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In Gotthold Ephraim Lessing: Sprache und Drama,Jiirgen Schroder
calIs Nathan der Weise "ein Drama der Verstandigung" Although his book
is primarilya stylisticanalysisof Lessing'sdialogictechnique, Schroder does
calI attention to the motoric effect of Nathan's dialogues on the other prin-
cipal figures in the movement of the plot. Through Nathan's dialogic art,
all the characters are gradually united in mutual understanding and love.
The ring-parable scene is paradigmatic for the function of this art. Here,
Nathan transforms a situation of potential conflict into one of coopera-
tion and friendship. Nathan's dialogue with Saladin, occupying the very
center of the play, is also the pivot on which the plot turns.

Nathan der Weise,however, is not the only drama of Lessing's in which
central dialoguesfunction not only as structural elementsbut also as catalytic
factors in the plot. The outcome of at least two other plays largely depends
upon whether or not an important dialoguebetweenthe central figurestakes
place.

Paradoxically, the central role that dialogue plays in Emilia Gaiotti
is signified primarily by the lack of it. That there is not a single dialogue
between Odoardo and Emilia until the very end can be interpreted in and
of itself as being indicative of the lack of communication in the GaIotti
household due to authorization constraint. No need for open discussion
between father and daughter is acknowledged; for Odoardo rules his fami-
ly, not by discussion, but by decree, like the ruler of the kind of absolutistic
state he lives in. Emilia, for her part, fits.perfectly Lessing's own rather
"unenlightened" description, in a letter to his brother Karl, of what a young
woman should be: pious and obedient.2 A further exampleof the re-
pressed communication in the Galotti family, as well as an indication of
its immediate cause, is in the scene where Claudia fretfully advises her
daughter not to tell Odoardo about the Prince's advances so that she might
escape the patriarch's judgmental, moralistic arrogance--and the violence
associated with it.3 Withholding this information proves crucial towards
the end of the play. Not aware of the Prince's designs on Emilia, Odoardo
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