the treachery of
the home front for Germany's defeat. Minchhausen's Volker,

‘however, is loyal to Hagen not in spite of»Siegfried's\mur-

der but because of it. This is not a reaction to Germany's
defeat, but an extension of the theme of Bergmann's drama,
Herzog's retelling, and Jansen's novel, placing loyalty to
the monarchy above personal considerations or even guestions
of right and wrong. In Minchhausen's view loyalty is the
highest virtue, and ong can best demonstrate it by ignoring
all other ethical conﬁhderations. The poet is absolutely in
the service of power. {

During the Weimar Republic, the relationship between
Volker and Hagen becomesj@louded, since it was Hagen who
stabbed Siegfried in the back. The idcological interpretation
of the N1 continues, however, with Volker as self-projection
of the authors, only that now Volker voices admiration for
Siegfried and devotion to the Rhine. Where Volker is Hagen's
companion, the author, WOlzogen,‘fakes pains to point out,
that Hagen killed Siegfried out of loyalty, not out of am-
bition. Not until 1921, in Zindler's drama, is Volker able
to reaffirm his uncomplicated loyalty to Hagen, who becomes
again the hero of the piece. )

The Third Reich saw the blatant exploitation of the N1
for the purposes of nationalist propaganda, with Volker as
the spokesman for power. It is important, however, to ynder-
stand that this wes nothing but the logical culmination of
a century of misinterpretation, which deliberatiely distorted
the N1 by equating its characters and situations with con-
temporary persons and events. In this scheme, Volker von Alzey
had a key role, for as spokesman for the author, E% was he
who, through his songs and speeches sounded most clearly the
message of the work, whether of group loyalty, of courage,
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or of Joyful acceptance of one's bitter fate. Particularly
in the Third Reiefy, dqgs fate play a major role, and words
like "Schicksel," "Gesetz," "ﬁhssen," as well as the word
"bitter" figure prominently in his and Hagen's speeches.
These Vol%er figurcs, howéver, were not creations unique

to the Third Reich for the ideological interpretation of
Volker von Alzey had been developing in this direction ever
since Hermann recommended the N1 as the "eisenhalfigen Flu-
ten" ihto which the youth of Germany should plunge, to cmerge
rejuvenated and "der ausheimischen Fessel entwunden."554
Also significant in the Third Reich is its use of Scandina-
vian tradition in the plays and retellings for it was in
medieval Scandinavia that the Volker figure retained his
identification with and loyalty to Hagen, the cause of his
destruction. Where aggressive nationalism was most rampant,
e.g. Jordan, Bachtiger, and the Third Reich, the authors pre-
ferred the Norse to the medieval German sources.

After VWorld War II the authors returned to the medi-
eval N1 as the titles of the retellings show. Rockmann alone
felt that it was necessary to continue the ideological
use of the N1 and attempted to cast Volker and Siegfried
into philanthropic roles, while Fernau began, probably in-
advertently, the reaction against and the unmasking of the
» ideological distortion of the N1l. Wapnewski's reaction to
Fernau, and Brackert's valuable essay, have already been men-
tioned. In the German Democratic Republic, Franz Fiihmann has
stated that "eine eingefahrene Tradition von falschen Zweck~
interpretationen, die war zu durchbrechen. Das Nibelungenlied
sollte ja nach dem Willen deutscher Tuirnlehrer vom ersten
Tag seiner Wiederentdeckung sn . . . die deutsche Helden-
sage sein, daBR heiBRt der historische Beleg fiir das, was man
Deutsche Tugenden nannte: Deutsche Treue, Deutsche Tapfer-
keit, Deutsche Frauenkeuschheit."523 Hansglinther Heyme's pro-
duction of Hebbel's Nibelungen, which received unfavorable

reviews in Cologne, was intended as an unmasking of the

T



nineteenth-century N1 reception, specifically of Dahn's Mark-
graf Rudeger,556 and in January of this year, Hans Kresnik
produced a Nibelungen Pgllet, which the Inter Nationes' Kul-
turbrief found "anscheinend ganz ohne Ideologie."35‘7 The re-
cent film, "Das sagenhafte Liebesleben der Nibelungen" is
probably alsc devoid of political overtones, although the
author of the script may have projected himself into the

' Volker role.

The popular reception of the N1 which sought to press
the epic into the servi¢e of a national German ideology ap-
“Weare.lo have run its course, and it is unlikely that future

writers will use the heroes of the N1 as examples for the
youth of Germany to follow. Future writers will mo longer
speak through Volker von Alzey of blind loyalty and fatalistic
nihilism as positive values, for aggressive nationalism died
in Hitler's holocaust. There remains to the Germanisten the
task of examining the misuse of the N1 and other literary
works for propaganda purposes, and of demonstrating that
literary figures exist in a unique historical situation,
o’ which cannot be recreated or repeated, but only appreciated
as something fore;gn to our experience, but accessible to
our ;?gerstanding. W. J. Grau to the contrary notwith%tand—

Volker von Alzey is not "ein Mensch wie Du upnd ich.”

W o o
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E. The literary adaptations of the Nibelungen tradition in

chronological order: a fever chart of the German soul
¢

Just as the treatment of the Volker figure provided
an index to the attitudes of the intellectuals towards pow-
er and asuthority in contemporary Germany, so also does the
year by year production of Nibelungen works indicate the
relative intensity of national feeling there (see chart
p. 264). The peak before 1848 foreshadows the National Re-
-volution, while the smaller peak in 1866 reflects rcaction
to the Austro-Prussian war; the sustained surge beginning
in 1874 and -lasting until after 1880 indicates the action
to and enthusiasm for the establishment of the Second Reich.
After a low during the middle and late eighties, which re-
fle¢ts relative tranquility in domestic end foreig affairs,
we see a slight upturn in the early nineties, as enthusiasm
mounts for Wilhelm's colonial and naval policies, and prob-
ably olso in reaction to the military agreements between
France and Russia.

The turn of the century is calm: the only work recorded
between 1894 and 1903 is Gerhart Hauptmann's fragment. There
is some activity before 1910, but only after the "Panther's
Leap to Agedir" and the first Balkan war do we see & sus-
tained risc in the production of Nibelungen works, which,
after a dip in the war year 1915 surged to the allftime peék
ca 1922, as resentment against the Versailles Treaty and the
"stab-in-the-back". asserted itself. The average number of
works produced per. year during the Weimar Republic and the
ThHird Reich is 2.5, or two and one-half times that of the
Second Reich, in which anféverage of only one Nibelungen
work per year was published. If these data are an accurate
indication of the degree of nationalistic sentiment among Ger-
man writers and teachers,‘tﬁen it appears that nationalism
was more rampant during the Weimar Republic than during the
Bismarck era, probably on account/of the disappointment.over

the lost war, and thle resentment éngendered by Versailles.

¥ i \
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The average for the romantic and postwar eras is .5 per

year, half of the overall average, and one fifth of that

" of the Weimar Republic and the Third Reich. ] ;
The following chronological list is intended to be

complete and represents the most comprehensive bibliography

of works based on the Nibelungen tradition to be compiled

to date. Those works which were unavailable at the time of

writing are marked with asterisks (*), while works in which,

Volker does not qpbear are designated. by a minus sign (-).

- i
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Each dot represents a liter?ry adaptation of the Nibelungen tradition. The vertical
lines represent four-year pariods beginning at 1802. The dates above the graph indi-

cate peak- perlods in the pro&uctlon of Nibelungen works. Of the 183 works published
in the 150 years. 1819-1968, mpre than half were publlshed after 1912,
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