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“Pandora’s Box”
A Wedekind Film Adaptation

There's a lot going on – in this movie version of Wedekind. All forms of sexual expression are 

represented, from the kiss in its most diverse variations to sexually-motivated murder 

[Lustmord]. Even same-sex love between women is not missing.

Pabst has even filmed Wedekind's work of the same name – a difficult endeavour – quite 

skillfully. The individual scenes are constructed with an eye for what is specifically 

Wedekindian, but also for what is typical and important. With an eye that pushes aside kitschy 

ideas and the like. Pabst shaped the Wedekindian characters very forcefully. Sometimes even 

quite intrusively.

And yet the movie lacks a lot. It lacks general humanity. It doesn't sweep you away, it doesn't 

shake you, it doesn't even particularly captivate you. Even though the roles are superbly cast, 

even though the director's work is very clean, even though no one could have conjured 

Wedekind onto the white screen better than Pabst.

The film lacks the forcefulness of the spoken word to make it believable that these people are 

and must be, as they are in Wedekind's play.

There are no warm-blooded people who play the leading roles in the filmed “Pandora's Box”. 

None. People, presented with all their passions and weaknesses and their poor hearts.

They are dead illustrations of Wedekind's “Pandora's Box.” She leads a morbid, illusory life in 

this film. It lacks what forms the core of Wedekind's work: the great poet who was able to 

portray the monstrosities of instinct in a credible and unobtrusive manner. - R. 

https://anno.onb.ac.at/cgi-content/anno?aid=dfr&datum=19290304&seite=4&zoom=33&query=%22Pandora%22%2B%22Pabst%22&ref=anno-search
https://anno.onb.ac.at/cgi-content/anno?aid=dfr&datum=19290304&seite=4&zoom=33&query=%22Pandora%22%2B%22Pabst%22&ref=anno-search
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Die Büchse der Pandora
The New Wedekind Film

Frank Wedekind's important work has now been made into a film. His “Spring Awakening” and 

also his “King Nikolo” have already been made into films, but no work is as characteristic of the 

poet Wedekind as the Lulu tragedy, leaving aside the fact that the stage performances of 

“Pandora's Box” were met with the greatest resistance from censorship authorities in all 

countries. Wedekind had to fight particularly fierce battles with the Munich public prosecutor's 

office, and he did not live to see the complete performance of his work in public. The first part, 

“Erdgeist,” was performed here and there, but although the poet was prepared to modify his 

drama in many ways, “Pandora’s Box” never managed to be performed in full length. This 

drama, which Wedekind called a monster tragedy, was created between 1892 and 1895 and it 

took well over 20 years -- with the world war in between -- before the play was allowed to be 

performed in its entirety. “Erdgeist” premiered in Leipzig, and the first Lulu was Leonie 

Taljansky. Later, the most famous actresses played the role of Lulu. But the interpretation Frank 

Wedekind most agreed with was the one done by Tilly Mewes, who later became his wife. She 

played Lulu as a creature driven by primal urge. 

When director G. W. Pabst set about filming “Pandora's Box,” he searched around the world for 

a characteristic Lulu. His choice finally fell on the American Louise Brooks, and, when you see 

the film, you have to admit that this choice, at least as far as Lulu’s appearance goes, was 

absolutely the right one. At least in the Wedekind sense. The Lulu of Louise Brooks is perhaps 

not in-depth, is perhaps deliberately superficial, but one can understand that she is highly 

appealing to men's sensuality.

The adaptor of the Lulu tragedy for the film, the Hungarian writer Ladislaus Vajda, did a 

remarkable and capable job, for it was certainly no small feat to master the enormous material 

within the framework of a film of just under 2500 meters. He had to neglect the last scenes of 
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“Erdgeist” and shift the action so that Lulu is still in Dr. Schön's house at the beginning and is 

sent away by him because he intends to marry. However, he still allows Lulu to appear in the 

revue written by his son Alwa. There is a scandal at this revue performance: Dr. Schön falls for 

Lulu all over again. His bride withdraws and he marries Lulu. The film then follows the final act 

of “Erdgeist” until Dr. Schön's murder by Lulu. All the characters from Wedekind's drama 

appear: the old Schigolch, the athlete Rodrigo Quast, the Countess Geschwitz and later also the 

Marquis Casti-Piani. In addition to the events of Wedekind's drama, the film also features the 

trial in which Lulu is convicted of the murder of Dr. Schön, but is kidnapped from the courtroom 

by her friends. And then begins her Via Crucis [Passionsweg], which leads to a vice house in 

London, where Lulu, the prostitute, lives together with Schigolch and Alwa, and earns the bread 

for everyone by working on the street. There, too, she is finally murdered by “Jack the ripper,” 

while Alwa has meanwhile gone off to an uncertain fate.

This adaptation can be accepted and approved of, especially since the most important lines of 

Wedekind's composition are to be found in it. Moreover, the director G. W. Pabst has one of the 

most artistically refined sensibilities, and has given the whole film a strictly artistic line and 

created magnificent scenes. The characterization of the figures is brilliantly successful. This is 

due not least to the actors, such as Fritz Kortner, who lends an impressive Alwa an 

unquestionable youthfulness; Alice Roberts, who makes the Countess Geschwitz into a striking 

figure; and Carl Goetz, who plays Schigolch in the Wedekind manner. In the smaller roles, 

Gustav Dießl -- the idealized Jack --, Siegfried Arno, who provides the humour, and Krafft 

Raschig as Rodrigo Quast are particularly noteworthy.

Not to be forgotten is the atmosphere-heavy [stimmungsvolle] work of cinematographer Günther 

Krampf, who focuses entirely on artistic effects. In particular, the London fog scenes are 

probably the most grandiose film images of this kind ever seen.

The Wedekind film “Pandora's Box” is an experience not only for those who love Frank 

Wedekind and his immortal work, but certainly also for all those who, without knowing 

Wedekind, see the Lulu tragedy unfold before them in such rich film scenes. Perhaps this film 



will make “Pandora's Box” so popular that, even after Frank Wedekind's death, the importance 

of this poet and his main work will be recognized in those circles that did not understand and 

therefore did not appreciate Wedekind. K. S.
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