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INTRODUCTTON

According to critics, modern dresme is essenbially realistic in
method and spirit; but it has also its romentic aspects which run all
through thig so—éalled realistic period, just as in every period of
literature that is definitely nemed there are oxeeptioné to the prevail-
ing form.i The‘purpose of this study is an atbtempt to estimote and determine
the nabure and the exbent of the romantic elements invmndern drama.

The résults of this sbtudy must be of interest to every student of
literature, since the romantic method or spirit is so persistent and is
inextricably rooted in the very nature of literabture, and since the field
of modern drama is such an imporbant one. It is important because it is
one of %he three great periods in the history of the drama, snd modern
literature has distinguished itself as much in this field as in any other.

The drama spoken of as modern in this thesis begins with the work of
Ibsen.

The writer has drawn her matorial fbr this study from a critical
reading of the plays themselves, from all the available books about the
drama which were applicable, and from magazine articles treating particular

works or dramebtists. In his Aspects of liodern Drama, Frank Wadleigh Chandler

has a chapter called "Varieties of Romance™, in which he divides romantic
drame into five classes--adventure, sentiment, legend, tragedy, ond imegi-

notion. He thon discusses several plays that belong in each classification.l

1 Frenk Vadleigh Chendler, Aspeets of lodern Drama (Ylew York: The
liacmillen Company, 1914). )
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In his Modern Continental Playwrights Chandler gives a brief summary of

the works of each of the imporbant dramatists, in which he incidentally

2 . . . 3 L
mentions works that are romantic in character. Robert Ii, Smith in his

Types of Homantic Drama gives the text of several plays three of which are
modern and which he classifies as types of romantic drama, with a brief
discussion of each, but he merely mentions in his general introduction the
characteristics which cause them to be classed as romantic.s llone of these
books makes any thorough or detailed enalysis of the plays to determine what
romantic qualities they contain.

Since it was not possible to include all modern dramatic works in
the pr_esen‘b study, 1t was necessary to make a selection of plays and play-
wrights., The dramatists chosen are those who have generally been recognized
as preeminent by the literary world. The plays of these authors which are
most wholly romantic have bheen selected for analysis and discussion.

Before proceeding further with the study, it is necessary Lo have a
clear conception of what is meant by romentic since it is a toerm that has
been used with a variety of meanings. The word romantic applied to art or
literature denotes a highly imaginative quality, because the romanticist
puts imagination very nolticeably sbove actual possibility. It is, in
effect, the antithesis of realistic, which implies a frank facing of the
facts of life, often of the dofects or wesknesses of the social structure,

for the realist uses direct, undecorated expression, describing life

2 Frank Wadleigh Chandler, Lodern Continental Pleywrights, (Mew York:
Harper and Brothers, 1931).

® Robort lietoalf Omith, Types of Romanbic Drema, (New York: Prontice-
Iall, Inoc., 1928).
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exactly as 1t eppears to him. The romenticist soes visions of perfection
and he paints the land of wonder trying %o raise others to its plane. The
realist may also desire to improve actuality, bub he uses a negative method
by showing the folly and tho unpleasantness of things as they are. The
difference then, depends more upon the writer'!s point of view than upon
anything inherent in the subject or object contempleted.

There are a number of elements which the romanticist uses in order
to furnish a means of escape from the commonpleece realibies of dally life.
He may creabe abtmosphere by sebbting the story in the remote past or in
regiong far away. /The romanticist does not recolleot or abttempt to re-
construct the past as it actually was, but fashions it anew as it ought
to have been from an idealistic viewpoint. He of‘ten uses improbable plots
and events, becsuse their very nature provides an escape from thse casual-
ness of everydasy life, Some of the incidenbts of romantic plays are impossible
and they therefore carry the reader even farther inbo the realm of dreams
end fancy. There the atmosphere is enriched by the presence of certain
gualities which tradition has assigned to the domains of romance; golden
hair, roses and moonlight, nightingales and larks, balconies, the riches
of the orient and feudal castles. Poetry and poetic prose are the appropriate

means of expres 'for creating and sustaining the romantic mood. Fancy

dreams, and visionsmprovide an opporfunity for imaginary experiences thatb
can havpen only outsicde the limitations of reality. Charsecters are extra-
ordinary persons endowed with heroic qualities that make them unlike people
in tho world of everyday ovents., Ghosts, fairies, angols, sprites, demons,
and spirits may all appoar as charactors. Inanimete objects sometimes act

a8 oharacters, or are imaginatively endowed with human characteristics in



the minds of bthe persons in tho plays. Unselfish, idealized love is
anothér romantic element. Sentiment also is froquently found in romantic
jp].ays; Mysticism is used in numerous iﬁstances. Superé’ci’cion is always
accorded sympabhetic, spproving treatment by the romenticist.
Romenticism, in its various manifestutions, reflects the reaction

to too persistent a devobtion to realism. ZExpressionism is the final phase

in this revolt. The expressionist is not bent upon depicting objective
reality. He wishes only to render an inner significance. IIe tells a

story which is intended to illustrate some mood or fancy of his own. Ie
cares nothing for the probability of his events. Therefore his final
result may be wholly fantastic and his characters mere symboels of abstract
:'dess:asf.4 Expressionism is considered in this thesis only when it appears in
the works of the mejor dramatists and insofar as it conbains the elements
of romanticism,

The dramatists will be discussed in order according to the country
from which they come begimning with Rostand in France, then proceeding to
limeterlinek in Belpium, Hauptmann and Sudermenn in Germany, Ibsen in Norway,
Strindberg in Sweden, Barrie in Scotland, Dunsany and Phillips in England,
Yeat; in Ireland, D'Annunzio in Italy, and O'Neill in America,

In the consideration of each dramatist the chronological order will
be followed. A summary of the plot of a play will be given in cases where
that is necessary to show its romanticism. Quotations that illustrate certain
pointas in the drama will be used. Comments from cribtics will also be used

wherevar they apply. A summary of the findings in the study of each dramatist

4 Frank Wadleiph Chandler, liodern Continental Playwrights, op. cilt.,
PP- 385“5. '




xi

will be placed at the end of each chapter, and a general assembling of

the results of the entire study will be given in tho concluding chapter.



CHAPTER I
EDMOND ROSTAND

That Edmond Rostand is predominantly a romenticist is very evident

in his six best~-known plays: The Romantics, The Princess Far Away, The

Woman of Samaria, Cyrano de Bergerac, The Eaglet, and Chantecler. All are

written in verse, a fitting medium for the expression of that romentic
idealism which is characterisbtbic of th‘e spirit of Rostand. In plot, sebbing,
and nmood, he is successful in cremting a realm of beeuty, fancy, and dreans,
where his reader or his audience may escape for a time, from the irksome-
ness of every=-day existence. Here Rostand ’displays a skillful use o,f' the
traditional abtribubtes of romence--~the stranre, the marvelous, the unex-
pected, with lovely ladies and gallant men, moonlit nights, flowers, night-
ingales, and wonderful castles. '"He reaches the vertiginous heights of
sublimity, heroism, self-sacrifice, and adds to the Genius of Romance the
Genius of Humour."t |
Edmond Rostand is the outstanding romentic genius of the modern ~
theater according to D."Lckinson.2 And Jameson expresses a similar opinion.
There is one dramatist smong the moderns in the full ‘Romantic
tradition. . . . + While Wabturalism pasps in the gutter, and Resalism
wastes its last strength in spasmodic energy, M. Rostand sings to

himself in a forgotten isle of romaunce, sings for the sheer joy of
singing. . . . . Let us examine the quality of his song. It is

1 yilliem Lyon Phelps, Essays on Nodern Drematists (New Yorlf The
Maomillan Company, 1921), p. 268.

2 Thomas Dickinson, An Cutline of Contemporary Drame (Cambridge:
Riverside Presa, 1927), p. 210.




magnificiently sentimental, resclutely romentic. M. Rostand is &
minor poet, but he sweeps the border of falryland for brilliant
imeges, The atmosphere of fantasy is complete; dramas pass in &
marvelous countrys; the ground is a mosaio of flowers, the sky has
‘the lazy brilliance of high noon; love here is hot, courtly, all-
absorbing, and chivalry the measure of manhood. Over a strange
story he flings the glorious veil that is to hide its deficiencies.

He wraps h%mself in the romantic, disguises himself as a natlive of
fairyland.

Mary Arms Edmonds has ‘this %o say on another phase of Rostand's

romanticismy

is

Although he himself would be the first to disown any direct
intention to point a moral or preach a sermon, the most casual
reader can hardly fail to realize that his entire work is simply
the expression, under however varied phrasing, of an intense be-
lief in the beauty and value of ideallsm—=the golden vein running

“thro the world's dross and which alone can make the joy and ‘the

inspiration of living. Again and again he bids us realize that
"Above a roof
A cohimney pot,
And over you and me, ’
‘ Above the humblest working day--"
there 18 always
"A sky as pure, & sky as wide
As ever sky of Sieily";
and that the ome irremedisble tregedy is to keep our eyes so per-
sistently on the street that we lose &ight of the blus.

Rostand's own comment on the idealistic funetion of romanticism
interesting:

The true wit is that which lends wings to enthusiasm. ..., ‘
And this is why we need a drama through which, exalting lyrically,

moralizing with beauty, consoling with grace, the poets shall be
able without doing it on purpose to give lessons in soul. This

3 Storm Jameson, Modern Drama in Burope (New York: Harcourt,

Brace and Compeny, 1926), p. 246.

¢ Mary Arms Edmonds, "A fisher of the moon: an appredation of

Edmond Rostend." The Forum, LI (April, 1914), 600.



is why we need a drama that shall be poetic and even heroic. The
personeges of the drame are .... lntrusted with the duty of taking
us out on a hollday from this ebternal college which p.s life==taking
us out in order to give us courage to go back again I

He called his first play Les Romenesques, which is translated The

Romantles or The Romancers. Its 1iteral meaning is The Story-Book People.

And the setbting is as romantic as the title, for Rostand says that the

| action may take:place anywhere provided the costumes are pretty. Cunliffe
and, De “Bacour‘t suggés,t that having a prominent place in the setting occupied
by "A Wall" is evidently borrowed from the burlesque of romance in A Lid-

summer Night's Dremc‘n.6

'~ TWhen the drama opens Percinet is reading a love scene from Romeo
and Juliet to Sylvette, and he shuts the book to remark:

~ "So, %ill to-morrow,' I will close its cover
" And make of Romeo & living lover."’

They see a similarity between the plight of the lovers in the story
to ‘their own ¢amse since thelr fathers have preten&ed ‘to be enemies in order
to foster the passion of the precious pair, and bring about a romantic
marriage that will unite the two estates. Ignorant of their father's
scheming, the optimistic Sylvette suggests “Healing of hatred from our love

mey fl ow. "8

5 Tbid., p. 604.

6 Pierre Do Bacourt and J. . Cunliffe, French Literature During
the Last Half-Century (New York: The Maomillan Compeny, 1027), De 222

7 Henderson Dangerfield Norman, translator, Plays of Tdmond Rostand
(New York: The Macmillan Compeny, 1921), I, 4.

8 1bid., p. 6.



The fathers arrange with the romantic villain Straforel for an
a.bduotién from which Percinet may resocue Sylvette and bring the parents!
desires to a happy conclusion. Straforel is a speclalist in abductions and
can supply ail kinds.

From & common ruction
To the highest, sir. Imagine an ebduction,
Two men in black, vulgear kidnappers, creep
Up in & cab. That kind comes very chesap.
Next, night abductions. Those by day cost more.
Pompous abduetion with a coach and four,
And lackeys curled end powdered.--Wigs, I figures,
Are always extra.,--Eunuch, mite or negro,
Sbirro, brigand, musquetaire,--in courses;
There's post abductions, two horses; three, four horses,
One can augment ad libitum the number;-=-
Top~-chaise abductions, always rather sombre;
Abduetions in a bag,~-burlesque. Then talke
Romantic ones in boats.--Calls for a lake.
Venetian goéndola takes a lagoon!
Abductions by the pale light of the moon!
- ==Moonlight comes high, sirs, but it is good form.--
Abduction sinister 1it by a storm,
Flashing of lightning and of steel,-=-quite grim,
Mantels dark-hued, plumed hats with spreading brimg
Abduetion, country-style, one for the city;
Torch-light abduction,-~thalt ona's rather pretty!
The masked ebduction, strictly olassical;
There's one to misic, suited to a ball;
The sedan~chair asbduction msekes a stir,
That's gayest, newest, most distinguished, sir.”

The delighted fathers agree to a sort of combination abduction with
all the extras to give the chlldren the romance they ask. The abduction--

and the resoue=~coms off as planned, and the violins strike up a dramatic

tremolo as the bravos flee.
Later when Sylvette discovers the truth, she descides not to tell

Percinet, but he finds Straforel's unpaid Hill., Disillusloned the lovers

° Ibid., pp. 15-16.
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gquarrel, and Percinet goes off to seek real adventures. Finally, realizing

tha’c‘ the romance he\ seeks is only to be found in the paternsl garden with
Sylvette, he comes back and they agree that "Poetry is in the heart of Tovers. "0

The entire drama is in verse, and the lover's conversations especially
go far beyond ’chp ‘corr;monplaoe lovel of every-day t&lk.

The following is t@ioal of many of Percinet's speeches

This evening, my first tryst. O hour to bless,

The soft breeze rustles like a silken dress ...*

Gray twilight hides the flowers ... tears fill my eyes.
Oh, Hidden blooms, your perfumes sweeter rise!l

Tall tree, a star ensilvers thy great dome! 1
Whence is this music? Lo, the night has coms.

‘In his next play, The Princess Far Away, Rostand's "exaggerated

idealism was too.far removed from reality to awake any general response” .12

Yet it haes & strong appeal to the romanbtic reader or spectabor.

"Its keynote", another critic points out is "the regenerative and
gpiritually quickening power of :‘Ldeta.l::'.sxm."l:5 .These lines from the play
illustrate the thought just expressed:

No, Lady. Love is holy. 'Tis God's road.

Who dies for love dies in the grace of God,

Joffroy Rudel, our love knew heavenly things.

Our meeting souls have touched each other's wings!

I goe. My Dream was truth. I found my Star.

Grace, Lord of life! Grace, lelissinde! ... There are

10 Ibid., p. 55.
1 1pi4., p. 10,
12 pierre Do Bacourt, end J. W. Cunliffe, op. oit., p. 225,
13 Mary Arms Edmonds, op. cit., p. 602,

* The three dobs sppear in the original to indicate pauses. Four
dots as elsewhere in this thesis indicate an omissione




So many whom the froward fabtes betray, ...

Who never find their Princess far away!

o +» o o« Bobter to part when hearts are fresh and fond

Then see it fade,--the freshness of the bond.

o« o + o Wl two will never know a graying glory:

The Adored will never be an oft told story.

Still, still afar, who could from far adore,

When thy eyes close %o open nevermore

Thou'lt see me always, wrapt in light sublime,

For the first tims,--forever the first time.

.« « » Thou diest, blest of God! L%

The plot and the setting, as the title indicates, are quite romantic.
For that reason a brief summary of The story follows:

The troubador, Rudel, has fallen in love, by hearsay, with the lovely
Melissinde, a princess of Tripoli, For two years he worships this fair
lady, whom he has never seen, and praises her in sf)eech and song. Tinally
he decides that he mmst see her if only for a moment. So he organizes an
expedition to sail to Tripoli. The gallant crew sulfer many hardships, but
they keep up their courage by speaking of the far.away princess. VWhen they
reach the end of their journey, Rudel is too ill to leave the ship, so he
sends his dearest friend, Bertrand of Allamanon, to Melissinde with his
messages of love. Melissinde has heard of the troubadoy Rudel, and knows
some of the poems he has written to her. So when the handsome Bertrand
comes and kneeling before her repeats some of Rudel's verses, she assumes
that he is the poet and loves him at once, Bertrand then is in a very try-

ing situation, for as a messenger of his dying friend he finds himself in

love with the very girl whom that friend has so long adored.

14 p1ays of dmond Rostend, op. oit., pp. 157-38.




Melissinde admits that she has loved Rudel, but now she loves
Bertrand, and she asks him no longer to plead Rudel's csuse: "You'll cease
tp plead, lest my will bow before youl"l5 He strugples menfully apgeainst
the teﬁptation to abandon duty for love, but he finally yields and decides
not to return tq Rudel. A short time laber believing that Rudel has expired,
Melissinde and Bertrand are shocked into consciousnsss of their selfishness,
and Bertrand bltterly condemns himself as a traltor. Then they learn, how-
ever, that they had misinterpreted the shouts of the people outside, they
hurry at once to the ship and the still waiting Rudel, who, refusing to
listen té reports of Bertrand's brief disloyalty, dies in the lady's arms
content that he has finally attained his ideal, |

"Althngh, humanly speaking," Chandler comments, "Bertrand might
have married the ledy af'ter a proper neriod of mourning{ he departs for the
Crusades, and she withdraws to a nunnery". 16

This unusual conclusion, and in fact, the whole story serve to
illustrats Hamilton's statement that Rostand took no interest in the
fashionable drame of the day--the drama of realism:

This play, he seys, has nothing to do with the nineteenth

century end still less with the twentieth., It has nothing to
do with anything that seems important to most people at the
present time. But it has picturesqueness, it has charm, it

has the forlern loveliness of longing for ideals long ago and
far away.l

16 1pid., p. 118,

16 yrank Wedleigh Chandler, lodern Continontal Playwrights (New York:
Harper and Brothers, 1931), p. 231,

M Claybon Hemilton, op. cib., p. 0.
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Although Rostand's next play, The Woman of Semaria, was "bound to be
a failure on the modern stage",l8 and, "“from the literary viewpoint can be
reckoned ag a i‘s.ilu:r‘e"19 1t, like all his other draomas, bears witness to his
perennial romantic spirit. His paraphrasing of some of the plain Bible stories
into foréeful, yet simple and dignified postry is done so skillfully that Hame~

ilton compares their music "to the throbbing of some great cathedral organ

that shakes you into sanc’city."zo

The following story is a typical example:
A certain man
Went from Jerusalem to Jericho.
Robbers waylasid him, stripped his raiment off,
Wounded, and left him so.
The echoes seemsd to scoff.
He lay, half dead.
His wounds geped sore and wide.
A priest came hy. Seeing the ground so red,
He ohose the other side.
A Levite came. He saw the dimming eye.
He, too, passed by.
By the same road, came a Samaritan,
He saw the man: ;
Fllled with compassion, hastened to his side;
Poured oil and wine %o stanch the wound so wide;
Lifted him gently, set him on his beast,
And let him ride, ,
And lest his mule should stumble in the least,
He walked beside.
He brought him to an inn, put him to bed,
And when the dawn was red,
Said to the good man thers,
"Let him have every care
When I go hence,

18 Pierre Do Bacourt, and J. W. Cunliffe, op. cit., p. 226.
19 Mery Arms ldmonds, op. oit., p. 594.

20 (layton Hamilton, op. oib., p. 32.



Here are two pence.

And what bthou spendest more, will I repay."

And so this--heathen--went upon his way.

Thich, Tthink you, of these three,

Look in your hearts eand see,--

Was, in God's sight

A neighbor ‘to this man--

The pirlest, the Levite,

The Samaritan?Zl

The author did not call this piece "a play in three acts"; he called
it "a sermon in three pictures". The theme is the mystical one of the
search of the humen mind for the divine--for present happiness through un-
selfish service, and for eternal life.

The first, and third acts take place at Jacob's Well near the town
of Sichem in Samaria. Vhen the play opens it is night--beaautiful, clear,
and sters are shining.

Near the well, in the black darkmess of the vaulted arch, a

vast phantom, with the white beard of a centenarian, leans whitely,
on a staff, A second phanbom as huge, as white, stends motionless
on a step. A third, like the other two, with the same white beard,
the seme shepherd's staff, advances mysteriously.22

These phantoms are the shades of* Abraham, Isaac, and Jaccb. Their
appearance at the well of Jacob seems very appropriate, and they speak
reverently of, He that shall come--"the world's Desire."%%

Duririg; the first act the women of Samaria, Photine, encounters Jesus
at the well and is converted to become one of his followers. This happens

very maoh as in ‘the real Biblical account except *that certain romantic

details are added. The woman sings a love song as she comes, and she uses

2L Pleys of Bdmond Rostend, op. oit., pp. 167-58,

22 1pid., p. 145.

23 Thid., p. 147,
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the Jar of wabter as a looking glass while Jesus reflects:

In the cool water, empty smiles she flashes,
Admires the dyes upon her sweepinp lashes,
Looks st her nails whereon a few drops fell,
~-And the world's Saviour waits beside the welll . . . &
She is going--type of poor humanity . :
That almest finds the Way, but heedlessly
Choosés the by-path.24‘

The following is representative of the simple, yet prophetic and
earnest speeches of Jesus which so impressed the woman:

All words of love must speak ab last of lle.

One must to Me the halbting words address

To know the fullness of %their tenderness.

The love of Me comes always to a heart

Where lesser, human loves have had a part,

In the old lamp, = newsr light discloses,

Makes fadeless garlands from life's fadeless roses:
Lo, I make all things new.25

Photine hurries to Sichenm to‘ herald the words of Jesus, and reburns
to Him with a great crowd to whom he kindly spesks. In the crowd are many
children whom Peter orders away when they begin to dance and sing. But
| Jesus speaks:.

Forbid them not. You know not what you say.

T love their heppy songs, their motions free.
- Suffer the little ones to come to Me.

Wateh but that baby singing as she skips

And hark to wisdom from an infanb's lips.26

24 1pid., p. 168.

26 1bid., p. 169.

26 1pid., pp. 201-2.
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The play closes with a poetic version of the Lord's prayer repeated

by the transformed Photine to which the orowd reverently responds "Amen."

Tor the hero of his next play Cyreno de Bergeras, Rostand found

inspiration in the careor of an actual soldier, philosopher, and men of
letters born in 1619 and distinguished alike for his. great ncse, his feats
of valor, and his skepticism. It had been the role of the historical Cyrano
to assist others without profiting himself, and Rostand was abtracted by |
his unselfishness in love which contrasted sharply with his arrant egotism
in other relations, as well as by his beauty of soul in contrast with his
grotesque physical appearance. From such elements Rostand comsbructed an
altogether original play "“employing every dramabic device known to romantic
art .27

Cyreano loves his cousin in secret. But Roxene does not even cﬁnsider
him: as é lover becsuse his unabtractive physical appearanoé obscures for
her his cherming mind and noble soul. She admires instead ths handsome
Chfistiam, but his slownesg of speech irritates her. She expects to be
courted with passionate ardor and eloquenf, poetic‘speeches. ihis sort
of discourse comes naturally to Cyranc so he uhéeifishly puts his own wishes
aside and woos Roxane for Christian., He arranges the wédding as well. Later
" on ‘the battlefield Cyrano doces his best to probect Christian, and writes bhe
letfers which are sent to Roxane from her husband. After Christian's death

Cyrano still loves in seoret rather then disillusion her. Years laber when

27 piorre De Bacourt, and J. ¥. Cunliffe, op. cib., p. 227.
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Cyrano is dying, he reveals his secret as he pretends to be reading the
last letter he had written her in Christian's neme., The very tones of his
voice, and the lact that he cannot see the letter make Roxane realize the

truth, But he will not admit that he has loved her, and he dies "with a

jest ot his lipss."z8

The charm of this play is due in part to its improbebility. It is,
indeed, a romantic escape from reality. The first sct with its animation
and picturesqueness immediately establishes the seventeenth.century atmos-
phere with its insolent noblesse, its soldiers, its bourgeoisie, its pro-
fessional cut-throats whose swords were at the service of the highest bidder,
its pickpockets plying their trade in every public assembly, and its fair
ladies of the court.

The swift action, the unbelievable feats of valor, the impossible
journey of the heroine into the besieger's camp bearing Rabelaisian
good cheer, the improbsble self-effacement of Cyrano for fourteen
years after the death of his rival,--all are as delightful as the
strokes of fortune in a fairy tale. And, unlike most fairy tales,
this play supplisés a humen character which, however exaggerated,
appears not unreal. For Cyrano somehow lives and is lovable, His
bluster, his fire-eating, his wit, his fancy, his denial of self,
constitute a strange mixbure. He who resigns his lady to another
less worthy than himself is not only no prig, but a devile-may-care
adventurer, blessed with rare humor and faney, one who, except for
his nose, might himself have borne off the prize.

As for Christien, he arouses a certain contempt, owing to his
readiness to profit in love by another's service. He seems lacking
in honor as well as in brains. Roxane lives chiefly to be adored.
She is merely the capriciocus, vain besuty, knowing no sseriocus
passion until Cyrano's letters arouse it, after her marriage to
Christian., She and Christian and Cyrano are the folk of romence,
and so are their minor fellows, from the roistering captain of
cadets to the poetical pastry-ccok.2?

28 Frank Wadleigh Chandler, Aspects of liodern Drems (New York:
The Lacmillan Company, 1914), p. 54.

29 1pid., p. 55.
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Romantic in charaoters and theme, Cyrano de Borgerac is romantic,

a5 well in its sibualions and poebry. This creation ol theatrie and im-
probeble scenes accompanies quite appropriately the character of Cyrano
‘with his admiration for the beautiful gesture. Ie coolly fights a duel
while composing a ballad which he recites to tho admiring spectabors.
His words fit with exbtraordinary precision every unexpected detail of the
fight. With the last line of ‘the poem, he hits the wviscount who falls and
is carried out by his friends, while Cyrano bows gracefully amid hearbty
applause and a shower of flowers and handkerchiefs, Obviously theabtric
also is Cyrano's defying ‘the actor, liontfleury, to zo on with the play.
Vhon the audience protests Cyrano challenges the whole crowd, but there
is absolute silence. Romantic ten, is tho scene where he zoes to his rivall
ald, wooing Roxane, who leans from hor balcony, sceine in the mooﬁlight the
fair form of Christian, but listonin; enraptured to the fair phrases of
Cyrano, "Here, as in the episode that ensues, Rostand's poetical power,
his wit, and his imegination are at their best."so A few lines separated
from their context can give, of course, merely a surgestion of the drdmatic
_power and lyrical beauty of the whole passage:

Cyrano: Caertes, thiz feeling,

Joalous and terrible and all-revealing,

Is love, It has the sadness and ths might

Of love. Yot selfless. ZSell drops out of sipght.

For thy least rood T would pive all my ownj-=

Aye, though thou knewst it not,--content alone

If some day, from afar, I heard ariso

Thy lovely laughter from my sacrifice.

Thy plances firoe me holier heiphts to win,

Wew walor, highor truths. Dost thou beogin
To comprohend my love? Ah, canst thou marl

30 1bid., p. b4.
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How my soul reaches . . . reaches . . . through the dark?
Truly this evening is ftoo fair, too swoet !
I speak, you lisben, and our spirits meet.
It 1s too mich. Iy hopes leapt not so high
Yot in my maddest moments. Let me die!
My life is perfected! Iy spoken word
Has made you tremble like a swaying bird

~ Among the boughs,=--a leaf among the leaves.
For thou dost tremble! Lo, my heart perceives
The trembling of thy white hand on the wvine.
The jasmine bears it. See, it reaches mine,Sl

Cyrano on seeing some one apprtéach who would separate the lovers
sends them off to be married, while he inbtercepts the intruder by dropping

from the limb of a tree and talking exquisibe nonsenss as he pretends to

have tumbled from the moon:

I came,--your pardon,--through a waterspout,
Cloudburst, that left i1ts spray. I have journeyed, sir,
My eyes are full of stardust. Ha, . . . this spur
Caught in a comet's tail. This golden tinge.

LHe brushes his sleove delicately.]
Here, on my doublet, is a meteor's fringe.

e & & & & ¥ s 6 B 6 & 2 s 6 0 e 2 2

I mean to write my travels in a book.

These stars entangled in my mantle,=-look, --

When I've recorded all my diverse risks,

These captured stars shall serve as asteriks.

{fhe other's attempts to interrupt so he can hasten on
his errand, Cyrano pretends to take as inbterest in his
story.]

You would learn,--'tis reasonable enow,-~-

From one who has been there, if it's made of gheeso,
Or if folks live there natural as you please.v

Even the last great scene, the death of Cyrano, seems studiedly
theatric. The audience is purposely' kept aware that Cyrano is no ordinary
hero--he 1s consciously idealized. Yet this play has an appeal that has

never failed to captivate an sudience. Part of this appeal is due to the

8l Plays of Edmond Rosband, op, cit., pp. 295-96.

32 Ibid., pp. 304-5,
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fact that Cyrano is an incarnation of all the heroic qualities which the
average auditor would like to possess for himself. TFor, Phelps declares:

No man has a soul so dead that it cannot be stirred by E%i’l:'%'r}'g.
Its combination of lyrical beauty, passion, wit, sontiment, humour,
enthusiasm, tragle foroe, pathos, united in one divine tramsport of
moral beauty--the Soul! . « . . And in the autumnal gerden, amid the
+falling leaves, and the c¢hill of deabth, we hear the volce of that
which alone 1s as sublime as the stars,~-the human spirit.3%
Vhet matter if Cyranb die from the treacherous blow of an
unseen enemy:s He has fought and triumphed over enemies more
potent-~hatred, hypoorisy, avarice, To the champions of common
sense he mey seem absurd; yet he holds sway over the hearts of
all who are romantically inclined, since he unites so effectively
the charms of d'Artagnen and Don Quixote .54
One important factor, of course, that caused Rostand %o create
the unusual character of Cyrano is that the part was written to give the
great actor, Coquelin, a chance to do everything in his repertoire in one
evening. Ie could play all kinds of comedy, he could read, he could make
love; and he was one of the few comedians who could die., So Rostand end
Coquelin sought for a part that would give this versetile actor the
opportunity he sought,=~-"to make love, to be poetical, %o be gallant, to
fight a duel, %o play a battle soene,"55 to recite noble passages in thatb
incomparable voice of his, and finally to die. Thus the character Cyrano

who does all these things, so unusual in one man, is necessarily one of

the most romentic in literabure.

Rostand's next play, The Laglet was elso writben with Coquelin

in mind. It is different from his other romantic plays in that its theme

58 Williem Lyon Phelps, op. cit., p. 273.

84 Frank Wadleigh Chandler, Modern Continentel Playwrights, (New
York: Harper and Brothers, 1931), T+ 208,

35 Clayton Hamilton, op. oib., p. 34,
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is neturelistic. The theme is the conflict betwoen the individual and fate--
fate composed of heredity end enviromment., In manner, however, the play
is highly romantic.

- The time of the play is 1830-183% whioch is far enough awey from the
present to be unknown except through history. The story exhibits the fail-
ure of the Eaglet, Na{aoleon's son,to measure up to the greatness of his
father. . The boy who inherits that father's ambition is heir as well of
Austrian’i'railty, through his foolish mother, the Archduchess lMarie Louiss.
Although Duke of Reichstadt, Franz' is held wvirbually a prisoner at the
Austrian court where lletternich keeps him surrounded by spies. The boy con-
trives, howeirer, to learn the history of his father's achlevements through
counter ‘conspira‘cors and prepares by their aid to regain his lost throne.
But, weak in body, and lacking the decisive qualities that meke for an
efficient leader, the Eaglet hesitates because he fears his falr ocousin,
the Countess Cemerata,may lose her 1life in aiding him to escape. This
hesitancy causes the whole plot to fail, for the Duke and his men are cap-
tured by the Austrian police just as the Countess's reproaches at the delay
haw once more inspired Franz to proceed. Left alone on the battlefield of
Wagream where his father had once foughbt, the Duke has a vision or dream in
which he sees not only the dedd body of the romantio grenadier Flanbeau
who had dared all for his sake, but also the spectral victims of his father's
ambition demending his atonement. He sees in his own suffering expiation
for theirs:

Iy agony has put their 1380 to rout,
The groans are stilled.

36
Plays of Bdmond Rostand, op. cit., IT, 187.
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And he dies in a pathetic last scene surrounded by the court,

Another evidence of the romantic spirit of The Eaglet is its groatb
number of artificlal, theatric situations. There are so many coincidences
that nearly the whole line of" action seems quite improbable., Thus Metter-
nich has just remarked that there is no harm done as long as the shouting
for Napoleon is done in 'l:heater‘s when eries of "Long live Napoleon 1“57 are
‘heard outside. As Therese reads the line, "Courage! Descendant of a race
diviné 1"38 'b‘he Duke erﬂ:ers. The Duke has just made terms with his grand-
fa'bhér, "bhe Fmperor, when letternich comes inbo the room. Metternich
addressing himself to Népoleon's hat says:

Tndesd T think mayhep

IrT sho?ld turn . . . Ifd 560 o, « » 8611l w%gching S0

A grenadier who puards his threshold + . . "
and 'bufning; he sees Flambeau in his grenadier's garb standing in the moon-
light. Theatric too, is the socene where Flambesu tries to make Netternich
think he is dreaming, and that before the great mirror when Netbernich with
a sort of hypnolic power causes the frightened Duke to see in his own re-
flection the phantoms of all his ill-fated ancesbtors untlil the boy selzing
the heavy silver sconce with a maddened gesture strikes the mirror. "(He
strikes furiously; the mirror falls; the candles go out; darkness; the

crashing of shivered glass; the Duke hurls himself back with a shrielk of

87 Plays of Edmond Rostand, op. cit., II, 17.

38 1pid., p. 20.

39 1pid., p. 93,
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n4o " 4:1 Of

of triumph)., Flambsau's stabbing himself “to grow another Cross

honor and to escape arrest is also dramabtically effective.
Another scene in which imagination runs riot 1s the Duke's dream on
‘the battlefield of Wagram.
The coming-alive, as it were, of the whole vast plain before
 this boy who, heir to its glory and its tragedy, has just seen his
hopes of a tangible inheritance done to death; the voices that rise
of the thousands who died to give Napoleon victory; the groans and
lamentations of the wounded that change into a song of triumph--"the
pardon for the glory's sake"--as the Duke offers up himself and his
ambition in expiation, this as a conception is tremendous; it has
the grandeur of Gresk ’bragedy.42
To those interested in a romantic story the granting of the people's
petitions by the benevolent old Emperor is an sppealing scens. %hen a shep-
herd of Tyrol asks that his lands be restored to him, the Emperor assents.
Then comes & surprise! For the shepherd is none other than the Duke of
Reichstadt whose land is France. Something of the charm of ‘the poetry of
this play is shown in the Duke's pleading on this occasion:
It's never hest to trust a second thought,
Bid your heart spesk; it led you well before,
And what a pretty tale: an Emperor
To spoil his grandson, changed the big world's map
And for an extra feabher in your csp,
To say,--quite carelessly, as if by chance--~
"This is my grandson, Emperor of France I'43

Another evidence of Rostand's romantic treatment of this story is

shown in the care with which he creates the desired abtmosphers. Tor act

40 14,34., p. 118.

41 1vid., p. 179.

42 Mary Arms Edmonds, op. cit., p. 695.

43 Plays of idmond Rostand, op. eib., p. 93.
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three the directions ‘describe the creation of a lovely sunset scene with
the throne surrounded by peocple. In the next act the curtain rises, %o
the murmur of flutes and vioclins, upon a fairy scene in the Romen Ruins
of the Park of Schoenbrunn. These are pictured in great detail. In the
same mannor thé setting of the battlefield suggests a place where events
of momentous significance have Ytranspired. Here the great Napoleon fought !
Nowhere throughou’c the play does the atmospherse or setting approach the

commonplace in life,.

Tn his next great play, Chantecley which came out in 1910, Rosbtand
gave ‘the world a satire of contemporary soclety in romantic gulse.

"In this his last utterance on the stage « . . . " says Phelps,
"Rostand held fast to the romantio conception of 1life which was the centre
of his thought."**

Jameson's comment on the romanticism of Chaptecler contains a some-
what derogatory note. She feels that

A fantasy too aggressive tears the mantle, and romance

approaches dangerously near pantomime. Chantecler is indeed
across the border; its fantasy, a grace only half-nabural,
turned to exagpgeration and mannerism.

According to another critic:

~ « . . . it is in Chantecler that we get the most definite
exprossion of certain significent elements in Rostand's thought.
A thorough "romentic" himself, he holds that the romance lies in

the individusl soul, not in the outward event. To him life pre-
senbs itself as a glorious and wonderful experience quite inde-

4% wi115am Lyon Phelps, op. oit., p. 229.

45 storm Jameson, op. cit., p. 217,
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pendent of any epparent limitations of place and circumstance.

He would have us beliesve that there is nothing commonplace, thers
is nothing mean, unless we choose dully to go along with oyes
closed to the dally miracles, and that it only mneeds a sense of
all that is in end around and beyond what we see in the world,

to make of the quiebest, most circumscribed existence a thing of
throbbing interest. Closely allied with this is the other leading
motive of Chantecler~=the cosmic importeance of the individual 1life.
« + « » Faithfulness to the trust that is bestowed on us at birth,
with a proud and glad appreciation of its potentialities-~this is
the lesson taught by the Cock who thinks that his song brings the
day into being. '

Chandler would have us believe that Rostand used birds and beasts
for charseters as a deliberate ¥Fomantic devico.
Rostand wished to compose in verse a romantic play; but con-
ventional garb for his characters seemed hopelessly unromantic.
One day, in watching the animals of a barnyard, he conceived of
using them on the stage as the analogues of men and women. His
ocreatures are only convenient symbols; therefore, like the beasts
of La Fontaine or the birds of Aristophanes. They in no waey ad-
here to the truth of animel life.%7
Rostand saw that he might present the creatures of the barnyard
as symbols of the fine folk of Paris. Here Rostand's characteristic
philosophizing involves & study of the relations bebtween men and women,
and of the states of soul of an egoist, who passés from self-satisfaction
to self-distrust.
Chantecler believes that his splendid crowing brings the sunrise
to the world. He is content with his great work despite the jeers and
the scorn of the skeptics of the barnyard. In the forest he hears the

Nightingale sing and realizes ‘that his own song 1s much inferior. In

order to show him that the sun can rise without hls summoning 1t, the Hen

46 Mary Arms Edmonds, op. ¢it., p. GO0,

7 Frank Wadleiph Chandler, Aspocts of lModern Dreama, op. oit.,

p. 88,

tﬁ,
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Pheasant keoeps his eyes covered with her wing until the sun appears. At
first Chantecler is very sad because his mission scems useless, but he
decides that at least he can annouﬁce the day.

The poetry of this drama differs from that of Rostand's other plays
in its many short speeches, and its use of wit, puns, and slaﬁg.a'rhere are
of course passages that are superbly lyrical, but 6ne does not get the gen-

eral impression of beautiful poetry that overwhelms us with its music in

Cyrano de Bergerac. By the use of poetry Rostand adds a romantic glamour

thet prose could not create, That he could achieve infinite wvariebty within
the bounds of poetry itself is further evidence of his penius as a romanti-
cist,

In Chantecler the descripbion of the barnyard in the first amct is
given in poetry. Of course an audience would see the barnysrd laid out
accqfding to Rostand's plan, and would miss the novelbty of stage directions
giveh in verse. This 1s not true of the reader, however, and for various
reasons it is to.the reader that the pley has most appeal. For, in Chantecler,
Edmonds points out,

We have an allegory worked out with exquisite poetic feeling

and under forms which in reading the imagination accepts without
any sense of shock, Once, however, promenasde the Cock, the Hen
Pheasant, the Dog visibly before our eyes, once let us hesr them

speak their lines aloud in ummisbtakable voices of men and women-—-
the illusion is gone, and with it the whole effectiveness of the

pley's meaning and eppeal .48
Accepting the play as a delightfully clever story, the reader need

pay no attention to the significance of the symbolism and satire, for in

this play those lie outside the realm of romance. The story as it is

48 Mary Arms Edmonds, op. ¢it., p. 595,



22
literally given seems to have happened so long ago that it may be looked on

a3 a legend or a fairy tale.

Some of the romentic elements of aoct four may be considered as repre-
sen’cative of those of the whole play. It has an alluring title "The Wight
of the I\Tlgh’clngale". The stage directions, in poetry, of course, slkillfully

create a romantic atmosphere:

THE SETTING
The Heart of the Forest

A green asylum for a heart deceived.

Shadow that quiets, and a peace that grows

To healing, where the giant oak upthrows

His crook-backed roots, apainst the dark relieved.

Here squirrels scuttle. Darting rabbits cross
To burrows where the lusty colt's~feot grows.
Its pearly tents the mushrcom village shows.
An acorn, noiseless, falls upon the moss.

Evening. A spring. A bind-weed, World's eclipse.
Prom tall, osmondas to pale heather tips
The spider's graceful web is thrown and wrought.

Within its mesh, a perfect drop of dew,
Convex, unbroken, gleems the darkness through,--
A little lady~bird in crystal caught.

SCENE I

(As the curtaln rises one sees in the underbrush, hali’-hldden,
rabbits drinking in the evening. A Toment of silence and coolnes s.)‘*

Rebbits, an Invisible Choir of Birds
The prayer of the birds is solemn, pretty, and appropriate.

0 God of Birds! .+ + « »

Who made our bodies light as spoken words;
Who painted Thy blue sky upon our winpgs;

We thank Thee for the Day, and for ‘the springs
Where from we drenk « « & nb0

49 Plays of Edmond Rostand, op. oit., II, B40-4l,

%0 Loc. oit.
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A summery of the results of this part of the study shows the

following romasntic elements, All of the plays are written in poetry.

An impression of vagie remoteness is left upon the reader by The Romentics

end Chantecler although they are not placed in any particular period of

-

time. Thoe time of The Women of Samaria is the first century, The Princess

Far Away happens in the twelfth, Cyrano de Bergerac in the seventeenth, and

The LEaglet in the eighteenth century. Sentiment has a promiriént place in

The Romantics, The Princess Far Away, Cyrano de Bergerac, The Faglet and

Chantecler. The plots of all the plays are highly fanciful and have many
improbable events. Biblical history forms the foundation for The Women of
‘Samaris but Rostand has let his imagination clothe the facts with romantic

deteils. The chief characters in The Princess Far Away, The Woman of Semaria,

Cyrano de Bergerac and The Eaglet are endowed with heroic qualities and they

have experiences that are very unusual, unexpected and unreal, Birds and
animals serve as characters in Chantecler. The romantic mood of all the
plays is enriched by the skillful use of flowers, moonlight, nightingales,
castles, pirate ships, balcony scenss, beautiful ladies, knights, troubadors,
and soldiers. The Daglet has a vision in which dead men rise and speak %o

him; and silent phantoms appear beside the well in The Voman of Semaria.

Idealized, unselfish love is exemplified in Cyrano de Bergeré.c and in The

Princess Far Away; idealism is also important in the latter. MNysticism isg

found in The Woman of Semaria. The romantic idea of wvictory in défeat is

illustrated in tho fate of the principal charasocters of The Frincess Far

Away, The Eaglet, Chantecler, and Cyrano de Bergerac. Thus Rostand may be

considered a highly romentic writer because he makes use of noarly all the

eloments thet charactorize romenbtbiclsm.



CIAPTER IT
MAURTCE HABT wRLINCK

Among the romanticists of modern drsame one of tho most oubtstanding
is Maurice limeterlinck, Belgian poet, essayist, and mystic dreamer. Into
his plays he has put kprac’cically all of ‘the elements that characterize the
;‘omantic dr‘a.ma. His characters oftten are unreal. His plots are strange,
fangiful,‘improbabie,—-produots of his own romantic imagination. In them
torrifying adventure, legend, dreams, fairy tales, love, beauty and super-
stition captivate the mind of the reader. With an ildealistic philosophy
of lifé, Haoterlinek is concerned about the spiritual world, eager to
preseht spirituél truth unobscured by materialistic actuality. It is the
soul of man with its struggles and suffering that he wishes to depict through
plot and setting. His languape with its studied repetition of words, and its
rhythm oreates tho impression of poetry which always serves to enhance the
romAnbic meod.

Of ‘the eleven plays chosen for study The Blue Bird, The Betrothal,

The Seven Princesses, and Ardiane and Barbe Bleue may be classified as

fairy stories. The Princess llaleine, Pelleas and Melisande, The Deabth of

Tintagiles, and Alladine and Palomides are tragedies vossessing some of the

glamour of Arthurian romance mingled with the berror of the Elizabethan

tragedy of blood. The other three plays, Sister Beatrice, Mary liagdalene,

and Monna y&hna do not bolons to either class, nor do they form a group by
themselves.
At the outset it will be necessary to disouss brieflly Maeberlinck's

philosophy of 1ife, which, critlos agree, is respongible for his peoullar
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type of romentic drame. Smith says:

In Neeterlinck's world the mysterious is the real, the
Mysbery of life is what makes it worth living. Our real
selves are not our bodily selves, jostled about in a world
of material strife, but our inner selves revealed in the
silences. Only when we retire from the hurly-burly of the
world do we begin to understand the mystic forces of Destiny
that govern all life.l

Dickinson's comment is substantially the same.

‘ It follows from his interest in soul that Meeterlinck was
not concerned with the external conflicts of will and passion
that make up the average play. And he was not interested in
character in the accepted sense of the term. For these plays
- truth lay behind characters. In these plays faith is held in
enormous powers invisible and febtal. No one knows their
intentions, but the spirit of the drama assumes they are
malevolent, attentive to all our actions, hostile to smiles,
to life, to peace, to happiness. It is from the necessity of
presenting this esoteric world that lMaeterlinck is drawn to
the employment of the purer medium of the puppet. From this
necessity was drawn, too, Maeterlinck's employment of silence
end implicit suggestion as a complement to the use of words.?

Because he is striving to meke articulate the burled life of the
soul, Jameson believes Maeterlinek's plays are symbolic in their language
and in their characters.® Their romantic spirit is all the more interesgt-
ing because it is the result of an attempt to picture reality--the reality
of man's inner experience. And thus it ié that a study of the romentic

elements in Maeterlinckt's plaeys refers frequently to his treatment of soul.

1 Robert lietoals Smith, Types of Romantic Drama (New York: Prentice-
Hall, Incorporated, 1928), p. 278,

2 Thomas Dickinson, An Outline of Conbemporary Drema (Cambridpes
Riverside Press, 1927), p. 178

5 Storm Jameson, Modern Drama in Furope (New York: Harcourt Brace
and Compeny, 1926), p. 195, .




27
The romentic elements present in each drama are pointed out in the
discussion that follows. The chronolorical order is followed with this

exception: Mary Magdalene (1910) is discussed before The Blue Bird (1908)

86 that the treatment of the latter need not be separated from that of its

sequel, The Betrothal.

In The Princess Maleine, Masterlinck transports his reader immediately
from the c‘on'rmonplace world of everyday experience to a dream region, for the
story happens "once upon a time"--"long ago and far za.way."4 The castle is
situated in a dark and gloomy forest. It has numerous secret passages and
lockéd doors,--doors to which the keys were lost long ago, and the iron bars
bedded fast in the walls. It has also innumerable rooms, and endless stair~
ways, 'bowérs and turrets which no one has enbtered.

Néar%“che castle is a graveyard which Maeterlinek uses to good advan-
ta.g;é in adding horror to the situation. One is reminded of the gloomy,
‘cerrifyiﬁg, unﬁa’cural atmosphere that surrounds so many of Poe's stories,
for Maeterlinck, too, is a master in using places, time, silence, storms
and other moods of nature to intensify terror,-~terror that is so ghastly
and sepulchral that it takes one's breath away.

The play opens at midnight=-e time Ho which great ‘mystery, dread
and superstition are attached. Great clouds threaten rain, and when a
shower of stars seems to fall upon the castle, Stepano cries: "It looks

as though it dripped blood on the castle."s And he goes on to conjecturse

4 Clayton Hamilton, Conversabions on Contemporary Drama (New York;
The Macmillan Company, 1924), p. 169,

5 Richard Hovey, translator, The Plays of Maurice Maoterlinck
(New York: Duffield and Company, 1908), II, 11.
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that 1t seems Heaven is woeeping over the betrothal, that all omens presage
groat disaster. The very fact that the princess' dog is named Pluto has
a sinister significance. And Prince Hjalmar's remsrks add to the general
gloom for he senses that tragedy is approaching the castle.

It rains, there is a burial in the graveyard. They have dug
two graves. « « . « Lhere is not a window but looks out on the
graveyard; it eats into the wvery gardens of the castle: and the
last graves come down as far as the pond. They are opening the
coffing I shell close the window.®

Another time he spesks while waiting in ‘the woods.

.She told me to await her by the fountain I have a wish to see
her in the dusk, . . « » I never sew the autumn wood more weird
than tonight. By what light shall we see each other? I cannot
meke out my own hands,--But what are all those points of light
about me?  Have all the owls in the park come here? Away! Away !
To the graveyard ! back tc the dead! . « . . Are you the guest
for a wedding night? Here I am with hands like a grave-digger's
now -0Oh, 1 shall not come here very often l~-Hark, she 1s coming l--
Is it the wind? Ohl! how the leaves are falling about me now! There
is a tree that is absolutely stripped. And how the clouds fidge%b
across the moon k~Ah ! these are weeping willow leaves that are fall-
ing so on my hands.-~I never saw ‘the wood more gruesome ‘lahan tonight,
--] never saw 50 many ill omens as ‘tonight,--She comes !

Amid such gloomy surroundings, it is but natural to find only morbid,
unheppy persons. The Yittle princess ill and forsaken, deprived even of
the comfort of her nurse's pressnce, suffers untold terrors in a dark room
while a wild thunder storm rages without. ©5he feels that invisible beings
move near her for the furniture creaks, the wind moans, and Pluto howls

dismally.

8 1pid., p. 53.

7 Ibid., p. 71,
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It seems thet all the voices of nature cry oubt in protest ab the
strangling of the innocent Princess lialeine behind closed doors by the
‘wicked Queen Anne. The senile old king protests at her violence, but does .
nothing to prevent her, while a madman grins in at the broken window,

The superstitious servants and peasents awed by the storm interpret
its various aspects as portents of tragic events in the castle. They watch
the castle from their strange refuge in a part of the graveyard. They see
lightning move the cross over the chapel, and a turret fall into the moat.
In terror they rush from the graveyard. A later scene shows that all the
animals have taken refuge in the graveyard! "There are peacocks in the
cypresses. There are owls on the tombstones. All the sheep of the village
are crouching on the graves."8

T’o“ such scenes of horror it is not an unexpected climax when Prince

Hjalmar stabs the qieen, and then kills himself.

Some idea of Maeterlinck's employment of nature in creating the
desired romantic atmosphere has been given in the discussion of The Prin-

cess Maleine, That same effect is secured in The Seven Princesses by the

gloom which the reain and the death of the flcwers produce. This is a
fairy tale in which seven beautiful sisters weary of walting seven years
for ‘the prince, lie asleep on the steps of a marble hall., Vhen he comes
at last, he, the queen, and the king gaze through glass at the sleeping
beauties, but they cannot anboer the room because the door is bolted. Ile |
finally gets in through a secret, subferran@an passape only to find thab

she who lies in the middle is dead.

8 Ibid., p. 170.
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In Pelleas and lelisande the charaocters approach somewhat closer to
being Ilesh and blood creatures then do those of llasterlincl's other early
plays. But they, too, are creatures of a dresm world. The audience has
never known anyone like them,

There is about this play from the oubset an alr of something tragic,
indefinable, an encircling gloom, and the inner soul conflict of the char=-
acters is revealed in a "dialogue of ‘tense repetition and breathless excla-
mation. By obvious shtatements, by constant repetition of words and phrases,
Maeteflinck creates this mood of intensity and mystery."g

So much, in fact, is made of atmosphere in this play that it towers
above plet in importence, There is exquisite harmony throughout betweoen
their physical surroundings and the moods of the charachers.

Then Melisande first appears unhappy after her marrisge to Golaud,
she speaks of the gloomy gardens, and the dense forests about +the paiaoe,
for there are places where one never sees the sun. Under the castle thoere
are bottomless crypts whose stagnant waters exude a "smell of deﬁth".
Golaud . expresses the fear that the whole castle will be engulfed some nipght
if care is not taken.

After she loses her ring, Golaud senas her to look for it in the
darkness. She is anxious and afraid, snd listening to the sounds of the
sea she remarks that even it seems unhappy--to-night.

There is one happy btime when the silvery moonlight and the beautiful

night provide a lovely setting for a balecony scene. Melisande has golden

® Robert Metealf Smith, op. cit., p. 279.
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hair (1ike the traditional heroine of romance) and she learis from her
window talking to Pelleas below.

- A few nights laber when they mee'b"bo 'say good~bye forever, it 1s
again beautifully moonlighty but this time they are afraid, and when the
wind quiets suddenly the realize that Golaud is near.

As MNelisande ".approaches death, it is sunset, which seems poetically
appropriate, but she is childishly afraid--of the great cold which she
connects with the approaching winter. Golaud, not satisfied with what she
has told him, is prevented from questioning her further by the old King's
saying that she must not be disturbed. "The human soul is very silent. The
humen soul likes to slip away in solitude. It sui‘i‘érs 50 timidly."lo
Bithell explains that in this play lielisande represents 'l:hé soul:

- But here the puppets are moved by Love, not Death., In Princess
Maleine love is one of the means by which Fate moves the puppets
To death; in Pelleas and lelisande death is the bourne to which
Love drives his sheep., The sheep do not lmow whither they are
being driven; . « + . 3 but they do feel, dimly, that they are not
on ‘the road to the fold., IHence the tragedy of their emotions; and
it is the state of the soul filled with love . . . . that laeter-
linck projﬁts into Pelleas and lMelisande as into Alladine and
Palomides.

Another of the outstanding romentic elements of this play is its
improbability. One illustration is that Golaud marries Melisande, nob
kmowing, as he says, her age, nor who she is, nor whence she comes. Be-
cause she cries when questioned he kindly refrains from bothering her. A
man in a realistic play probably would interpret such behavior as signifi=-

cant of past misdeeds which would not bear investigating.

10 1pid., p. 330.

11 Jethro Bithell, Life end Wrltings of Illaurice llaeterlinck
(New York: The Talter tcott Dublishing Gompeny, L9L8)s Da 60
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The first sceme of Alladine and Palomides im laid in a wild part of

the gardens. The time is long ago when it was not unusual te see "a young
knight coming forward through the trees 112
The knight is Palomides who is happy in his love for Astolaine., Vhen
he meets Alladine, however, something haeppens. His soul and Alladine's are
unconseiously dravm together. Laber he explains quite honestly to Astolaine
what.has occurred, "I know whet I shall lose," he tells her, "for I know her
soul is a child's soul, & poor strengthless child's, besides yours, and yet
I camnnot resist it."1% Astolaine understands. She says, "There must indeed
be laws mightier than those of our souls, of which we always speakl But
she warns Palomides that the suspicious old king, her father, will be angry.
Alladine has not been long at the palace, nor is she happy. She ex-
plains to Palomides:
I cannot help being uneasy when I go back into the palace.
It is so big « « « « and I get lost there still, And then all
those windows on the sea. You cannot count them, And the
corridors that turn without reason, and others that never turn,
but lose Lthemselves between the walls, . . . .
Once 1 lost my way there. I pushed open thirty doors, be-
fore I found the light of day again. And I could not go ouly
the last door opened on a pool. And the vaults that are cold
81l summer; and the galleries that bend back on themselves end=-

lessly. There are stairwa.irs thet lead nowhere and terraces from
which nothing can be seen. 4

12 plays of Maurice Maetorlinck, op. cit., II, 7.

13 thid., p. 21,

14 1pigd., pp. 10-11.
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- 'One day Alladine's pet lemb fell from the drawbridge into the moat.

The water carried him repidly into the tunnel. "“One moment more," cried

Palomides and he will be under the vaults; and God himself will never see
him more,"?
The ides of insanity, of a mind demented by cunning, trouble, or
some cause, Maetorlinek uses often. In this play Alladine says of the
king: "He prowls 1:;Lk® s madman through the corridors of the pa.lace."16
The king locks Alladine in her room. Fearing soms evil has be-
fallen her, Palomides takes the key from the hand of the ‘51seping king
and enters. The room is so dark that he sees wi’ch\difi‘iculty that the
girl lies bound and gagged on the bed., Then the king comes in and although
it is day he says, "It is as dark here as if we were a thousand feet under
the“groﬁnd."17
Aot four opens on vast subterranean crypbts. "They have bound my

Y85 + « « o tThey have tied my hands,“18

says Palomides and Alladine is
held ‘the same ﬁay. Neither has any idea how long they have been prisoners,
but of course ';:he mad king is responsible.

Astolaine and the sisters of Palomides enter the crypt in search
of them just as the two px;isoners fall from the slippery rock into the
gloomy weter.

The next act opens on e corridor so long that its furtherest arches
seem to losn themselves in a kind of indoor horizon. There are also in-

numersble doors., Astolalne is telling the doctor about the rescue of

Alledine and Palomides. ©She says too, that the old king who is bereft

15 Tpid., p. 17.
16 1pid., p. 24.
17 1pia., p. 33,
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of reason hes mysteriously dlsappeared. The doctor announces that Alladine
and Palomides are hopelessly ill. In the end the audience does not know
Jjust what has happened, but they watch those in the corridor listening in
anguish, There is absolute silence, Finally the nurse allows them to
enter Palomides room. A little leter the door of Alladine's room opsens,
the nurse comes oub, but seeing no one, re-enbters the room, leaving the door

wide open.

In The Death of Tintagiles the expression of two unﬁsual ideas helps
to oreabte an atmosphere that promises tragedy. One is that dead trees poi-
son the horizon, and the other that shadows poison that which they touch,

In this play as well as in the others Maebterlinek lets his imagina-
tion make mmch of the effect of silence. In the old castle: "There reigned
such a silence that the falling of a ripe fruit in the park, called faces
to the windows."l9

When the three handmaids enter, talking mysteriously of the queen's
commands that it (the‘audience does not lmow whet) must be done in silencs,
they step forward noiselessly. Suddenly there is a silence, Every time
they pause there is a dramabic silence.

Later, when Tintagiles has disappeared, Ygraine is afraid'of the
terrible silence as she goes to seek him, She approaches a door behind

which he is hidden. ©5he tries in vein %o break open the door, pleading

with the mysterious person who is frightening Tintagliles to spare him, MHe,

19 1pid., p. 200.
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too, ories out in terror., Then suddenly there is silence--a long inexorable
gilence. Maeterlinck no doubt counted on the suggestions he had given to
make his audience imaglne much during this dramatio silence. Thus the play

onds.

Romantic, because it is merely a fairy story based on the old legend

of Blue Beard, Ardiane and Barbe Bleue is ‘touched with humor in its satbire

updﬁ the addring wives of this old storybook hero, who refuse to leave him
when they are set free.

Five of the wives in Barbe Bleue bear the names of previous hero-
ines of llmeterlinck,--Melisande, Alladine, Bellangere, Selysette, and Ygraine.
These five have been thrust into darl, endless caverns underneath the castle.
It is an old feudal castle surrounded by a most and there are all the locked
doors of the familiar legend. Ardiane, the sixﬁh wife, unlocks them one by -
one revealing emethysts, emeralds, rubles, sepphires, pearls, and diamonds
in bewildering profusion. At last she finds the five other wives, and offers
them their freedom, but to the surprise of the audience they choose to stay

with Barbe Bleue.

A saint's legend from Holland forms the basis of Sister Beatrice.

A beautiful young nun decides to go away with her lover, the handsome
Bellidor, who has come with an impressive retinue of knighbts on horseback
to take her from the convent. To the eyes of the romentic Beaktrice he
appears as a prince from a story book (and to the eudience as well) for

he ig ¢led in a coat of meil and a long blue cloak., AL his ripght hand, as
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he appears on the threshold 1s a boy laden with costly garments and
glittering jewels, I% is a lovely moonlit night. And as Bellidor kmeols
to kiss the hem of Beatrice'!s robe, he speaks to her ardent words in
poetry ! Vhat more could the searcher for romance desire? But lasterlinck
adds still another--a perfecting touch to his picture. Beatrice, overcome
by conflicting emotioﬁs, swoons in the erms of Bellidor., He thinks her
nun's veii,is responsible, so he unwraps it slowly, revealing at last her
beautiful hair "like flames unimprisoned”. This awakens her, and Bellidor
passionately kissing her dishevelled hair exclaims:

Behold, behold! It is your proper fire

Awakens you, and you are overwhelmed

. Vith your own beauty! Lo, you are emmoshed

With your own radiance! 0, you never knew,

I never knew, how beautiful you were !

I thought that I had seen you, and I thought

I loved youd Ay, and but a moment gone

You were the fairest of my boyish dreams:

Most beautiful of all most beautiful

I find you now to my awakened eyes,

And to my hands that toggh you, and in my heart

That now discovers you !

Than he removes her mantle and she appears clad in a robe of white,
while the boy attendant draws near bearing costly raiment, a golden girdle,
and a necklacs of pearls. DBeatrice can resist her desire to accompany him
no longer, and addressing a last plea for love and understanding to the
image of the VIRGIN, she places hor veil and mantle, her chaplet with the
cross of silver, and her kevs at tho feet of the imape, and goes forth
into the world with Bellidor,

As tho lash strokes of the bell rinping matins are heard the VIRGIN

stirs, and donning Beatrice's discarded mantle and vell she agsumes her

20 Bernard Miall, bGranslebtor, Sister Beatrice and Ardiene and Barbe
Bleue, (New York: Dodd, Mead and Company, 1902), Pp. 14~i5.
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duties. VWhen the NUNS discover the image is missing, the ABBESS reprimends
the VIRGIN severely for neglect of duty. (She thinks, of course, that she
is speaking to Beatrice). Preparing to scourge the VIRGIN the NUNS enter

the chapel, but a miracle happens.

Suddenly a song of unspeakable sweetness filbers through
the doors of the chapel. It is the sacred « . . . Ave laris
 Stella, which sounds as though sung by the distant voices of
angels. Little by little the hymn becomes more distinct,
draws near, . . . » becomes universeal, as though an invisible
host, took it wp » . . + , ever more and more celestial. . + « &
Finally the two leaves of the door are violently thrown wide,
and the nave appears all inundated with flames and strange
gplendours, which undulate, blossom forth, gyrate, and sweep
past one another, infinitely more damzzling than the splendour
of the sun + + « « Then amid the delirious Alleluias and
Hosannas which burst forth on every hand--confounded, hagpgard,
transfigured, mad with joy and superhuman swe, waving earmfuls
of blossoming boughs that overflow with mirsculous flowers
which inerease their ecstasy, enveloped from head to foot in
living garlands which fetter their steps, blinded by the rain
of flower-petals which stream from the veaulting--the NUNS
tumultously surge into the too narrow doorway, and uncerteinly
descend the steps, encumbered by the marvelous showers; and
while at each step they strip thoir burdeums of their flowers,
only %o see them renewing themselves in their hands, [they speak] :
A miracle !
A 'miracle
A miracle!
e » o« o 0O, the Lord
Is close aboubt us! O, the Heavens are open
The sngels overwhelm us, and the flowers
Pursue us! Hosanna! Hosanne! Sister Beatrice
Is holy! Ring the bell, O peal the bell,
Until the bronze be shattered! She_is holy !
Ah, Sister Beatrice is holy, holy &1

hen the real Beatrice returns to the convent twenty-five years
later, she is ragged and ill. The VIRGIN resumes her old place on the

podestal. And Beatrice discovers that since her place has been teken

21 1pid., pp. 49-53.
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by the VIRGIN, she is still held in loving reverence by the WUNS, who will
not credit her story because they think it is she who has served so faith-

fully among them during all the years that have passed.

The scene of Monna Vanna is Pisa, Italy, near the end of the fif-
teenth century. The spirit of the Italy of that period is so admirably
contrivgd that the readoer or spectator forgets the present in his imegi-
native contemplation of far off time and place. The story involves %wo
questions. Shall a'woman.sacrifico her honor to save & starving city?
Then, when the nobility of that motive is doubted by a stupid husband, is
she justified in leaving him for one who does understand?

Monna Vanna, the wife of the Pisan commander, Guldo, consents to go
%o £he tent of the enemy genersal, Prinzivallé. One of his conditions is
thet she come olad only in her mantle. In exchange for her coming, he is
to send provisions into the beleaguersed city. Then she reaches his tent
she finds instead of the villain she had expected, a romantic lover, who
has known and worshipped hér since her childhood. Because he loves her
he spares her, and she takes him back with her to Pisa to save him from
the treachery of the Florentines. Her husband refuses to believe her story
when she speaks the truth, so she changes it and says that she tricked
Frinzivalle into returning with her, so that she could punish him as he
deserves. Guldo is willing to credit this account, and the prisoner is
held for Vanna by Guido's fabher, a parrulous but idealistic old man who
understands Monne Vanna perfectly. In her last speech Vanna refers to the

past as a bad dream but expresses confidence that the beautiful one will
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past as a bad dream but expresses confidence that the beautiful one will
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begin., Bithell believes that the chief interest in this play "lies in the
soul's awakening in love of lMonna and of Prinzivalle."22 Clark also,
remarks that liaeterlinck, as in his earlier plays, was picturing ‘the soul.
"Guido the blind", he says, . . . . "has lost hig wife because of the small-
ness of soul; she has goneito one who 1s more fitted to love and understand

her."zs

The romanticism iﬁ Mary Magdalene lies only in the selection of a
Biblical chearacter for the heroine, in the setting, and in the atbempt to
express‘fhe transforming power of faith gained through knowledge of Jesus
Christ, The treabtment of all these factoré is almos®t purely realistic.

The scene is lald in the region around Bethany, and the time is
during the last days of Jesus! life on esarth. Jesus is beinp followed by
erowds of people, who praise him for the miracles hs performs. The audience
is nover permitted to see the Master, but they hear the shouts of the multi-
tude, and see the people he has cured; Among these is Lazarus whom Jesus
- raised from the dead.

The Roman tribune, Verus, offers Lo save Jesus from execution pro-
vided that the converted ilagdalens will sacrifice herself to Verus.

kiagdalene refuses, because her consent to such an act would belie all

that Jesus taught her, for, Bithell explains:

a2 Jethro Bitholl, op. olt., p. 127,

23 parrett ¥, Clark, The Continental Drama of Today (New Yorl:
Henry Ilolt and Compony, 1915), p. 196, -
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Christ has made her a wise and therefore a good woman, and
she would be untrwe to Him in her if she were to rescus Him from
Death-~in other words His toeaching, ‘the essence of His Soul, must
not bsésoiled, whatever torture be inflicted on His poor human
body.
Verus has not experienced the chango of heart that has so changed
Magdalene's 1life and he cannot understand the vision she has had of God's
will for her, Her abttempts to explain this to him are theo only beautiful

passages in the play. It is the voice of the mystic, the idealist, HMaeter-

linck speaking through her.

Taken simply as fairy tales both The Blue Bird and The Betrothal

are delightful for they carry the reader into an airy, fanciful, realm
where fairies live, andlanimals can speak., The trees, the cows, the sheap,
and -the other-aenimals are all portrayea as having souls, and DOG, CAT, BRUAD,
and SUGAR speak to the children.

Tyltyl and Uytyl, the children of a woodcutter, are semt oubt by Tthe
FAIRY in search of the blue bird. They pay a visit to their dead grand-
parents in the misty land of memory. Here they get a now view of death
for they are told that "the dead who are remembered live as happily as
though they were not dead."25 The blue bird they secured here turned
black later.

Wandering on they visit the Palace of Night, and the enchanted
palaces where all men's happinesses are gathered together in the charge

of Fate. Later they arrive at the Kingdom of the Future where all the

24 Jethro Dithell, op. cit., p. 148.

28 Mexander Teixelra De liattos, translator, The Blue Bird
(New York: Dodd, Mead and Company, 1909), p. 62.
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unborn children are awalting the hour of their birth.

Everywhere the blue bird appears just within their grasp yet it
always proves elusive.

Tho last act shows the children back in thoir 1ittle beds, but the
room seems brighter and prettier. It is Christmas morning. Vhen Tybyl
gives his pet dove to a neighbor's little girl who is sick, he finds that
it is blue., The children realize that the whole experience has been a
dream; but it is more interesting than the usual dream in a romantic story
because it has been shared by both children.

The search for the blue bird that symbolizes happineés is certainly
conducted from an idealistic point of view. TFor the results of the quest
show that happiness although sought in the past, in the remote or mysberious
present, and in the future, can best be found at home in an act of unselfish-
ness. The final flight shows that happiness can be captured and held only
for a moment. In the quest, not in the possession lies joy.

The story of The Betrothal is similar in its events. This time

Tybyl, now a lad of sixteen, has a dream in which he is seeking a mate who
has been predestined for union with him since the beginning of time. After
many strange experiences bub still in doubt as to the identity of the girl,
Tytyl awakens on Christmas morning and recognizes in Joy, to whom he had
given his bird as a child, the Veiled Lady of his latest dream. Destiny
who had loomed larpge in the first part of his droam seems to grow smeller
and smaller, snd at last is carried off in the arms of Lipght. One eritic
suggests that by this event Maeberlinck means to show that Destiny or TFate

e
as such is replaced by Character and Love .28

26 Frank Wadleigh Chandler, The Contemporary Droma of France (Boston:
Little, Brown and Company, 1920), p. 300,
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In commenting on Meeterlineck's improbabilities of plot and fanciful
imeginings, M036527 remerks that even the stage directions are demanding of
the impossible objectively. There are many illustrations of this in the

earlier plays, but especially does it apply to The Blue Dird and The Betrothal,

Not even moving pictures could do full justice to such creations as the follow-
ing:

+ . Tytyl has no sooner turned the diamond then a sudden and wonderful
change comes over everything, The old FAIRY alters then and there into
a princess of marvelous beauty; the flints of which the cottage walls
are built light up, turn blue as sepphires, become transparent and
gleam and sparkle like the most precious stones. The humble furniture
tekes life and becomes resplendents the deal table assumes as grave

and noble an alr as a table made of marbley the face of the elock

winks its eye and smiles genially, while the door that contains the
pendulum opens and releases the Hours, which, holding one another by
the hagg and laughing merrily, begin to dance %o the sound of delicilous
misic.

Another view discloses:
The Palace of Night

A large and wonderful hall of austere, rigid, metallic and
sepulchral megnificence, giving the impression of a Greek temple
with columns, architraves, flagstone, and ornaments of black
marble, gold and ebony. . . . « The palece is 1it only by a
vague light that seems tc emanabte mainly from the brillianey
of the marble and the ebony.2

The next two quotations reveal scenes of such marvelous beauty that
it steggers the imegination:
Tytyl throws the door wide open. The STARS, in the shape of

beantiful younp girls veiled in meny-~coloured radisncy, escepe
from their prison, disperse over the hall and form graceful groups

27 Montrose J, Moses, Representative Continental Plays (Boston:

%8 The Blue Bird, op. oit., pp. 32-33. .
2

9 Ipid., p. 87.
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on the steps and around the columns, bathed in a sort of luminous
penumbre. The PERIUMES OF THY NIGHT, who are almost invisible,
the WILL-0-THE-WISPS, the FIREFLIES and the transparent DEW join
them while the SONG OF THE NIGHTINGALE streams from the cavern
and floods the PALACE OF NIGHT.Z0

e + « o 8uddenly revealing the most unexpected of gardens,
unreal, infinite and ineffable, . . . . where, among stars and
planets » « o o« flying ceaselessly from jewel to jewel and from
moonbeam to moonbeam, fairy-like blue birds hover perpetually
and harmoniously down to the confines of the horizon, birds
innumerable to the point of appearing to be the breath, the

azured atmosphere, the very substance of the wonderful garden.m’

A summery of the results of this part of the study shows the

following romantic elements., Ardiane and Barbe Bleue, and Slster Beabrice

are written in poetry. The 1ang;ﬁage of several of the other plays is

rhythmical and through word choice and sound repetition produces the
impression of poetry. This is an outstanding quelity of Pelleas and

Melisande, The Seven Princesses, Alledine and Palomides, The Princess

Meleine and The Death of Tintagiles. Ardiane and Barbe Bleue and Sister

Beatrice have a. legendery basis. Fairies are characters in The Blue Bird

and in The Betrothal. These plays are really fairy stories which make use

of the magical powers that belong only to the realms of fairy land. Ardiane

and Barbe Bleue and The Seven Princesses happen in the manner of fairy tales

also, Dreams in The Blue Bird and in The Betrothal make possible wonderful,

unreal experiences for the charsacters. Ivery one of the plays studied happens
in the far away and long ago. The plots of all the plays except lionna Vanna

and Mory Magdalene are hipghly imaginative, unreal, lmprobablej~-some inclients

are impossible. Parts of Lionna Vanns are quite improbable. Theo characters of

80 1414., p. 108,

81 1pid., pp. 114~115.
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The Princess Maleine, Tho Seven Princesses, The Death of Tintagiles,

Allaedine and Palomides, and Ardiane and Barbe Bleue are more like puppets

then real people. Nor are the characters of Pelleas and lislisande much

more than inhabitents of a dream world. All of the characters in The Blue

Bird .and The Betrothal except Tytyl and Mytyl, their parents, and their

neighbors are merely imeginary beings. In all of the plays the abtmosphere

of I omance 1s oreated through the use of certain of its traditional abtbributes
~-mconlight, golden hair, balcony scenes, feudal castles, beautiful palaces,
roses, knights, king, princes, princesses, nighbtingales, precious stones.

No one play contains every one of these things, although Pelleas and lieli-

gande has all except two. In The Seven Princesses, Ardiane and Barbe Blous,

The Princess Melisande, The Death of Tintagiles, and Alladine and Palomides

an unreal abtmosphere of terror, gloom, and tragedy is created by the use of
omens, significant names, superstitions, storms, insanity, silence, grave-
yerds, darkness and stairways, and innumerable rooms and doors. Sentiment
occupies a prominent place in all the plays, especially in the tragedies.

Unselfish love is exemplified in Monna Vanna. So many of the elements of

romanticism are present in liaeterlinck's work as a wheole, that he may amite
properly be placed in the foremost ranks of the romantic writers of modern

drams.,



CHAPTER III
GERHART HAUPTMAIN

Gerhart Heuptmann has written in addition to other types of drams
twelve romanbic plays.l These may be divided into five classes,~~dream,
fairy, legend, allegory, and semi-history, The following plays were chosen
for study because they represent, respectively, the various classes: IHannele,

The Sunken Bell, Henry of Aue, And Pippa Dances, and Charlemepne's Hostage.

Romantiec {elemen’cs which Hauptmann uses in these dramas are dreams
and visions, the expression of faith in God, medieval scenes and events,
legends, superstitions, poetry, angels, fairies, elves, dwarfls, woodspiriis,
and trolds. Unselfish love is exalted. The stories are faneciful, unreal,
and improbable in plot so that they intrigue the readerts or the spectator's
imagination and carry him far from every-day experience.

Although critics recognize the fact that Hauptmann exemplifies in
unusual variety' the prineiples of naturalism, they are agreed thet in cer-
tain dramas, he is showing forth the tenets of romanticism, Commenting on
the fine fancy of Hannele and the ample historical imegination of Florian
Geyer, Chandler seys: "It was clear that, when he chose, he could 1ift
from the earth and fly free in the realms of romance."?' Lewisohn® speaks

of Hannele, The Sunken Bell, and Henry of Aue as Hauptmamn's most notable

L prank Wadleigh Chandler, Modern Continental Playwrights (New York:
Harper and Brothers, 1931), pp. 277-298,

 Ipid., p. 278.

8 Ludwipg Lowlsohn, editor, The Dramatic Vorks of Gerhart Hauptmann
(Wew York: B, W. Huebsch, 1920), Volume 1V, viil.
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conbributions to the-new romantic movement in which lMaeterlinck, Strindberg

and Rostand have each had a part and which sprang from the "hardness of

nd

truth and the pitilessness of life. "When he leaves free rein to his

poetic fancy," writes another eritic, ". . . . he gives being %o poems of
exquisite beauty, veritable asphodel blossoms, fragrant with a delicatbe

and melancholy swoetness, "

How Hauptmann worked himself free from the exclusive imitation
of reality of the Naturalistic school is mede clearly wvisible in
Hanneles Himmelfahrt (1893). It is hardly possible to conceive
of .a greater contrast than that of the Silesian poorhouse and the
glory=filled spaces of Heaven %o which Hannele's soul mounts .S

The center of interest is translated from the actual to a
world of apparitions, and the most powerful imagination of the
audience is put into commission to pilcture Hamnele lying fatally
111 in bed and at the same time taking part in & commedia dell!
arte born of her feverish visions.

Hauptmann himself called Hennele "a dream poem", and the text
"Suffer the little children to come unto Me" is prefixed to the beginning
of the printed edition.

Then the story opens little Hammnele has been rescued from the pond
into which she had walked rather than return home to the brutality of her
stopfather. She is taken to the poorhouse for care. Thero she explains

her act by saying that the Lord Jesus called to her from the water. To her

4 Ludwig Lewlsohn, loc, ¢it.

5 0tto Heller, Studies in Modern German Literature (Boston: Ginn
and Company, 1905), p. Led.

6 Goorge Witkowski, Tho Germen Drame of the Ninoteenth Century
(New Yorl: Henry Holt and Company, L900), Pe 197

7 Otto Heller, ops oib., Ps 169.
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kind nurse, Sister Martha, she exclaims with childish fervor: "Oh, how I
long to go to Heaven, Sister" . . . « "I do believe in H:'Lm.."8
- When Sister Martha leaves the room for a few minutes, Hannele has
s vision in which she sees her stepfather, who scolds and abuses her as
usual ordering her to get up and light the fire. The Sister {inds her
on the floor near the stove when she.re’curns. Once more in bed the child
fancies that she hears the voice of Jesus calling her, that she smells
1ilaes and that s;he can hear angels sinpging. As the Siste:l sihgs softly
t0 her Hennele addresses her as "Mother", Then:
The poet with exquisite touch ushers us into the atmosphere
of dreamland., In the dream action, the characters are none other
than the persons of the sick-room transfigured by the imagination

of the 1ittle sufferer. . - . « All that passes is unreal, and

© yot in tho fanbastic action how much of Hannele's soul 1s :cw;nrem.le:d}.9

In a dream the c¢hlld beholds her mother, who comes ‘to her from
heaven, mr;L‘ch 8 glowing account of its beauties. There angels sing and
no one is ever-hungry or thirsty. The mother gives her a golden flower--
the key to heaven.

After her mother is gone the room is filled with angel‘s singing:

The sunlight that gleamed on the mountains
Gave nothing to thee of its gold.
The wavering green of the valley
For thee ne'er its wealth would unfold.
A heavenly greeting we bring thee
The spires of the City Eternal
Shine deep in our eyes.

8 vorks of Gerhart Hauptmann, op. ¢it., p. 29.

¥ otto fellor, op. oit., p. 170.

10 Works of Gerhart Hauptmann, op. c¢it., pp. &l-42.
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Hannele is afraid of tho Anpgel of Death who comes next, but her
mother reassures her and she resigns horself to the inevitable. Then
the village tailor arrays her as a bride in beautiful gorments. As
Hennele liss in state, the schoolmaster and his pupils come in, and she
hears Teacher Gottwald say:
See how beantiful death has made the child. Once she was
clad in rags. NYow she wears silken raiment. She went bare=
footed once. Wow she has crystal slippers on her feet. Ire
very long she will be taken to a house all built of gold,
where she will never more know thirst or hunger.l
Preseontly, the old cloak of the Stranger who had entered drops
away and Hannele recognizes the Lord in a rohe of white and gold. Speak=-
ing gently he describes the peace and glery of heaven while anpels appear
and strew the way with flowers and harps play softly. "The Stranger's
Song," says Clark, "shows the triumph of the poetic, the highest ideal of
the purity of childhood." 2
The translation, of course, cannoct adequately convey the musical
beauty of the German poetry but it illustrates the imapinative plcturing
of the wonders of hegven:
Its mensions are marble, its roofs are of gold,
Through 1%s rivulets ripple wines ruddy and old. -
In its silver white streets blow the lily and rose,
In 1ts steeples theo chimmey of joy-bells grows. . . .

Swans, twelve, soft as snow, ring them around in the_sky,
« « » o Ind louder and louder the symphonies swoll.l8

1 1pid., p. 55.

12 Barrett M. Clarl, The Continental Drama gi Today (ew York:
Henry Holt and Compamy, 1915), p. o4.

13
Works of Gerhart Hauptmenn, op. cit., p. €9.
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Then the Stranger instructs the angels to care for her btenderly.
All the pleasures of hesaven he mentions are to poor little Hannele the
realization of what she has missed on earth.

The angels sing in chorus:

Wo bear ‘thee away to the Heavenly Rest,

Lulleby, into the Land of the Blest,
Lulleby, into the Land of the Blest %

As tho song ceases, the stage grows light disclosing the almshouse
as before, and the doctor bending over the child on ‘the bed announces,
“She is dead."*?

Recognizing that Hannele is realistic in its humorous presentation
of the peupers, Heller goes on to say that the naturalistic part is de-
cidedly secondary in importance to the idealistic.

In the effect produced by Hannele as a whole the outer

visible misery is only subservient to the touching portrayal
of Hannele's martyrdom end deliverancee o + » « In the higher
sphere Heauptmann's genlus bursts the somber chrysalis and

. spreading its brilliant wings, soars high above the arid
sobriety of the actual 16

The Sunken Bell, Hauptmann's masterpiece, uses for many of its

characters figures from Germen folk-lore. One critic says:

The subject in this case did not entail any delineation of
rude reality .+ « « o« gtill further, the play is written in
verse, is dipped in ‘the fragrance of the fairy-stmosphere and
shows the love of a sweet, elf-like creature for an artist with
ideals.

14 1pid., p. 70,

15 1pid., p. 71,

18 0tto Heller, op. cit., p. 172.

1T Goorge Vitkowsld, op. oit., p. 199.
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"This work of art," Chandler believes, "may be enjoyed just as a
lovely poetic creation, rendering more sympathetically than any other

drame since A HNidsummer Night's Dream the mood of fairy-folk 101‘(3.”18

Clark, too, compares Hauptmenn's "scenes of fairy romance? to those of

Shakespeare's play. "For it is a romantic, fairy play in poetry," wrote

Hale, "very different certainly from the plays which had gone before," 20

The i‘ollowing is chosen from Heller's discussion of the romantic

elements of the play:

e o » o it is an art work of singular beauty, couched in
language of & poetic splendor unparalleled in modern letters
and fraught with a pure and truly Germen inwerdness. The real
worth of this poem does not lie in its far~-sought symbolism,
but in the wondrous atmosphere suffusing the whole and trans-
porting us by its magic into the heart of ths old romantie land
of Tieck, Eichendorff, and Fouque, where the brooks babble, end
the trees whisper and the winds make music to it all., In this
fentastic world Gerhert Hauptmenn fairly revels. . . « «20

Another writer says that this world of romance is certainly very
beautiful.
It is like the walls of Camelobt, which were not built at
all end are therefore built forever. So we can go at will to
that upland mountain meadow, with its vlolets and primroses,
and the bees that sip gold from the crocuses, and the pines
that rustle round aboub,"22
The story opens immediately in the fairy world=--in a fir-clad

glade in the mountains. There,the elfin creabure, Rautendelein, talks

pretty nonsense Lo & bee while she combs hor hair with a folden comb.

18 prank Wadlelgh Chandler, lModern Continental Playwriphts, op. sit.,
P. 280, -
19

% paward Bverett Hale, Jr., Dramabists of Today (Now York: Henry
Holt end Compeny, 1905), p. 47.

?1 Otto Heller, op. cit., p. 180.

22 Baward Evorott Nale, Jr., op. cit., p. 48.

Barrett H. Clark, The Continental Drama of Today, P éit., Pa 97.
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Rautendelein lives with her wise but quarrelsome grandmothor. For diversion
she teases the Niclelmann, e water-spirit, dances with the elves, and froliecs
with the dwarfs and trolds. 014 YAittikin, the pgrandmother, foeds the trolds
bread and milk. Finally she says "Enough for today" and they venish into
‘the Wooc‘is.z?3
Hauptmenn creates the impression that the story heppened long ago
by having ’chesey fairy creatures believe in pagan deities. Vhen it light-
nings, Wittiken says, "Ay, sy, I see thee, Tather Thor! ’TWﬁ.‘ll storm 24
They express belief also in Lok and other Horse gods,
It is into this world of romence ‘that Heinrich, the bell-founder
comes. His great bell which was to have been hung in the church tower
had fallen, through the trick of a mischievous vstood--spritosa,=l= over ‘the
cliff and into the lake bhelow, Heinrich, ¥too, had fallen from a greab
height. Vhen he reaches Wittikin's hut, he is weal and faint. There,
Rautendelein discovers him lying unconscious outside the door. When he
awakes, he can give no explanation of how he reached that place. e is
charmed by Rautendelein, and although this is their first meeting, feels
that she must have inspired his splendid work on the bell. He says:
I wrought for thee, and strove~-in one grand Bsll, |
To wed the silver music of thy wvolce
Vith the warm gold of a Sun=holiday.
It should have been a master-work! I failed.
Then wept Itears of blood.2®

A 1little later he looks at the landscape around him and exclaims:

23

Viorks of Gorhart Hauptmann, op. cit., p. 92.
24 Tpid., p. B4,
%6 1hbid., p. 89,

* The sprites nnd dwarfs hated bells, egpecinlly church bells, as
digturbers of their ancient privacy.



Here all is besubiful ! The rustling boughs
How solemuly their heads swey to and frol
The very soul of fairy fantasy
Sighs through the wood.<6
The Wood=-Sprite warns Rautendelein that Heinrieh's friends are
coming to get him; she suddenly breaks & flower twig from a bough and
drowing 8 cirele round him chants:
With the first fresh buds of Spring,
Lo, I draw the maegic ring!
Safe from'évery harm and ill,
Thus thou art, It is my will!
Thou art thine, and thine, and mine.
None may cross ‘the mystic line!
Be thou youth, or men, or maid,
Here thou surely mmst be stayed 127
When the men eapproach the girl hides, The barber expresses foar
of the witch whose home they are near, After they bear Heinrich away,
the elves come out into the moonlight and joln hands ond dance. Thelr
roundelay is full of music and charm:
First Elf
Sister!
~ Second ELL
Sister !
First E1f
Thite and chill
Shines the moon across the hill.
Over bank, and over brae,
Oneen she is, and Queon shall stay.

Second E1f

Thence com!st thou?

%6 1p1d., p. 90.

T Tbid., p. 96.



First E1f

From where ‘the light
In the waterfall gleams bright,
Tihere the glowing flood doth leap,
Roaring, down into fthe deep.
Then, from out the mirk and mist,
Where the foaming btorremt hissed,
Past the dripping rocks and spray,
Up I swiftly made my way.

Third E1f
Sisters, is it here ye dance?
First E1f
Wouldst thou join us? Quick--advance !
Second 1T
And whence com'st thou?
Third E1f
Hark and hist!
Dance, and dance, as yot may list!
'id the rocky peaks forlorn
Lies the lake where I was born.
Starry gems are mirrored clear
On the face of that dark mers.
" Ere the fickle moon could wane,
Up I swept my silver train.
Yhere the mountain breezes sigh,
Over cliff and crag cems L1
Fourth ELf
Sisters !
First DLLf
Sister! Join the round !
A1l
Ring-a~ring=-a-ring-around !

Fourth Elf

From Dame Holle's flowery brae,
Secretly I stole away.
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First E1f
Wind and wander, in an oub !
Reutendelein

Ho, my fairies!

Let me join the merry round.
Ring-a~ring=-a-~ring-around !
Silver nixie, sweetest maid,
See how richly I'm arreyed.
A11 of silver, white and rare,
Granny wove my dress so fair.
Thou, my fairy brown, I vow,
Browner far am I than thou.
And, my golden sister fair,

I can mateh thee with my hair,
Now I toss it high--behold,
Thou hest surely no such gold.
Now it tumbles o'er my face:
Who can rivel me in grace?

All
Wind and wander, in and out,
Ring-a-ring-a-round-sbout i

Daisy and forget-me-not,
Fairy footsteps injure not.

28
Then the Nickelmann appears and begs Reutendelein to enter a
wonderful palace he describes but she refuses:

And what though thy coffers of coral be wrought 9
Life lived with tho fishes were good for naught.z

In the moentime, Heinrich's wife, Magda, happily ewaits his coming;
for she imagines that by now the wonderful bell, his masterplece, is surely

hung, in the church towor. An anxious noiprhbor comas in and says:

28 T,44,, pp. 104-107.

29 Tpid., p. 114,



56

In the village streets
They do say somebhing dreadful has occurred.
Dark omens, boding evil, fill the air.
But now, a farmer saw a naked witch,
Perched on a boar's back, riding through his corn,
Lifting a stone, he ocast it at the hag--
Straightway his hand dropped--palsied to the knuckles!
'Tis said that all the mischievous mountain sprites
Are lesgued and up in arms ageinst the bell,
How strange you have not heard all this before, 0

When Heinrich is brought home, the schoolmaster explains to lagda
that no onevkncws just how he heppened %o fall, As Heinrich lies at the
point of death, Rautendelein comes dispuised as a peasant girl. The Vicar
says to her:

As a princess,
Stepped from the pages of some fairy book,
Thou seem!st.®

Rautendeléin suddenly bustles about the hearth chanting this incan-
tabion:

Flickering spark in the ash of death,
Glow with 1ife of living breath!
Red, red wind, thy loudest blow!
I, as thou, did lewless grow!
Simmer, sing, end simmer !
Greoen and tender herbs of Spring,
In the healing draught I {ling.
Drink it sweet, and drink it hot--
Life and youth are in the pot!
Simmer, sing, and simmer 152

Heinrich‘is rlad to see her. She tells him she has superhuman

POWErS .

%0 11314., p. 119.
8l Ibid., p. 13%.

32 Thid., pp. 155-94.
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e s+ ¢« ¢« Tome 1s glven

Tho power to open every eye I kiss

To the most hidden mysteries of sarth
And air,

Then on the epparently dying Heinrich she works hor meglc charms.

Mastor, sleep is thinet.

"hen thou wakest, thou art mine.

Heppy dreams shall dull thy pain,

Help to make thee whole arain. . . . .
One, two, three. A new man be!

For the future thou art free 1% .

Yhen Heinrich awalkes he is almost well., And in the next act he

lives with Rautendelein in the mountains. The Vicar goes there in an’

effort to porsuade Heinrich to return to his duties in the village. The

vicar sees Rautendelein Tirst and angrily denounces her.

With magic spells, and sweet unhallowed draughts, v
Thou hast witched him, till he obeys thee like a dog.59

Then Heinrich comes snd tells the Vicar how he has recovered his

strength. But he will not rebturn to the village because he has a new work

now=-fashionlng bells for a glorious sun worship. He pictures in rlowing

poetry his wvision for the future of his bells.

And now ‘the wondrous chime agaln rings out,
Filling the air with such sweet, passionate sound
As makes each breast to sob with rapburous pain.
It sings a song, long lost and long forgobtien,

A song of home~-a childlike sonpg of Love,

Born in the waters of some fairy well--

inown to all mortals, and yet heard of none !

And as it rises, softly first, and low,

The nightingalo and dove seam sinrine, toog

5 Ipid., p. 138,
3 Inid., p. 140,

35 Tbid., p. 152.
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And all the ice in evory human breast
Is meltoed, and thoe hate, and pain, and wos,
Stream out in tears,

. LI L] . . L] . . - . [] .

Then shall we all draw nearer to the Cross,
And, still in tesars, rejoice, until at last

The dead Redeemer, by the Sun set free,

His prisoned limbs shall stir from their long sleep,
And, radiant with the Joy of endless youth

Come down, Himself a youth, inko the may15é

The Vicar cannot understand HHeinrich's point of view; so he leaves
after warning Heinrich that the lost bell shall toll again.

In the fourth act Heinrich is working at bhis anvil with the assis-
tance of six dwarfs. After he sends them away he lies dc;wn %o rest and
dreams,~-among other things he hears the Nickelmann say:

A sunken bell in the deop mere lies,
Under the rocks and the rolling:
And it longs to rise=-
In the sunlight again to be tolling!
The fishes swim in, and the [ishes swim out,
As the old bell tosses and rolls about.
It shudders and sweys as they come and go,
A weoeping is hesard, and the sound of woe.
A muffled moan, and a throb of pain,
Answer the swirling Tlood~=-
For tho mouth of the bell is choked with blood !
Woe, woe, to thee, man, when it Tolls again!
« o+ o o Hark Lo the knell!
Death is the burden of thabt lost bell!
Bim! . . . Boom!
The Lord save thee from thy doom 137

Heinrich, filled with dread, awakes, and is comforted by Nautendelein,
who addresses him as "Balder", a mytholozical hero.
Thou Balder! Herol God!
I press my lips apalnst the falr white brow
That overhangs the clear blue of thine eyes.3

She tells him he noed not be afraid for sho has been busy in

promoting his safety.

26 1pid., p. 160,
8T Ipid., pp. 173-74.

o~
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Oter the hills I flew:
Wow, &8 a cobweb, on the breezes drifting,
Now frolicing as a bee, or butterfly,
And darting hungrily from flower to flower.
From each and all, from every shrub and plant,
Tach catch~fly, harebell, and forgebt-me-nob,
I dragged the promise, and I forced the oath,
That bound them never to do harm to thee.
And so--the blackest elf, most bitber foe
To thea, s0 good and white;t should vainly seek
To cut thy death-arrow 39

Heinrich, however, is still oppressed by Uthe awful prophecy he has
heard, but is further reassured by Rautendelein who promises him the imnossi
(excopt to fairies and other immortals):

Thou'rt proof against all ill, I say~=thou'rt proof.
And now, blink but thine eye, or nod,

And gentle strains shall upward floal, as mist,

Hem thee about, and, with a wall of music,

Guard thee from call of man, end toll of bell:

Yoa, mock ab even Loki's mischievous arts.

lako the most trifling gesture with thy hand,

These rocks shall turn to wvaulted palace-halls,
Earth-men unnumbered shell buzz round, and stand
Ready %o deck the floor, the walls, the Board!
Yet--since by dark, fierce foes we are beset,

Wilt thou nob flee into the earth with me?

There we need fear no icy giant's breath--

There the vast halls shall shine with dazzling 1:Lght--

Finelly she succeeds in dispelling Heinrich's gloom. Then she
calls the gnomes, and elves to help Lhem make merry.
Bub Heinrich sees anobher disquieting vision. The phantom forms

of two children-~his sons, barefooted and dressed only in their night-

%9 1pid., p. 177.

40 Ibid., p. 178,

* It was sn old bolief that dangerous arrows were shobt down from
the alr by elves.
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clothes ascend from below. DBetween them they carry a two~handled pitcher.
As they speak the first faint tones of tho sunken bell are heard from the
depths. They carry in the pitcher their mother's tears, they explaln.

She is now with the water-lilies, The bell tolls loudly, and the dis-
tracted Heinrich rushes away.

In the next act three elves are resting near the well, It is past
midnight. The first elf speaks of the thiek, white clouds, then the second

and third speak iny Burn:

A nightingale within the beechwood sang:
It sang and sobbed into the waning night--
Till, all a~quiver with responsive woe,

I sank upon the dewy grass and wept.

'Tis strangs§ I lay upon a spider's web,

Boetween the blades of meadow-grass 1t hung,

A1l woven out of marvelous purple threads,

And softer than a royal shift it clung.

I lay, and rested, while the glistening dew

Flashed up at me from the green mead below:

And so, my heavy lids did gently droop,

Until at last I slept. When I awoke,

The light had Taded in the distant west:

My bed had burned to grey. But, in the east,

Thick clouds went up, and up, that hid the moon,

Thile all the rocky ridge was covered o'er

With molben mebtal, glowing in the night. . . . .
And so alone I lay,

Trembling with fear, and lost in wonderment.

Till, winged and gleaming as the dragon~fly,

The dearest, loveliest, of all the elves,

Who from afar his coming had proclaimed,

Rustled and fell into my waiting arms.

And, as we prattled in our cosy bed,

Werm tears were mingled with our kisses sweet,

And then he sighed, and sobbed, and pressed me tipght,

Mourning for Balder . , « Balder, who was dead

Rautendelein believing Heinrich is dead, i1s now willing to go to

the Nickelmann, and so she descends slowly into hls well,

4l 1vid,, p. 195,
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In the conversation that lollows bebween the Kickelmann and the Vood-
Sprite, the audience lsarns how the laltber took a burning brand and seb
fire to the work on which Heinrich had labely toiled. Then the Nickelmann
tells that which would never gzain credence except in the realms. of :E’an'bésy
and romance:

Much more I'd tell thee--ay, who tolled the bell!
And how the clapper swung that rang the knell !
Hadst thou but sosen, last night, as I did soce,
Vhat ne'er before had been, nor more shall be,
The hand of a dead woman, stark and cold,

Go groping for the bell that tossed and rolled.
And hadst thou heard the bell then make reply,
Peal upon peal send thundering to the sky--

Till, like the lioness that seeks her matbe, 12
It thrilled the Master, even as the Voice of Fate!

Heinrich learns of ‘the fire that destroyed his latest work from
old Wittikin. Vhen he goes to the well to get a drink he heoars a voice,
that of Reutendelein, from below:

Heinrich, my sweethsart, I loved thee true.

Now thou art come to my well to woo.

Tilt thou not go?

Love is all WOIZ“

Adieu! Adieu

Through the magic of Wittikin who gives him three goblets of red,
white, and yellow wine, Heinrich sees Raubtendelein once more. As he is
. 8¥ing, she comes closer corying exultingly: “The sun is coming I" and

Teinrich exclaims, "The sun I

The Sunken Bell, as has Boeen said, 1s delipghtful solely as a fairy
45

story, but it contains as well sugrestions of deeper meanings. Chandler

# 1vi4., p. 199,

4% Ibidt, Pe 204,

44
Tvid., p. 216.

b .
Frank Wadleigh Chendlor, Modorn Continontal Playwriphts, op. oit.,
Pp. i:‘f‘ui}c.
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explaing three symbolical interpretations which various eritics have put

8
41 and Levrlsolm4 agree in ‘bheir respective

upon i1t. Vitkowslkl ,46 Heller,
discussions of ‘the poem's basic moaning that Heinrich is an idealist. Boe-
cause Heinrich recognirzes in himself the creative power, his one aim is to

allow it to develop:

What's germed within me's worthy of the blessing--
Worthy of ripening.

His Wife and assoclabtes in tho villege cannot understand tho pangs that
the artist suifers if his central aim is unrealized. To liagda it is enough
‘that her husband is safe. Bub Heinrich is full of despair because his bell--
he feels sure--

Was not made for the haights~~it was not fit

To wake ‘the answering echoes of the peaks.59

"Twas for the valley, not the mountain-top ¥
In the mountains with Rewbendelein he zo0es hoping to create a work that
approaches his ideal. "And yet he fails," Lewlisohn says. "It is the
tragedy of his %too humen soul. For he has really left his heart, his
earthly affections, in the valleys of his other 1ife."52

Yonder I am at home . « « and yet a stranger--

Here I am strange . » « and yet I seem at home + 59

%% George Mitkowski, op. cib., p. 199.

47 Otto Heller, op. cit., pp. 192-03,

48 Ludwig Lewisohn, op. c¢it., pp. ix-x.

49 yiorks of Gerhart Hauptmann, op. ¢it., p. 157.
50

Tbid., p. 127.
51

52
Ludwlg Lewisohn, op. cit., p. x.

53 mi4., p. 107,
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The sunken bell rung by the hand of his dead wife "tolls the destruction

of his hopes. And yet he dies, clasping the ideal with all hls strength.

TFor it is beltter to die so than to return to the valleys where tho ideal

ig a stranger and an outcas’c."s4=

In Henry of Aug, Heuptmann lays the scone in the remote past for it

is besed on & medisval legend.

This play is also written in poebry. In the originael, the translator

explains:

Hauptmann has again and again succoeded in blending the
inevitable image with noble music.

That poetic beauty must always be obscured by translation.
v+ « « « I have sought to preserve the exact modulation of
the original verses, the music of the verse paragraph, the

. alternate poignancy and homeliness of lauptmenn's dietion,

Thus the following pessage gives some sugpestion of the music

and

poetic language which surround the most trivial incident of the play with

the spirit of romance:

Forgiven and forgotten! 1lobly done !

Tetll say no more. Forgiven and forgotten.
True wert thou and true art thou, Come to me.
Thou trusty friend. I know thy courage well.
I saw thee as a wolf among the herds

Scatter the foe and slay. Come to my hearth,
And T will strike the steel and light the wood,
And e thy servant, not thy master, once.6

* mig., p. =
56 1pid., p. xii.

56 1pid., p. 276,



The story, which is hipghly improbable, may be given in o few
santences., Its central idea is the exaltation of the unselfish love of
the girl, Ottegebe. Henry, Count of Aue, may be cured of leprosy throupgh
the sacrifilce of her blood, if she will journey ta %glarno and willingly
yield her body to the master's knife. Hér insisfenqe ond Henry's doesire
to be cured of the loathsoms disease drive him finally, in dosperation,
to try the cure, but he is healed without the sacrifice of her life. Love
and faith accomplish the miracle. Overjoyed at his restoration to health
Henry rebturns immedlately to his great estate and vprepsares to wed Ottegshe.
Sho consents at last and Henry reverently places thoe crown on her head.
Then he turns to the assembled knights asking that they honor her now as
their lady., This they are quite willing to do, although she is of the
peasant class. And as the wedding chimes begin softly to sound, Henry
crowas himself with the second crown, for he is once more assuming power
over his ancestral domain.

Another romantic quality of Henry of Aue is the use of superstition,
One character bglieves that he has secured absolution because he wears
near his heart a splinter of the cross from the Holy Land.57 He believes
that Henry was afflicted with leprosy because:

He joered at my amulets; he laughed

Scornfully at all simples, spells and charms 1°8

While a pusest in Ottepebe's home before his 1llness, Henry is
regarded as a hero because of his valiant deeds in the Crusades. To the
admiring girl, ho paints a glowlng picture of what he had heard and seen

in the Bast,

5 1b14., p. 220
56 Ibid., p. 273.
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Two yoears ago-~-ah, child-~
Thils poor, poor puest who eabs a meagre crust
0f peasant's bread to ease his hunger, lay
In marble halls whore lyric fountains plashed
And polden fishes in the basins swam;
And if his eye ecsbtatic roved afar
'Twas where in delicate clouds the incense olsr
The magic gardens of Azzahra rose.
0 child, thou hast not seen in strangest droams
A Paradise like that, where heavy and sweet
Splendour and ecstasy oppress us. « . where
The bamboo quivers in ‘the hldden grove,
Darkened and roofed by immemorial heights
Of cedar, and the azaslea bushes spread
Their pillows of pure bloom. The azure sea
Seems as of blossoms; it foams on marble steps,
And rocks the gondolas aglow with gold,
Purple and precious stones. And then thou hearest
Music. The slave-girl sings: O sombre bloom
And sad. Inbto the cypress-shaded well
She dips ‘the {lashing silver of her pail + . .
Strange words from slien ardours of theo soul
Murmur about thee. Thou drinkest them in with all
The swooning fragrance which the gentle wind 59
Brings from the west o lull thee into sleep.--

The man who relates such extraordinary experiences is portrayed
as & very unusual person., Hartmenn mentions a few of his friend Henry's

heroic abttributes in this speech:

e s o » Thou stoodlst
Magnificently in the triumphent light
Of joyance. Oh, thy foot did scarcely press
The sarth on which thou troddest, and it secemed
As though an angel held his shield o'er thee
In joust and battle, in all trials and deeds.
Far faring in God's honour didst thou come
Homeward, thysolf wibth honour richly deckt.
Fare heralded thy coming. But instead
0f gathering the plad harvest of thy deeds,
Thy goldon ears rot in the abandoned field,
Was not the emperor's hand strotched out in grace
Above thee? Did not his full heart pour forth
Its pratitude? Did not his favour grant
Thee noblest mead=-p daughter of the house
0f Ilohenstaulen?"

9 1114, p. 287,

60 11,14., p. 264.




Then, silent, in thet dim, mysterious hour,
Rising Crom southward and from northward, noured
As from a fountain, a radisnt light and clear,
And from that light, alien suns that moved
Gradually higher, father, and higher still,
Till, in the zenith, they became as one.

Now a great purity fell over all--
In me, about me, upon heaven and earth,

And from those constellations o‘er my head
The sweebt, immortal Saviour issued forth.

-And a vest music sounded as of choirs

- Numberless and the song came: Sursum cordal
Glorie in excelsis Deol And last

A great and goodly volce sounded and seng:
"Amen, for thy beseeching hath been heard,

And broken is the burden of his doom 62

Then the girl is trying to persuade Henry %o try the cure she

seys confidently that it is all decroed by Ged.5

The play contains many other expressions of faith in God.

Did not God give his own son
To suffer for us on the bitter cross . . . 64
My lord, God lives! Belleve me 6
Seek Him in spirit and in truth . . . » 5
e + o » & deep monition to my heart
Came in & mystioc hour when the bush burned
Tith God--a lknowledge, strong, unguenchable,
Or oall it faith or vision + o » .56

Until the Love Divine that seeks us all
Found me at last.

Bocause And Pippa Dances is based on a legend the reader feels

immediately that its events take place in the remote past, Heuptmann

62 1pid., pp. 303-5.

63 1144., p. 320,

% Ivid., p. 249,

66 11id., p. 299,

67 1pid,, p. 543,

66
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has explained thet in the mountains of his Silesian home there exists o
Venetian legend which states that at one time Venetians came to Silesia
and there endeavored to awaken the unknown treasures of the 1noun’ca.ins.68

Upon this idea his imaginetion built the story And Pippo Dances.

A small part of the play is in poetry. One poetic speech is that
of Wann as he looks at the sleeping polden-haired Pippa:
Into my winber cabin fairy magic came.
The robber broke the iecy wall of wisdom dovn,
The golden haired one + . + 4
Another time although his language is prose its imaginative s5e0pe
and cholce of words produce the effect of poetry:
Bverything that the rhumb-rose brings: clouds, mists, ice-
crystals ! for the silent double lightning of the great Pan-fires!
for the 1little flame that rises from the hearth! for the songs

of the dead in the waterfall ! for my death! for the new beginning
and entrance into another musicel cosmic brotherhood {70

One of the striking improbabilities of the plot is the arrival of

Pippa at Vann's home, summoned as if by magic at the clapping of his hands.71

Two of the lsading characters, one critic points out sre not persons
from real life. Pippa, he says, is a fancifully conceived heroine and lfichel
Hellriegel is an impossible youth--

wandering thru the wastes and wildernesses of the world in
search of a fair City of Dreams, which is Venice, Pippa will
seem fully as impossible, if one regards her literally. She
is a daughter of the sunny south, drifted, Heaven knows how,
%o the northern solitudes, where by her grace and by the poetry
of her dences she wins every hearts o « . /2

68 "Hauptmann's new symbolic drama", Current Litorabture, ..
(April, 1906), 410,

69 Plays of Gorhart Hauptmenn V, 223.

70 1p14,, p. 197,
" 1pid., p. 203.
72 "TImxptmEmn’s latest play”, Independent, LXI (September, 1906), 692,
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Another writer calls Wann a mybhicnl personage--

mythical, « . . » Dbecause actusl experience scercely affords
a charecter so clsansed of earthiness, whose 1life is vision and
whose contemplation rises to the hardihood of action. His pregnant
saying: '"Tedium is where God is not," expresses the atmosphere of
his 1life.73 ‘

It is in the interpretation of the allegory rathor than in the

literal events of the play that most eritics eall attention to an impor-

74, 75, 76

tant romantic quality. "Pippa,” seys one, "is the spirit of

beauty, conceived by meny men in many ways and pursued by each aceording

to his character and his resultant ideals."77

Hovptmann himself has writtein the following explanation:

I endeavered to say in this piece, that in all of us lies
something for which our souls are yearning. We all pursue
something which is dancing before our souls in beautiful colors
and atbractive forms. This something may be called FPippa. She

is that beauty followgd by all in whom imagination has not wholly
disappeared. .« . « &

He says also that in Hellriegel, he is tryinp to represent the German folk-

spirit which is always longing for the soul of beauty.,

Charlemagne's Hostage 1s semi=historical for it is based on a legend

oonnected with the reign of the real Karl the Great in the ninth century.

73 Iudwig Lewisohn, op. cit., p. x.

74

P' 2950
76 Ludwlg Lewisoln, op. cit.; pe x.

Frank Wedleigh Chandlor, lodern Continentel Playwrights, op. cit.,

76 Current Literature, op. cit., p. 410.

"7 Ludwig Lowisohn, loc. oit.

78 Trenk Wedlelgh Chandler, Aspects of Iodern Drame (Wew York: The
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One of the outstanding romantic devices is the use of poetry
throughout the play. Because their words and manner of expression are
go far removed from those of common 1life, the fomous emperor and his sub-
jeets, seem to the reader to be inhabitants of another» world, The follow-
ing passagses illustrate both the types of verse and the romantic halo that
is set up around the hero!

Yot lives no mightier swimmer in this world
Than emperor Karl, unborn is yet that hand
That reaches beyond his, unborn that heed
Before which his shall bow! His glances hurt !
In sooth they do when that his anger kindles 79
As lightning flashes from a sorbre heaven! . . . .
0 thou great David of our table round

Vhich, radiant with the spirit's seven gifts,
Exalted above all mere mortal things,

Surrounds thee as the pold the flaming gem . . .
VWhat are we lacking thee? Dost thou not wield

The plough, the stylus and the sword et once?

Thou summonest forth what rests in the deep earth!
That which would live in peace thou nourishest

And still protectest ! That which is above

Thou honourest==-sower of the Saviour's seed!

The child lisps "Karl" ere its own father's name;
Karl is not Karl--the word spells might and strength.
Two neighbors guarrel? Xarl! The quarrel's done!
Great nations are at war? XKarl! There is peace.

The whole world rests in quiet? Xarl! The earth
Thunders, ‘the welkin darkens, and thy name

Means no more peace and quietude, but war !

Who would presume to master thy desires?80

Handsome he is, but not by far as Karl!
Karl is a god, we others are but men.Bl

The character, Gersuind, is as unreal a person as the king. She

is of wondrous physical beauty with rolden halr and fair skin.

79 Plays of Gerhart Nauptmenn, op. cit., p. 280.

80 Thid., p. 314,

8L Ipid., p. 351.
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One recognizes in Gersuind the old familiar figure of Haupt-
maxn's favorite spirit-child, of whom Rantendelein was the first
incarnation. It is a creature half-wild, half-tame, the body
being mgrely the dwelling place of & spirit, in this case of a
devil,

A summery of the romantic elements in Hauptmann's plays showe the

following; Poetry is used throughout The Sunken Bell, Henry _<_>_f_‘_ Aue, and

Charlemagne's Hostage, and in parts of Hamnele and of And Pippa Dances.

The stories of And Pippa Dances, Charlemsgne's Hostage, and Hannele are

extremely fanciful end unreal; those of The Sunken Bell and Henry of Aue

are gquite improbable. The strange and the marvelous are presented by means

of dreams end visions in Hannele, The Sunken Bell, and Henry of Ane. It is

in a dream that angels appear to Ilannele. As medieval legend forms the

basis of Henry of Aue, of And Pippa Dances and of Charlemagne's Hostage

these plays seem to portray events of long, long ago. One gets the same

impression in The Sunken Bell because of the meny expressions of belief

in superstition, and the presence of fairios, elves, and dwarfs, Characters

who are superstitious sppear as well in Henry of Aues. Charlemagne's Hostage

and And Pippa Dances have characters btoo exaggerated in certain traits %o

be real. Unselfish love is exalted, and mysticism is an lmportant factor
in Henry of Aue. There and in Hannele occur expressions of faith in the
beneficient, protecting power of God. The guest for the ideal is pictured

in And Pippa Dances and The Sunken Bell by means of symbolism. In these

five plays, Heuptmenn has used nearly all the romantic elements listed for

study.

82 ourrent Literaturs, LIV (April, 1908), 422,
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CHAPTER IV
HERVANY  SUDIRIIANN

Hermann Sudermann has written five romantic plays, but they are
"ess iziteres'tin{; than his plays of realistic observation."t "Versatile
though he is to an unusual degree, his genius is hardly adapted to romance
and i’a,ify “bale.”z For that reason his romantic plays comprise only about
one-fiff”h of his total mumber of plays. Ile has three veriebics of romantic

drama: The Biblical play, John the Bapbist; the fantastic or falry play,

The Throe Heron Feathers; and three semi-historical plays,~-The Children

of the Strand, The Begger of Syracuse, and Claudian's Sonss _c)_f:ZF’x'za.iso.:a3

Only two pleys John the Baptist and The Threo Heron Feathers are

analyzed in the present chapte‘r, translations of the others baing inaccessible
to the writer.

In these plays Sudermann uses the following romantic elements: im-
probable incidents, unreal characters, long ago settings, faith, supersti~
tion, enchantment, glorified love, and rhetorical langunge which produces
some of the effects of poetry.

The Biblical story of the prophet who heralds the coming of Jesus,

Sudermann retells elaborately in his John the Bapbist. The Jewish poople

1 Frank Wadleigh Chandler, liodern Continental Flaywrirhts (Yew Yorlk:
Harper and Brothers, 1951), p. 310,

2 Obto Heller, studies in llodorn CGerman Literature (Boston: (iinn
and Compexy, 1905), p. Go.

% Frank Wadleigh Chandler, op. cib., p. 81l.
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oppressed both by the Roman power and by the tyranny of the priests long
eagorly for the llessiah of the prophetio message, They welcome John ag
His herald, but he seems impebient at their questions and imporbunitias.

He desoribes the coming Savior as a kingly lord. "Dost thou know, woman,
how He will come? As the Lord of Hosts, arrayed in rolden armour, with
His sword drawvm sbove His head, so He will como to save His people Israel."4'

But .the ‘war-woary people are not comforted by such a message, for
"Many have come in golden armour . . . . and then Israel hath blede o » . .
When kings come, they come to kings! No onme hath come as yot to us, the
poor-—."5

Jdohn is at Jerusalem, ready to lead the insurrection of the people
against Herod, because Herod has taken his brother's wife, Iorodias. Then
Simon, the CGalilean, comes with his message "Greater than law, preater than
sacrifice, is love 8 one day John hears that Jesus 1s teaching the doctrine
"Love thine enemies."™ This thought recurs to the prophet when he is lead-
ing the attack ageinst Herod. Instead of cas'tin,; the first stone, he drops
it with the words, "In the name of Him. . « Who . « » commends me. ., . to

""" Then John is taken prisoner to a place adjacent to ‘the

love thee--'
Tetrarch's palace. Here Herod visits him, and questions him concerning

the llessish.

% Hermann Sudermann, John the Baptist (Wew York: John Lane Company,
1909), p. 122,

5 Loc. cit.

il b——

6 Ivid., p. 48.

7 Tpid., p. 136.



"Yot tell mo, Baptist, when that other comoth, that other--~Say,
was it in His Name that thou didst not throw the stono at me?"®
John is visited also by Saloms, the daughter of Herodiass, who is
infatuated with him., Jealous of her maid, Miriem, as a possible rival,
Selome has her put to death., Vhen John the Baptist, however, spurns
Saloms's advances, she is furious; so that it does not take much urging
from Herodias to make the girl ask his head as a boon from the king. The
proud Salome hopes thet her pride may yet be gratified by John's kneeling
to her and asking that his life be spared. Bub this he will not do, and
she callously allows him Lo be executed.
One of the most romantic aspects of thls play is the charscterization
of the prophet. IHe is a strange and unreal person,
e of the twentieth cenbury have little in common with & man
who in his far-off desert has weaned himself from all passion and
Prailty, whose nature is steeped in a fripid fdrbidding virtue,
and whose personal purity is bubt the lusterless reflection of a
gloomy, loveless self-righteousness.?
Iiven to the obher persons of the play, his contemporaries, he seemns
an inhabitant of another sphere. Herodias says:
He who thinketh himself designed to be a judge over men
should take part in the life of men, should be human among
human beingss . « « « DBub thou seemsst to me so isolated
from thy fellowmen that the throb of a humen heart is nothing
%o thee .0

John realizes that he has partly Tailed in his misslon because

all the while ho has looked for the coming of the princely liessiah,

8 Ipid., p. 157.

9 Otto Mellor, op. oit., p. 74.

10 Hermann Sudermenn, op. cit., p. 90.
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Christ in his spiritual glory has been walkin- on earth. Gradually, John
has been converted to Jesus! dootrine of lovo vhose corollary 15 non-
resistance to violence. Just befors ho is execubed, word iz breought to
him that Jesus is on his way to the city. Then the prophet says:
I hear roundabout a rushin: noise, as of many waters, and
the divine radience is near me. . . . 4 throne has descended
out of heaven amidst darts of fire. Tho Iing of Peace sittoth
thoreon in white robes. And His sword is called Love, and Fis
watchword is merey. . . . Behold He hath the bride, I'e is the
bridegroom. But the friend of the bridegroom standeth and
listeneth, and rejoiceth over tho voigce that is coming. The
same is my joy. INow is it fulfilled.ll
The language of this play is not that of common spesch, It reserbles
in some respects that of the Bible, and in that way adds to the impression
of remoteness which the play gives to the reader., Fipures of spoech also

add o the strange effect.

And it was beautiful ., . o like thoe voice of the wind which
blows from the sea towards evening.l2

There is a light shining over yonder mountains. Lovely is
that light, and within me dewns the meaning of & contradiction,:o

The story of a woman whose great faith kept her waiting in one
place Tor Torty yemrs in order to sec the llessiah is told to John by
another woman who now occuples that place. OShe says that because the
first woman was a propﬂetess, she recognized Mim in a boy~habe who was
brought to the Temple by his mother. Then she pralsed the Lord and laid
herself down and died. MNow her successor is waitins for IIim tc come asain 4
The atmosphere of the East of lons, aro porvades the enbire play. In

thoe last act tho hospltality of lMerod's palece is exbendod to the Iloman

11 1pid., p. 195.
12 1pid., p. 194.
1% 1pid., p. 166,

1 Ibid., pp., 120=2l.
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governor, Vitellius, Horod who is as arrogent to his own subjocts as if
he were supreme ruler of the earth is, in faot, subjected to the Roman
power. Iis chief purpose in entertaininr the sovernor is to make an
impression that will be reported favorably to Caesar, lierokles decleims
a new ode, and the Libyan flute players are yrepared to charm the Roman
with benutiful’nms\ic. Tt is for this occasion that Salome dances with the
Prophet's head on é dish held high sbove her. According to the Eastern
custom of that day Herodias, the queen, does not appear at the table with
the m‘e"'n; but she graciously greets the gr;aat Roman., After the dance Herod
‘sends both Salome and her mother from the room. As the play ends, Herod
is awed by the shouts of "Hosannsh" rising from the street where the people

are acclaiming the long-heralded "King of the Jows, "5

The characters in The Three Heron Feathers are %types and not real

individuals, The hero himself is but

the shadowy symbol of the restless, insatiable cravings of an
idealist with whose same emotional aspirations which so many
German poets have felt tempted to fathom., "The tireless child
of Desire" he calls himself, and he is, indeed, a literary
cousin of Faust, Don Juen, and Master Ieinrich the bell-founder .6

Prince Witte spends his 1lifo in the pursuit of the happiness which
8ll the time he unkmowingly has in his grasp. The Burial-wife, a grave-
yard witch, sends him to pluck three feathers from a wild heron, worshipped

17

as a god that 1lives within a crystal house. These feathers are enchanted.

When he returns with them he says to the Durlal-wife:

15 Tpid., pp. 171-202,
18 otto Meller, op. cit., De 78s

17 Hormonn Sudormann, The Throo Hovon Poothors. Toet-Lore XIT, 165.
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Vhat I demand now is that queen of women . . « « by the
side of whom my princely dignity shall appear bubt as a horald;
for whose voice my soul sterves though I sit in the wisost
councils of tho world; in whom I sce our torturing humen weak-
nesses healed to a joyous beauty; that woman before whom I
e« » o o 1ust bond my proud knee . . » o whoso blushes shall
bear witness to me how a longing heart can shield itself in
modesty; she who will stand in deepest noed and beg with me
at the cross-roads; whose love can make death itsell pass me
by; this woman « » « o ~--mine--~I how demand of thoeo.l8

The witeh then explains the power of the three heron feathers,
The first of the feathers is bubt & gleam from the lights
and shadows that brew ebout thee. Vhen thou throwest it into
the fire, thou shalt behold her image in the twilight. The
second of the feathers . . . . shall brin; her to thee in love,
for when thou burnest it alone in the dying glow, she rust
wander by night and appear before thee. And until bthe third
has perished in the flame, thy hand stretched forth shall bless
her; but the third burning brings her death.19

After the prince burns the first, the darl outline of a woman's
figure appears on the horizon sbove the sea. Prince Witbte begs her to
come closer that he may see her distinetly. He wonders if he will
recognize her if he ever sees her aganin,

In his quest he comes to the court of the beauwtiful widowed queen
of Samland, who, to please her subjects, has promised to marry the man
who defeats her obther suitors. ©She falls in love with Witts, but he,
lost in his dreams, is not even conscilous of her presence until the little
prince, her son, tolls him to rise. In the lists Prince Witte falls at
the hand of his basbard brothor, Duke Widwolf, who had usurpsd his duke~

dom of Gotland, end who now claims the hand of the Queen of Samland. The

Duke is driven away by Vitte's man, Hans Lorbass, and the queen's warriors.

18 1p44., p. 174.

19 1114., pe 174-5.
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Then the queen, contrary to her promise, marries Prince Vitte., IHe is to
rule the land until his 1little stepson is old enough. But Vitte still
longs for the vague unknown, and his conscience troubles him because of
his own and his consort's perjury. He neglects his royal duties, and
standg aloof from his people who idolize him. His sword liés unused while
he spends his time in revelry. At last Hans reminds him of the second
feather. The king hesitabes but finally tosses it into the flemes. A
violet lightning flashes high above the chimmey piece, thunder follows,
the door opens, and the Queen enters. Witte, even then, does not recognize
that the second feather is fulfilling the promise "Thou shalt behold her."
He accuses her of spying on him, but she says that he called her.

Steadily he becomes more noglectful of his kingdom, and even refuses
to lead his people against Duke Widwolf who comes to seek vengeance. In
desperation Hans Lorbass suggests that perhaps Vitte would be inspired to
fight if it were for his own kingdom instead of for a "borroﬁed one®, So
Hans proposes to kill the 1little prince, and the king conszents. Ilans is
moved by the child's trust and innocence when the little prince %tells how
much his stepféthor loves him. The king, who has been nearly crazy with
regret, is overjoyed when Hans reoturns with the 1little prinbe still'safe
and sound. Then the king is roused at last from his apathy, end springing up
he leads the fight against the duke whose army is just approaching the
palace., The duke is killed, and tho kingdom is saved. Agein Drince Witte
is offered the throme for himself, but he refuses because a voice seems %o
be calling him away into the etérnal mray, where there is no ruiding star.
The gueen understends and bids him farewell, After fifteen years spent in

pursudt of his idoal, Wlitte again finds himsolf neor tho home of the Buripl-
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wife. He has bepgun to realize that he has wasted his life in seeking a
happiness that was already his. But he still remalns ignorant of the
fact that his wife is the ideal woman whom the Dburning of the second
feather brought to bless his life. The loving qieen still waits for him,
And Witte esager to rid himself of the magic spell of the third feather
burns it. He thinks that will cause the wraith that has misled him %o
die. But as the enchanted plume burns the queen sinks down, whispering
with failing strength, "Now are we two protected from all mischance.
e .. Istil1 . .. have been thy happiness . . . oven in death."20
Thon Witte recognizes his idesl ab last, and falling down beside her he,
too, dies.

The sentence inversion and frequent long, imaginative and figurative

passages in this play=--~as in John the Baptist--1ift its language above the

level of common speech. One of the queen's speeches illustrates this
point.

If thou hast laden thy life with guilt so heavily, then
must thou give me of thy burden a share to bear. . . . o I
saw thy misery « « « . and yet I had but one thought . . . .
how %o beguile him from that path . . . that he might leave
me never again, whether in love or hate . . . . this was my
thought « « « and as a bridal pair stands at the altar and
exchange their rings, while the deep church~bells lull them
into a smiling dream, so we in parting near each obther, and
offer, smiling, guilt for guilt.2l

An abmosphere of the Middle fAges surrounds this play. That is
achieved partly by deteils of the story which have already been commented

upon, such as the suporstitious trust in the words of the witch and the

20 Ihid., pe 233.

2l 1bid., p. 224.
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magic of the enchanted heron feathers. ¥Prince Vitte was described early
in the story as a "brave knight, skilled in arms, who undertock a journey
o the Holy Sepulchre in order to atono for his feud with his brother." 2

The battle in which the suitors fought for the queen's hand, and the assault

ont the royal castle at Samland also belong to that far off tinme.

A summary of the results of this part of the study shows the follow-
ing romantic elements. Improbeble incidents are imaginatively portreayed

in both John the Daptist and The Three Heron Feathers. The chief character s

in each play appear to the reader as strange beings of a world far removed
from his experience. The power and blessedness of love as a guiding force

is exalted in John the Baptist. Idealism dominates the hero's life in

each of the plays. Medieval castles, customs, and superstitions, and the

presence of knights, princes, and dukes in The Three Heron Feabthers help

‘to make it a romantic tale. The Jerusalem of nearly two thousand years

ego is portrayed in John the Baptist. The language of both plays is poetic

in its general effect because of thoe word-choice, figures of speech, sentence
inversion, and imaginative style. Sudermann's use of these elements is all
the more interesting because in the field of romance he is outside of the

gsphere in which he is best known.

22
Ibid., p. 177,
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AUGUST BININDBERG

Although August Strindberg is best known as a naturalist, at least
half of his fifty plays is made up of plays of historic or romentic irmarina~
’cion.l In this phase of his drama mysticism and fantasy are vrodominant
c:hzsmreatc:'ben:'ist:'Lc:s.2 One critic speaks of Strindbers as an innovator in the
field of imaginative romance bscause he uses a sort of expressionistic
technique in certain of his "wildest n”ancies“.s Because Striﬁdherg was
so prolific and varied a writer his works cannot be conveniently c¢lassified
as to type. The four chosen for study illustrate the drametist's variety
of expression. Advent is a fantasy which preaches the redemptive power of

love; Swanwhite is a dramatized falry tale; The Bridal Crown is an imagi-

native recreation of legend; and The Spook Sonata is a curious essay in

exprossionism.

Awong the many romantic el'emen’cs these plays conbain, superstition,
mystery, sentiment, faith, and love are quite important, OSwedish legend
and folk~lore bring to light meny strange creatures~-the Nack, the lidwife,
the Mewler, and the Mocker; and ghosts, witches, and fairies appear with

their magic., FEven the Christ-Child and the Other One who 1s Jatan are seen

1 Thomas 1. Dickinson, An Outline of Contemporary Drauma (Bostons
Toughton MAfflin Company, 1927), p. 1o4.

2 parrott 11, Clark, A Study of the liodern Urama (Wew Yorl: 1. Apnleton
and Company, 1925), p. 54.

5. Liarion Tucker, lodern Continental Tlays (MNew Yorl: Iarper and
Brothers, 1929), p. 699.

5 Frank Wadleirh Chandlox, Tiodorn Continonbnl T'lavwrdchts (Tew York:
Harpor and Brothers, 1931), pp. 30=dls

4 mvid., m op-54.
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in Advent. In The Bridal Crown part of the commnication belweon characters

is done through snatches of sonp. In the prose passagos rhyme and alliteration
sometimes produce the effect of poetry. Roses, lilics, peacocks, doves, and

1 ) i & 08 X 1 S ; i .
dreams help to create the romentic atmosphere of Swanwhite

In Advent the Judge and the Old Lndy can see a bright spot of sunlight
on the mausoleum, which they have had erected in their honor. Because the
sun has already set, the place appears weird and ghostly and they interprot
the spot as an omen.5 A few hours later a procession of shadows ewmters from
the mausolaum.e The first is Death with his seybhe and hour glass. The
other elight are persons now dead whom the wicked 0ld Lady and the Judge have
vronged. As the ghosts walk silently and solemnly around, the old couple
are filled with terror. They call upon the Other One to hslp and he appoar:’.'?
To them he says: "I became the Other One because I wanted to be the TFirst
Ones I was a man of evil, and my punishment is to serve the ,.57.;(')051."8 He says
that he is the Evil One and that his task i1s to Torment the 01d couple into
finding the cross before which they are to meet some day.

The Judge and the 0ld Lady add to their sins by putting their son-in-
law out of his house because he has heen unemployed and the rent is unpsaid,
Their daupghter, Amelia, is made to do socrubbing end other menial tasks, while

the 1little children, 'Thym and Eric, are locked in the cellar. There they

5 Bdwin Bjorimen, translator, Plays by Aurust Strindberg (Wow York:
Charles Seribner's Soms, 1913), III, 116,

¢ mid., p. 124,
7 Ibid., p. 12G.

Ibid,, p. 197,
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have an unusual Pleymate, the Chrisb~Child, who froes them from their prison
and ?romises to return the noxt Christmas.®

In tho meantime, the Judge and the 0ld Lady are trying %o male thoir
minds easy by reassurinpg each other tﬂat their actions hove always been —rith-
in the law., The Judge speals lightly of the priest, who had refused to
congsecrate the mauéoleum.because of their sins. In jest he raises a rloss
of wine to drink to the priestts heallh, but the glass is torn out of his
hand and disappears through the wall.10

Then the lipght goes out, and the Other One appears with the message
that the two are to be separated. The Other One waves his rattan, and the
scene changes from the wine cellar to & besutiful ouwtdoor scene where the
children are @laying.ll Playmate is egain with them. Liko an older brothor
he enswers their questions comcorning the birds, and is kind to & poor
little chimmey sweep whom they see. As bthe Playmate disappears thoy see
the halo that surrounds him and are filled with awe.

The next scene is a cross-roads surrounded by pine woods. In the
moonlipght a Witch stands weiting for the Old Laﬂy.lz She promises the (ld
Lady that she shall attend a ball. The iitch blows her whistle and a recly,
kettle-shaped chasm appears. It 1s closed in on three sides by steep wnlls
of hlack rock. Among tho guests who now onter are beprars, tramps, crinples,
and the Seven Deadly Sins. The laster of Ceremonios is really the Othor Cne.

Tho 0ld Lady dances with hor dead brother who accuses hsr of robbins the

0

Thid., Pp. 140-0.
10 1p1d., p. 142.
11 1pid., p. 143,

12 1pid., p. 150.
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deacfl.lE5 The Lady in “hite is the Judpe's first wife and the resal mother
of fmellia. She says, "You have taken the menory of me away f{rom her.

« ¢ « « Bubt now you are to be wiped out."1% The 014 Lady gropes her way
from the place.

Tho next scene ig a court room. As the Judge enbers he is horror
stricken to see the pgavel rap on the table, the candles lirht themselwves,
and the executioner's axe moves on the wall.15 Then the ghost of himself,
an unrighteous judge, enbers to receive his sentence. The senbence is
"Guilty

In the last act the Judge and the 01d Lady are in hcall.l6 It is
Christmas Eve., Vhen the Judge locks through his stereoscope, he sees a
spectaclo which horrifies him, It is his 1life "From the Cradle to the Grave."

The Other One says that they will celebrate Christmas. OSo they all
kneel as voices sinpg "Gloria in excelsis Deo" and they see the star shining
far above and the crib with the child and the mother, surrounded by the

adoring shepherds and the wise men 18

Swanvhite has been spoken of as "perhaps the most beautiful and most

genuine fairy tale for old or young over written in the Swedish lang:ua;;e."l‘q

13 Ipid., p. 156.

1% mia., p. 150,

15 1144, p. 160.

16 1psd., p. 177

17 1pid., p. 174,

18 mpia., p. 170.

19 mpia., p. 4.
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The play is, in its original shapo, as poetical in lorm as
in spirit--even to the extent of being strongly rhythmical in-
its prose, and containing many of the inversions which are so
charactoristic of Swedish verse.20
The story takes place in a medieval stone castle. Beyond the balcony
appear the branches of a rose~garden, laden with pink and white roses. Three
cloznts can be seen throuph a door of the castle. One is stored with vessels
of pewter; the second has all sorts of costly and ornate garments; the third
conbains piles and rows of apples, pears, melons and pumpkins.
Swanwhitets apartmen®t is richly decked with silks, brocades, linens,
and gilded furniture. There is a lamp of gold, vases filled with 1lilies and

21 Swanwhite's father saves her fronm

roses, two white doves, and a peacock.
the whip of her cruel stepmother. Then taking tho child in his arms he tells
her that when shé was still a cradled babe, her troth was plighted to the
youthful Einr of Rigalid whom she has never seen, But sineco the time for
the wedding is now near, the king has sent a nrince to teach her the deport-
ment of a queen and courtly memners. She must never ask the beautbiful prince's
name because it is prophesied that whosoever calls him by his name shall have
to love him.2? Then the duke prepares %o leave hor as he mist go away to
war. Swanwhite exclaims:
Farewell, my great and valient hero, my glorious father ! Hay
fortune follow you, and make you rich in years and friends and
victories 133

The duke says tenderly:

Sweet flower of mine, prow fair and fragrant! If I return
~~17e1ll=~I return! If not, then from the starry arch above my

20 1pid., p. 5.
2L 1pid., pp. 15-24,
22 Tp1d., pp. 17-18.

2% 1h1d., p. 19,




eye shall follow you, and never %o my sight will you be lost,

for there above all-seeing wo bocomo, even as the all-crealine
Lord himsolf,24 )

Imediately the prince comes, Swamvhite hides hersel! and wabches
him, then she steals out on tipboe and soats horself opposite hin. In
answer %o her questions concerning the king of Hizalid, the vrince sars Lhat
he 1s tall, blond, and blue-eyed, with broad shoulders, and that his mind
knows no fear.

Swanwhite shows the prince her playthincs, fmonp then is a hobby-
horse. She says:

Here is my steed,~--It has saddle of pold and shoes of silver,

~=I% can run forty miles in an hour, and on i%s back I have
travelled through Sounding Forost, across Bip Heath and Finge's
Bridge, elong High Road and Foarful Alley, all the way to the
Lake of Tears. And thers is dropped a rolden shoo that foll
into The lake, and theon came a fish, and uftg; omne a fishorman,
and so I got the golden shoc backs « o o+ & 9

Swanwhite puts the prince's helmet to her ears, and hears by moric
her stepmother vowing to the steward that Swarmvhite shall never be queon,
and that the prince shall wed her own daughtoz', Lena. The stevwmother is
a witch. By means of her maric mirror she soes everybthinr that hanpens
in Swanwhite's room when the girl guesses ths prince's namo.

The pumpkin in the fireplace is the witch's ear so she also hears
all their conversation,

That night the prince remains at the castle at the command of the

witch, She falls asleep when a vhite swan drops a poppy flower on her.,

n6 !
The swan, Swanwhite explains to the prince, "was my nothar," ‘hile the

24 1pia., p. 20,
25 11d,, p. 24.

26 Tpid., p. 35,
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stepmother and the maids sleep, Swanwhite and the prince declere thodr
love for each other. Love soems to transform ovon tho unly faces of the
sloepers. They smile, and sppear beautiful, kind, ond happy, Put whon
the stepmother awakes and sees Swanwhito in tho arms of the nrince, she
angrily orders him to the Blue Towor and sends Swanwhite Lo bed.

In the next scene Swamwhite's mother onters, Che is all in white.
, Over‘ one arm she carries the plumare of a swan and on the other a small
herp of polde She teakes Swanwhite from the bed, bathes hor fect writh
tears, wipes them with a white linen cloth, and covers them with kisses.
Then she puts a sandal on each foot vhich then appesrs shining white. Che
combs Swanwhite's hair with a folden comb, and places a white linen rarment
on the bed. Before she leaves, the prince's mother also comms from heaven
and ‘they talk of their children.

Then th- clock strikes three the mothers are sone and Iwanmvhite
owakes. She is delighted with her changed appearance, The harp plays
& sweet 1rnelody.27 '

After more adventures which only inerease the love of the prince
and Swanwhite, the jealous stepmother is once more kept from harming Swan-
white by the return of the duke., Ie hears the accusation of misconduct
which the stepmother brings against the lovers. le calls on almiphty God
o rendaer judgment. That judgment is interpreted by means of u strange
device. Threo lilies and o steaming ple are brourht to the dule. The

white 1ily, which is Swauwhite's flower, folds its Llosson apalnst dellle-

2T Thid., p. 42.
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ment so that Swanwhite is declared inmocent. The red flower stands for
the prince, and it bends 1ts head in roverent love beforn the vhilte one.
The third flower represents tho king of Rigalid. It appears teo Le jealoms
of the others. Thus the flowers meke kmovm that Swanwhito 1s predestined
for marriage with the noble prince instead of with the wlcked I;im‘ii-%
Then the duke asks for the prince, but news is brought that he has
boeen drowned while crossing the strait. Swamwhite is overwhelme! with
grief, but she intercedes for her stopmother when the duke sentences hor
to be burned alive.
This plea for mercy, prompted by love, froes the stepmother from the
evily powsrs that have held her in their spell. Delighted che gxelains:
Blessed be love which can work miraclos like thet! Hub,
¢hild, then it must also have tho powor to make tho dead
return o . » » G0, cry the name of your beloved, and put
your hand above his heert! Then, with the help of the Supremae
One--calling none but Him for helpor-~your beloved will hear

your voice--if you believe 129

Swanwhite does as she is directed and tho prince wakes up.

In The Bridal Crown Strindberg based his story on an old Horse legend

to which he added the idea of making the two lovers descondonts of hostile
f&milies .30

Kersti and liats havé fallen in love while herding cattle in adjoining
pastures, but they could not marry because of Lthe enmity of thelr parents,
However, after a child is born %o them thoy improvise o marriare ceremony

VR ¢ PR . RN SR I
of their own, but Korsti is not snbisiied. She wantoc lo be murried In

28 1bid., p. 60
29 1vid., pp. GO-OL.

30 1pid,, IV, G.



regular fashi ] O :
& shion and woar the crowm which ovory Swedish bride who ls Mworily”

ah
woars at a church wedding. She nromises the Meel, n supernatural eroabure

who is usually singing, nnd who appenrs freguently, that ho may plar ab herye
wedding if he will keep guiet now. After ho iz gone Lhe (idwife, o wnods

imp appears. Ohe is angrily ordered avay by Tersti, It she redorns with a
bridal orown which she trades to Hersti [or the baby. Bafore leavins, the
Vidwife werns Kersti thet she will be present at the weddinr, ha orenareblons
for her wedding progress Tersti is taunted and amnoyed by lats! sister, Tritia,
who keeps suggesting that perhaps the crown w31l nob f9t. A the weddiny it
£alls from Kersti's head into the mill stream just as she 1s about to dence
with the pastor. Then the child's voico is heard as well [rom tho rlver.

Tt is the liocker, a bodiless volce which e-isbs in the immrination of Vhe
people all over Sweden; in iks other form it is an apna arition Imewm oz he

”

- 31
Heowlar.

This apparition appears throuch the trap door to the Iris

Tt looks to her like an infent in lonz clothes, and she presses 1% Lo hor

" ”
I3

2
breas‘b.:5 She then admits thel she killed %he child. At Pirst condemmed

to die, Wersti's sentence 13 chanped to imprisonmont inshead of death be-

ceuse of her faith in God. Tt is the Child in Thite, anpkhnr of Hhe zuper-

. 4 .
natural perasonages of the play, who brings her the nlad rews S 1% was The

Child in ¥hite also who had brought a ray of hope to the despsirin- gizl

ol
. o
aftoer her confosalon at the Weddﬁnuo%

81 Tpid., pe 7.

32 Ibid., p. 73.

73 I'i.:)idq, P‘ 87.
34

Loce cila

35 Thid. y Do GO




he priscon where Zersti is kept is known as the "Castle". I% is

situabted besidse a lake in which, the villagers bhelieve, a church sanl:

)
g1
Q
=
=
]
‘ )
‘t‘

st cenmburics before becanse of strife betweon the mill-folk and
the lewlinzs. They believe also that every Easter mornins, at the hour
when the Javiocur ascended Irom the grave, the church rises oub of the lalo.
ind ho who gets a look at it has peaco in his soul for the rest of the year.56
The events of ths last act happen on Easter., It is the dsy when Lorsti

comes [rom the prison Ho do her yearly penance at the church. Vhile crossing

the frozen lake the 1lce breals up and she is drowned. And vhile fthe pastor

Hy

is praying for her soul the assembled families who have long been enemies,

. - 57
find peace, for they see the churel rising out of the lalke,
One of the interesting romantic devices of this drama is the singing
or hurmiing of some of the sirple communicabions between characters, Strind-

berg has provided the musie for each of such verses. Somotimes the tune

P}

its0lf has a sort of code menning vhich males words unnecessary. The Tollow-

ing stunzas are suny by llabs ond Uershti in the first act.

lats. Yeorstl dearest,

Yersti dearest,

Beaby sleeps in the forest.
Korsti. Dillery~dell !

Tareth he woll,

Tareth he well

Far in the Torest?
lacs. e o » o DBaby sleeps in his

cradle hoere,
Far, far, in the forest !
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Kerstl. Haste to the house and milk the cows,
And see that beby laclis nobhing.
I cannot come, must stay at home,
Helping my follis with the balfing.
lats. Birches nod in the blowing breeze,
But baby slumbers in perfect poace,
Forsti, Yerstl, dearest I
The Neck is one of the supormatural creatures of the play. learly
every time he appears, he sings, "I am hoping, I am hoping that my Redeemer
39 s s
still liveth. The first time Kersti sees him in the play, he appears at
the foot of the falls surrounded by a bright, white lipght. He is young
and fair, with blond hair that is falling down his back; he has a fiddle
*®
of pold with a bow of silver, and plays to his owm singing.
The Hdwife or Vood=imp, who gives Kersti the bridal crown in scene
one, is another familiar figure in Swedlish superstition. Then Kershi
angrily orders her away she "turns and rums out with the galloping movomont
of a wild things her back which then becomcsxvisible, looks like that of a
fox and ends in a sweeping, bushy tail; she hisses rather than speaks-”éo
The characters frequently express a belief in supoernabural powers.

One evening when the spruces stir in spite of The fact that there i1s no

wind, Yersti says: "Surely the evil onos are abroad tonight."%1 Another

58 1hid., pp. 26-27.

9 Thid., p. 34,

40 1p34., p. 6.

4l 1pia., p. 29.

* The Weel, or the ¥an of the Repids, or the Drockmon » o «
oxiats in popular fancy whorever a poasant has put his plough into Swedish
soil. Ilo is a creature of the thousand rivors and hools that beribbon the

land » « » + and alway: he is nssoclatod with an unusual gift of music and
the f'lallen anpgel's lonpiny Tor the lost Paradise,.
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time to convince her mobher she exclaims: "I swoar ! limy the lleck cet mo
if I lie 42 Thether the creaturo possessing these stranreo povors ave
prosent invisibly or in person, the charachors accaph them as naturally

a5 1f they were humen beings.

1 - -
'The best example of Strindbergt!s freo imagin~tive treatment of

reality is The Spook Sonate. The Colonel and his wife wore once in

love, but now they feel only hate and remrrse, for lons aro esch wan dis-

loyal to the other. The wife, from thot time on, has lived alone as a

Iummy in a closet. She has been carried away by hor ovm imarinakson unbil

by her speech and actions she gives tho impression that she thinks she 's
a parrot, She has a sbtatue of herself as a rirl which she cherishes.

The Colomel invites to a spook bangquet a crowd who, as the valet
explains, look lii«:e spooles and never soy a vord, On thisz partieular
occasion Hummel, the Colonel's avenring rival, comes as an unlnvited suest.
Tummel reveals the faet that he has bought up all the Colonel's debts, and
that 1.:ho Iummy's daughter is his owm and not hor husband's. The lurmy tolls
 Hummel that he is worse than all the rost and that he must honp himself in
the closet where she .has spent twenty years bewailing her one evil doed.
Tiithout a word he obeys and the dsath sereen is placed befors the door.

The IMummy's deupghtor spends nost of her %time in a room Tallidng to
ond caring for hor hyeseinths. The sindont, frkenholtz, admires hor very
mich., After discussing the flowers he tells hey of his famdly. lis [nbher

died in a madhouso. An accumulation of unploasant experiences has dlg=

illusioned him, e askss

42 1pid., p. 32,

43 Frank Wedleigh Chandlor, op. olb., Pe Ul




There do we find honour and faith? In fairy-tales nond
childish fancies. there -can I find anything that keeps its
promise? Only in my own imagination.%4
As he exprosses his skepticism, the harp which the pirl once playoed
remaing dumb to her touch. The girl hersolf droops and dies bohind the
death screen. Then the student's doubts vanish and he preys for the girl.
The strings of the harp then bepin of themselves to play a "spook sonata
and he sings sonie verses from the Poetic Edda:
Seeing the sun, it seemed to my fancy
That I behsld the Spirit that's hidden.

Man mast forever reap whnt he planted:
Heppy is he who has done no ovil (49

A summary of the romantic elements in Strindberp's plays shows the

following. Superstition is a major element in The Bridal Crowm, Advent,

and Swanwhite. Strange, supernatural beings--witches; fairies; the Weck

or river spirit; the Midwife, half human, half exbransturel; the lewler as
an apparition and the I»Ioclcér as merely a veolce; evil spirits; the Christ-
Child, ~~are present to some extent in all tho plays. They are especlally

numerous in The Bridal Crovm because 1t is based on legend and folk~lors.

Castles, princes, dukes, moonlight, roses, riches, and dreams create an
atmosphere of romence in Swanwhite. An unreal, mystorious, gloomy atmos-
phere is produced in Advent by the use of omens, shadows, darkness, move-
ments of inanimate objects, and alternabe learful silence and Lorrifying

sounds, The harp which plays itsolf in The Upook Sonata has a similar

romantic effect. Improbability and unreality charamctorize th» nlots of

Swanwhite and Advent. Vart of this effect is seoured by means of mystory

44 Playe Ly Sugust Strindberp, op. olb., IV, 145,

45 I.bié.l'a, Pe 147,
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end maglo., In nll the plays the charactors who are human beinss seonm
strange and unrenl becownse of the fanbasy, mysbtory, and supsrstition thot
surround their lives. Sontiment is an importent lacbor in Swanwhite. The

uge of melody end verse for certain convorsations in Tho Bridal Crovm and

the rhythm, alliteration, and sentence inversion of many passares in Swan-

white sustain the romantic mood.



CUAPTIR VI
HENRIK IBSEN

Henrik Ibsen began his long dramabic career as a romanticisht, and

1 "Here with a

his earlies®t themes he drew from history, ballad and saga.
freeciom of fancy and procedure quite foreipgn to his later nroductions, he

broathed artistic life into heroic 'personac_;es."2 0f the plays chosen for

s’cudy Lady Inger of Ostrat 1s based on lorwegian history; The Vikings ab
I-ielgelgﬁé_ ex’colé S:‘n.gurci, hero of the Volsung saga; Brand portrays two
paétors of Ibsen's acquaintance; and Pear Gynt was suggested by Norweglan
folk-lore."

The last two plays mentioned are wribtten enklrely in poetry, the
other two are in prose, but it is a prose which possesses meny poetic
qualities. All tho plays contain much of fancy snd improbability: inanimebte
objects speak, superstitions abound, phantoms appesr, and dead men ride throurh
‘the air. The atmosphere of faliry-land surrounds ?__931: Gynt with its many strange
croatures. liedieval castles with secret passages and with moats surrounding
them add to the spectator's impression of a remote time and place. All the
plays are rich in sentiment, and love is a major factor in The Vikings abt
Helgeland. Uany of the important characters in Ibsen's romantic plays are
unreal, because they are so hizhly ondowed with heroic qualities ‘that they
so0m suparhﬁm&n. |

The scene of Ladz Inger of Ostrat is lald in tho long apo.

P

1 Aronibala Henderson, Buropean Dramatists (Cincinneti: Stewart and
Kidd Company, 1914), p. 116.

2 Frank Wadleirh Chendler, Aﬁpécts of lodern Drama (Wow York: 'The
Macmillan Compeny, 1914), p. 5.
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"It 1s really s remarkeble imaginabtive re~vitalization of the spirit of
an epoch cenburies past‘."'@ "« o « o tho longing for freedom, the stirrings
of revolt which form the motive-power of the achion, are invented or ab any

O yor is the oharacterization of Lady Inger

rate idealized by the poet.
according to history. Ibsen makos hor a morc admirable heroine than the
facts would warrant., And there are no grounds for making the pretender her
son.6

In the play certain patriotic Norwerians are planning an insurrection
which, they hope, will result in their country's freedom from the power of
the hated Danes. For years they have believed that Lady Inger Gvldenlove
is designated by God Lo break their thraldom. Lady Ingor, however, is too
vacillating to depend upon. Five years befors she had married hor eldest
daughter to a Danish nobleman; but when the second one some years later fell
in love with a Dane, her mother let her die of a broken heart rather than
consent Lo the union, for at that time the Danish governors were abuaing the
common people and Lady Inger thought it nob wvise to link herself still more
closely with the foreign tyrants. At the time of the play she proposes that
her youngest daughbter Llina marry the Danish envoy, Hils Lykke. He tells her
that the son, whom she worships but has not seon since his babyhood, will be
kept safe if she will but reconcile the opposing factions. He hints, too,

that shoe may some day be n king's mother., This is sulficient to make Lady

Inger sbandon all her nlans to assist her counbtrymen. Jeslous of Counbt Lhure,

% hrehibald Hendorson, op. oib., p. 102.

S wil1len Archer, editor, Ibson's I'rose Uramas (New York: Charles
Seribner's Sons, 1906), III, viii.

Loc. aitl,

——y
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around whom the Worwegians are now rallyins, and who she thinks is at hor
castle, she has him killed so that her own son can claim the power when
the time comes. Too late she discovers that it iz her own son who has
been killed, end that her daughter has boen won by the Dane, Mils Lyklke.
This last event Lady Inger had not intended to happon. She wanted moroly
to encourage his woolng and then scornfully refuse hin,

The following passage with its fancy ond figures of speech iz typlenld
of the lanpuage of the whole play. It is taken from a convorsation bebtween
fels Lykke and Elina, in which he changes her hatred for him inbto love in so
short a time that the reader's credulity is strained,

T have read in my books of the many-coloured life in far-

off lands. To the winding of horns the Inight rides forth ilnto
the greenwood, with his falcon on his wrist, ZHven so do you

go your way through life;--your namo rinrs ouk before you
whithorsoever you fare.--All that I desire of your nlory, is

to rest like the falecon on your arm. I too was blind as he

to light end life, till you loosed the hood from my eyes and

set me soaring high over tho lealy broe~tops.==lut, trust ne--
bold as my flight may be, yet shall I ever turn baclk vo Iy cage.T

The incidents in The Vikings at Helpoland occur in the year 953. Lhe

-

atmosphore of that time iz so skillfully created that the reader is immedintely

transported to a world in which most of the people are 5ea-rovers and advene

turers, whose physical prowoss and Teabs of valor are proised in song and

story.

The style of tho original play is modeled on that of the saras, and

~ e " LN 2 E: Bore).
the lenruage is clearly distinruishoble from overyday LOruolan. Ltor

re ppiol 15 soreuwhnb assusged by hiz cenposlitlon

Ornulf's seven sons are killed his prie

7 Ibida, Pp‘ lOG"’?-

8 Ipid., p. zvia
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of a poem which tells of his rift of sonperaft and honora the mowmory of his
stalwart sons. IHe recites it as he sits on a stone noar the rrave of his
youngest son while the pine knot torches of his mon lisht the scene, The
originel poem contains both rhyme and allltoration. The rhywe, Lrchor
comments, seems hisborlcally out of place in the mouth of an Icelandic skald.”
This inaccuracy is an evidence of Ibsen's romantic troatment of the story.
As the drama 1s founded on the legendary one of Cigurd, the Velsunr,
he is portrayed as an exbreordinary hero--almost o rod. “hen Ornulf, Cirurd!s
fa‘cher-in-law,y comes to demand three hundred pleces of silver in payment for
his dau{;hter, Dagny, whom Sipurd hed carried away, ho says to Lirurd:
I knew thy face as soon as I was ware of thee, and therefore
I stirred the strife; I was fain to prove the fome that tells
of thee as the stoutest man of his hends in lorway. . . . &
Thou art a warrior indeed:; stouter sbrokes than these has old
Ornulf never given or taken.l
Then at a feast Sigurd is asked to name tho deed which he considers
his greaﬁes’c he says:
Let it be %old, thon, that I lay a viking amons; the Orlneys;
there came foeman a~ainst us, but we swept them from their ships,
and I fought alone against' elght men 11
Sigurd does not receive credit for his most valiant deed until years
aftorwards because of his devobtion to Gunnar, the husband of Dagny's loster-
sister, Hiordis. Hiordis had vowed that the only way a man could win her
Tor his wifo was Lo come 40 her bower and slay the white bear that stood
at tho door. The bear was the fiercest of beasts; none but Miordis mirhi
come nenr it, and it had tho strongth of twonty mon. thon Cunnnr eonfoasod

his love Cfor Miordis to fipurd, Sipurd volumboored to do the deed o him

9 1hid., p. svids.
10 1pig,, p. 129.

11 1bid., p. 160.
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because Gunnar was no fighter., So Sipurd did it, bubt the fame wont o

12
Gunnar. tlhen, in the play, Dagny can no longer koep silent to Hiordis's
boasting of Cumnar's brave acts she tolls tho truth concerning the bear-
slaying, Then it becomes known as well that Sigurd has alweys loved Iiordis,
but has unselfishly stood aside bocause Gunnar loves hor %too.

Hiordis, also, is a very unusual person, ©She is not content to stay
peacefully at home but longs for adventure. Many of her soecches show a
belief in superstition,

Ha, what joy to be a wilchwif'e and ride on a whale's back~-

to speed before the skiff, and wake the gtorm, and lure men to
tho deeps with lovely songs of sorcory 13

Think, Dagny, what it is to sit by the window in the eventide

axnd hear the kelpie® wailine in the boat~-house; to sit walbing
and listening for the dead men's ride %o Valhal; for their way
lies past us here in the north. They are the brave mon that
fell in fight, bhe strong women that did not drag oub their
lives tamely, like thee and me; thoy swoep through the storm-
night on their black horses, with jangling bellsl! . ., . o Ha,
Dagny ! think of riding the last ride on so rare a steed 14

Hiordis has loved Sigurd ever since their fMrst meeting and she
tells hims

All good pifts may a men give his faithful friend--all, save

the woman he loves; for if he do thalt, he rends the Norn's secret

web, and two lives are wrecked,

She has made & bow strung with her hair and to Sigurdf's stabtoment

that their lives can not now be altered she says:

12 Tﬁi.i" ppo 150"51.
13 Ibid., p. 156,

14 Ibid., pp. 156-07.
15 1pid., p. 203.

* Mpaugon”, a vague and horrible soasmonshior.
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It shall bo altered! Ve must out of this life, hoth of us!
Seest thou this bow-string? With it I can surely hit my mark;
for I have crooned fair sorceries over it ! (Places an arrow in
the bow, which is sbrung.) Hark! hearest thou that rushing in
The air? 1% is tho deod mon's ride to Valbal: I have bewitchod
them hibheri=-we two will join them in thelr rido 16

Then she shoots Sigurd and he dies. As the storm inecreases she breaks
forth wildly.
They come! I have bewitched them hither! HNo, no! I will not
go with youl I will not ride without Sigurd! It avails nob--
they see me; thay laugh and beckon to me; they spur thelyr horses 27
She throws herself from the cliff, A 1ittle later Ormulf, Dagny,
Gumnar, and his son Egil arrive at the place. They ére £illed with dread
as the ride of the fallen heroes to Valhal hurtles through the air. Egil
cries out in terror that the one in front, on the black horse is Hiordis,.8
Now that both Sigurd and Hiordis are dead the survivors decide to reburn
at once to Iceland, and Ornulf chenbs:
Weapon-wislding warriors' moebing
woeful, by the northern seabord,

85111 shall live in song and saga
while our stem endures in Ic:ela\nd.l9

In Brand, which is poetry throughout, Ibsen uses two varieties of
motre. These he skillfully fits to the thought. "The trochaic . « . » is

used in scenes of passion and poetry, of poignant emotion, of mystic vision,

2
of solitary thoughtﬂ“o Iambic is used for the more ordinary passages.

16 1pid,, p. 203,
17 1b1d., p. 207,
*® oo, oit

19 Loc, cili.

et

20 C. T, Horford, tranglator, Tho Collectad Vorks of lenrik Tbsen

(Tow YTork: Charles Seribner's fons, 1007), LIY, xi.
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The atmosphore of Brand seems stronge and unreal 'to the reader be-
cause Brend 1. an extraordinary man striving towards an ideal whieh is
impossible to reach in a world of compromise.zl He declares himsoll the
champion of things as they ought to he. "Brand," says one critic, "is the
piletorial projection of a splendidly hopeless, idealistic dream."??  Thus
the play contalns many passag;.es which show the flirhts of his imagination
in picturing that ideal.

I see my Calll It gleams ahead

Like sunshine through a loop-hole shed!
T know my bask; these demons slain,

The sick Earth shall grow sound sgaing--
Once let them to tho grave be given,

The fever-fumes of barth shall flyl

Up, Soul, array thee! OJ3word from thighl
To babtle Lfor the heirs of Hcaveon!

T have boldly dared to plan

The refashioning of Man,==

--There's my work,-=-3in's image grown,
VWhom God moulded in His own,--

Forth % to wider {ields away!

Here's no room for battle play 124

Brand's mobto is "All or nothing", snd he believes that man Talls
short of his ideal hecause he does not conguer his will,

Inwerds! In! O word of might,

Wow I see my way aright,

In ourselves is that young Rarth,
Ripe for the divine new-hirth;

VWill, tho fiend, must there be slain,
Adam there he born af;ain.BS

2l prank Wedleipgh Chandler, on. cit., p. G
Archibald lenderson, op. ¢ibt., p. 115.

% 1o, el

3 - TP mo TV K3 54
28 196 Collected Torks of lonrik Ibson, op. citia, pa 36

24: Ibidﬂ-, Po 59,

25 Ihid‘,' T)' Blc

Imbtsoicirors
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That you locked strength may be lorsivon,=-
But never thabt you wanted will.<6

He builds a new church, but decides that it ic not thore that fod
would have the peoplo worship. 5o he pieture: the ideol church Yo the
assembled crowd.

It haos neither mark nor bound,

But its floor the green earth is,
lead and mountain, sea and sounds;

" And the overarching sky

Is its. only canopy.

There shall all thy work be wrought
As an anthom for God's ear,

There thy week day toil be sought
Ath no saecrilege to fear,

There tho Torld be like a tres
Folded in its shielding barlks

Taith and Action blended be.

There shell daily labour fuse

TAth right Teaching and right Use,
Daily drudgery be one

With sbar-flipghts beyond the sun,
One with Yule-tide revelry
And the Dance before the Arle, 27

Then he throws the keys of the new chureh into the river. In the
noxt sceme he is high in the mountains and looking backwards 58753

From the vale thoy follow'd thronging,

Tever one has reached tho height,

Through all the bosoms thrill'd the longing

For = greater Day's dawn~1ight;

Through all souls subduing strode

The alarum=call of God.

But the sacrifice they dread %8

As ho muses over his past experiences and the limitabions of the
world, he asks himsoll whother ator all his efforts have followad “od's
plan, Then from above, minslod with the voice of the shorm, he honrs un

invisible cholr answer,

26 Tpid., p. OO

21 1hid,, 1o, Lei-i.

fal]

n .
YIbida, Do 240=k
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Dreamer, thine is not Hls spirit,
Hourht o IMim thy gifts are worth;
Hegven thou never shalt inherlt,
Earth~born creature, 1live for ilarth 329

Then the apparition of his wife appears, and tells him thot he st

orase the three words "Hought or all" from his conscience if he ever axnects

%o Cind peace. The phantom vanishes in a thunder clap; and a plevcing seremn

3 1 'l"r
is heard, "Die! DBarth cannot use thoo more 3"

A 14i%ttle labter ho sees an avalanche descending upon hinm and looking
up he asks.

God, I plunge into death's nipht,--
Shall they wholly miss thy 1ight
Tho unko man's ubtmost might

W31l 1d~~751

As the avalanche buries him, the whole valley i1s swalloved up; and

»

e

2

voice calls through the erashing thundor, "o iz the Cod of Love.

Peer Gynt, according to Ibson himsell, was written prinarily as a

peem, a work of pure imagination, and as such it shonld be rend.

There is undeniably an undercurrent of ethiecol and sabirical
moaning in the play; but no one can properly enjoy or valuo it
who is not swept along irrosistibly by the surface strean of
purely poebtic invention and delinoatione”®

2% 1pid., p. 249

%0 1pid., p. 255.

3l Tpid., p. 262.
2 Ibid., D 262.

1 arkn of Hen-il Lfhaan

s . " .
B3 w411imm Srehor, translabor, The Collerbod afl*
(Liew York: Charles Seribnoer's dong, 1\BO7), LV, wix.
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The chief figuro of the play is one of the Torwerlan poasantry's

half~mythical, fentastic heroes of recent tlmes. Tiz name was sugpested

to Ibsen by a folk-tale,

"Poor himself," one writer says, "ls a character creation on tho
heroic z~:.cal<a.”55 He is an amusing roguo, a bragpart dreamer, who clows with
the desire to be romantic., This point is i1lustrated by the Tirst episode
of tho play, in which FPeer is relating a hunting exverience to Ase, his
mothor., He tells how he crept close to a buclk, a fine, sleclk one such ag

she has never seen. JThen:

Dangd I Tired.

0leen he dropped upon the hillside.
Dut the instant that he fell,
I sat firm astride his back,
Gripped him by the left ear Lirhtly
And had almost sunk my knife-blade
In his neck, behind his skull--
then, behold ! the brute scresmod wildly,
Sprang upon his feet like lightning,
THth a back-cast of his head
Trom my £ist made knife and sheath Tly,
Pinned me tightly by the thigh,
Jammed his horns arainet my legs,
Clenched me like a pair of tongs;--
Then forthwith away he flew
Right elong the Gendin~Edge !

Richt along the Ldge we two
Clove our passage through the air.

Tever rode I such a coltl
Straight before us as we rushed
1Twas a5 ‘though there plittered suns.
Brown-backed easles that were sailing
In the wide and dizzy void
Half-way 'twixt us and the barns,
Dropped behind, like motes in air.

e a4 o o & & & o+ 0 o + & = . s = o

5 1pid., p. viid.

%5 1bad., pe xi.
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To one

It is mother. She's scolding and screaming: You heast!

Hei you, Peer Gynt-~-{{lis eyes gradunlly closg.

Ay, now she is fripghtened .-~
Poer Gynt ho rides first, and there follow him many.--
His steed it is pold-shod and erested with silver.
Mimsolf he has gauntlets and sabre and scabbard.
His cloak it is long, and its linins is silken.
Full brave is the company riding behind him,

None of them, though, sits his charger so sboutly.
Hone of then, glitters like him in the sunshine.--
Dowvm by the lence stands the people in clusters,,
Lifting, their hats, and agape pgazing upwards.

Women are curtseyinc. All the world knows him,
Kaiser Peor Gynt, and hls thousands of henchmen.

Sixpenhy pieces and glitbering shillings
Over the roadway he scatters like pebbles,

Rich as a lord grows each man in the parish.
High o'er the ocean Pesr Gynt goes a~riding.

IEngelland's Prince on the seashore awaits him;
There too awai®t him all Enrelland's maidens.

Engelland's nobles and Engelland's Ialser, .
See him como ridiny and rise from thoir bandquoeb,o!

105

Because Peor is repgaorded as of somewhat doubtful character he can

one to dance with him when he roos to a party as an uninvited g

girl he says in a low but threatening tone.

I can turn myself intc a troll!
It1l come to your bedside at midnight to-night.
If you should hear some one hissing and spitting,
You mustn't imagine it's only the cat.
It's mo, lass! I'll drain out your blood in = cup,
And your little sisber, I'11l sab her up;
Ay, you must know I'm a were-wolf abt nightj--

I'1l bite you all over the loins and the back--50

As Peor wabches the earles and wild geese fly over he makos a

resolubtion which helps to explain his subsequont erperiences,

I'11 fly tool T will wash myself elean in
The bath of the koenest winds !

11 £y high! I will plunge mysell fair in

Tho plorions ohfistening~Tont |

57 Ibid., pp. 25-26.

38 Ibidc’ Vp. 64:.
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I will soar far over tho saetor;
I will ride myself pure of soul;
I will Torth o'er the salt soa wators,
And high over Fnpgelland's prince 10t
In lorocco, Teer now a middle-aged man, explains to his companions
that his goal is to De emporor of all the world through the power of p:old.&o
One day Peer meets a troll maiden in the mountains. Ile pretends that
he in a king's soni she is tho daughter of the Dovi*e-Kin-;’,. They ride away on
a gigantlc pig %o her home. There Peer sees a preat assembly of trolls, =nones,
and brownies, He obligingly consents to observe all the qoer eustoms of the
trolls even to the wenring of a tail, but when the King provoses to bhlind him
so that everything will look fine and brave to him Poer refuses and leaves
tho place.41
Peer has another s"crangefadvehture vhen he moets the great Boy[j;’k WIL056
voice he can hear, and whose Leeth and claws ho encounters bub cannot seo./j:2
The scene in which Peer's mother dies is made very unusual by the
fact that Peer holds her fascinated to the last by an imaginative tale of a
journey to a feast given by the King. ALl her fears as she approaches death
he easily dispels by mentioning some detail of their meke-believe ride. TFor
example when she says: "Oh, mercy, how hollow it's rumbling"; Peer responds,

"elre just'drivin.g ovor o fiord." 3 In a little while Ase speaks again

saying that the journey makes her so weak and tired. "The drive will be over

Ibid., . 64,

0 mpia., p. 132,
41 Ibid., pp. 68=03.
42 Ibid., ppe. 83=00.
43 Ibid., p. 115,

* Tho Boye is a vague, shapeloss, ubiquitous, inovitalle, imvulnerable
Thing., TIbsen found it in the folk=tnlo and was faseinsted by its sheor
uncanniness,
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soon" he assures her, and poes on with his story, Then he looks at her
arain she is dena k4

The froquent changes in setlins, and the variety of scenes which ave
presented add to the impression of remoto time and place vhieh tho reader

roceives from Peer Gynt., One such scone portrays an encampment of loroccan

troops on the edge of the desert.*®  Another shows a grove of palm trees in

. 46 . , L .
the moonlight, Then the reader is carried in ime-ination to a cebin

47

surrounded by forest far up in the Worth, Then comes a view of Peor Cynd

sitting upon a stone near Memnon's stabue amid the sands ol Igypt, o Feer's

‘ . ; 48 "
groat surprise the statue sings to him of Zeus. Another Leyptinn scene

discloses the great Sphinx with spires and minarets of Cairo in the Jistance. 2
Once Peer narrowly oescapes drovming when his ship is wrecked on a rocky
coast.so

Back in’his native lend Peor Gynt has more strange experiencecs, In
unusual scene here shows a heath with fir trees, A Torest Iire has been
raging and charred tree-trunks can be seon strotehing for miles. The wither-
ed leaves flying before the wind roproach Peer for his ne~lect. Dewdrops

dripping from the branches say to him that they aro unshed tears. And brolen

straws tell him: "We are deedss thou shouldst have achieved usn," Then he

44 1bid., p. 118.
45 1phid,, p. 143,
40 1piq., p. 156.
47 1bid., p. 171
48 1pid,, p. 175,
49 1pid., p. 174

50 1h1d., p. 207,
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honrs his dead mother's volce asking Tor thoe custle Lo vhich he had ore-
tonded to take her.sl

At last Peor meebs the Button=ioulder who prapeses o melt hi with
other "spoilt goods". Poer protests, bulb is bold:

You know you are not airy enough for hecaven

R T T T T

YTourself you nevor have beon at 2allj--

Then what does 1% mabtor, your dying ripht out 92
Poer would rather be sent to hell than to be melbad and recast. U0 the
Dutton-Loulder prants him a brief re nite to seok for ovidonce that he has
ever been himself, and that he has cormitbed any sins. lio one can help hilng
and 8t last he comes to Solveig's hutb. she has waited for him Por yoars.
To her he has sinned in nething; ho has lived in her faith ond love. Paer
spes in this a ray of hope, but the nubton-llovlder warns: "At the lask erosi-
road we will meet again, Peer.“55

"The whole atmosphore of the first throe aets and of the £ifth is
thet of the lorweslan Foll and Falry Tales,” one criltic comments.
atmosphore is further enhancod by ‘the use of poetry throu-houb the plor.
"gix or eipht measures are erployed in the various scones, and the rhymes
are exceedingly rich and complex.ss ns tho translation has rebained as

nearly as possible the metres of ths oripinal, it has not Mrobhed Tantasy

56
of its pinions" oven thouen the rhymes had Lo be sunnresced.

Sl 1pid., pp. 230-230.
52 1bid., pp. 289~40.
55 1bid., p. 271

54 Thid., p. xvild.

Ibid., xux.

56 Thid,, wrxils
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A sumnmary of this part of tho study shows that Ibson's plays
contain the following romentic elements, Ideslived unseliish love

appears in The Vikings ot Helgeland and in Foor Gynt. Ibson does nob

follow the traditional accounts, tut allews his imagination to color
ovents and persons with true romantic plamour. The chief characters

of all the plays are Qndowed with heroic¢ gqualities. Thoy move in a
world so different from and so far away from the present that they seom
strange and unreal. DBrand is an unusual character striving to lollow
an ideal which it is impossible to attain in the real world., The lives

of the charaeters in Feer Gynt and in Vikings at Helpeland are

influenced by superstition. Certain characters in the latter Delieve
that dead men ride through the air and thet the lNorn or I-‘a'be'{;uirles
men's lives. Strange creatures--gnomes, trolls, brownles, and the
Boyg are encountered by Peer Gynt. A statue, dowdrops, loaves, and the
voice of his dead mother speak to him. The messenger of Death appears
as a Dubtton-lioulder. An invisible choir sings to Brand from the air,

o phantom speaks, and the voice of some supernatural beingz announces
his doom, The atmosphere of fairyland surrounds Poor Gynt, All the
plays con'tain certain treditional abtributes of romance: knights,
kings, princes, feudsl castles, riches, and moonlight. Both Brand

and Peer Gynt are written in poetry, and although the other throe plays
are in prose they éontuixx go many fipuros of speech and so mmeh of
imaginative picturing of events that the lanpuage is not thab of comnon
1ife. The presence of all these romantic elemontc in the plays studied

confirms the stetement that Ibesen beran his carsor as a romanticlst,



CrirTun vVIT
J. I, BAURIE

J. 1L, Barrie has been described by oritics as a highly imarinative

. 1 :
writer.  Iis dramas posses among other qualities "the wizardy that sebs
men's thoughts wandering in forpotten places and their eyos searchins for

" anothor writer comments, "is to apply

forpotten dresxms‘.’2 "His purrosa,
dramabic acﬁ:ion to those unrelated realms of faney and dreams which occupy
a large place in the penumbra of consciousness without boing recopnized as
having any true jralue:."3
Although he achieves many realisbic effects, Barrie doss so partly
by the use of eertain romantic elemen’cs.d: His imapination crostes a wonder
world ‘chrouﬁh the use of dreams, of megic, and of sentiment, Iortals, as
well as faivries, have stranre advenmtures in charming places where the in-
habitants never grow older, and where mapicel rmusic lures the listener away
from the ordinary world. Sometimss nightingales, moonlisht, kings and
princesses add to the romentic atmosphere, end an occasional ghost appears.

The four plays chosen for study are those which are best representative

of Barriel's use of the elements of romanticism--Peter Pan, A Kiss for Cinder-

ella, Dear Brutus and lary Rose,

1 Carl Van Doren, American and British Literature Since 1890 {(TVeow

York: The Century Company, 1925), p. 238,
Cloybon Hamilton, Conversations on the Drama (Wow York: The

Lincmillan Company, 1924), p. Ol.
Benjamin Brawley, A Short History of the inglish lirsma (New York:

Harcourt, Drace and Company, LO2%), Ds 28Gs

2 Isaac Coldborr,\, The Drama of Transition (Cineirmatd: Otewart Kidd
C’ompemy, 1922), p . 2%,

5 Thomas Dickinson, An Outline of Gonbemporary Droma (Carbridro:
Riverside Pross, 1927), . 250.

4 Walter Prichard labon, The Drama. in Inrlish (New York: Charles
Seribner's Sons, 1930), p. 278,
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Peter Pan is a fairy tele which opens in the nursery whore the
three children, Wendy, Michael and John are asleep. lirs. Darling says
that one night as she sat drowsing by the fire, she suddenly awoke %o
find ‘the window open and a strange boy in the room. Just then Nana, the
nurse, returned. She pulled down the window but caupht only his shadow.
This shadow Mrs. Darling rolled up and kept; and sho now displays :’c to her
husband. It has no more material to it than a puff of smoke but it has
human shape.5

After Mrs. Darling‘ has gone the window opens arain anl Tetor Pan
flies into the room. Ie tells Wendy that he ran away the day he was horn
to live with the fairies because he wishes never to grow up., The fairies,
he tells her, began vhen the first baby laughed for the first time; the
laugh broke into a thousand pieces and wont skipping about, Te teaches
Wendy end the boys to fly after he has sprinkled them vri'bﬁ fairy dust.
Then they {1y out the window and over the tree-tops on their‘way to Nevor
Land where Peter Pan lives with all the lost boys. In Pebter's land mermalds
can be seen beside the 1ag;oon.6 It is summer time on the lagoon, but winter
on the river. There, 8ll the four seasons mey pass while one is fillinrg a
jug at the well. Pirates eppear upon the frozen river dragring a raft and
ginging a "dreadful" song.

As Vendy flies over the island siie is injured by an arrow shot by
one of Peter's boys at tho instipation of the jealous fairy, Tinker Bell,
Tone of the boys may touch Wendy because they fear that would not be

rospectful; so they build a house around her. This they do in tho time it

5 The Plays of J. ll. Darrie (lew York: Charles Seribner's Song,
1929), p. 24,

6 1pid., p. 38
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him playing his pipas. As he plays the Never birds and the fairies
gather closer, till the roof of the little house is 5o thicl: with admirers

thet some of them fall down the chimney.

In A Kiss for Cinderella Barrie provides a romantic escape from the

commonplace world through the faney and dreams of a little pirl who is very
poor. She works as a servant for an artist, Like the fairy-tale Cinderella
she has small, perfectly shaped feet of which she is quite proud. She, too,
longs to atbend a ball. OShe wanbs to visit Buckingham Palace but says she
does not know how to get past the police. A policemen hesrs her say this,
and sinée it is war time he misunderstends the romantic motive behind her
wlsh to evade the police and decides %to watch hor. He discovers that in hor
room after working hours she performs many services--from altering coats to
bestbowing sympathy-~for a penny & customer. In four wooden boxes she has
four war orphans. Their nationalities are Inglish, French, Belgian, and
German, respectively. All know the tale of Cinderella, which they enjoy
hearing their little puardian relste. To theo policemen Cinderella reveanls
her firm belief that she is destined for story-book experiences. Iler fancy
leads her on to paint in glowing colors what +dll happen when that time
comes, There will be loud blasts on the trumpet and people will shout.
Uake way for the Lady Cinderella! . . . . Then loud

huzzas is heard from the excited populace, for Dby this

time the fame of my beauty has spread like wild-fire

through the streets, and folks is hanping out at windows

and climbing lamp-posts to cateh a sight of me.

I see it from bepinning to end . » . . the rold walls and

the throne, and the lamp-posts and tho horses PURE The
spoeches=~overything., If only I hed my invitel

8 mia., p. 435,
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When the policeman leaves, Cinderells insists on sbanding outside
to walt for the godmother who is to brihg her ball dress. The podmother,
who appears, wears & Red COross uwniform., She promises Cinderella ‘that she
shall have the ball just as she has imagined it. There is an unearthly
trumpet sound; then the ball-room appears, Nearly everything is of gold.
At the top of a gorgeous throne the four orphans delightedly wabtch the scene.
The place is lighted by four street lamps with red plass. The ladies are all
in white, the genflemen in black, with swords., Down the golden steps come
the Lord Mayor, Lord Times, a magnificent person created by Cinderella on
learning that the press is all-powerfui and that the Times is the press,
The Censor, who is long and black and thin and carries an executionor’'s axe,
the King and Queen, gbtired like their portraits on playing cards, and IIis
Highness Prince Hard-to-Please. The prince is to choose a wife from among
twelve beauties, who descend the stairs cne at a time. Tho first test they
mast pass is for goodness, To dainby music the Lord NMayor trips up to the
line of girls and pops s thermometer into each mouth. He is openly gleeful
when he finds sinners. These are sent out of the room. Next the prince
looks at the beauties but mskes no choice. Then the ladies are asked to
show their feet, Only two survive this test, but the prince pins tags of
"2nd" and "3rd" on them. It is then the Lord liayor announces: "Another
competitor, my King. Meke way for the Lady Cindsreliu." The portals are
flung wide, and Cinderella is seen aliphbting {rom her 1oveiy equipage,
After she has made her bows, she is tested with the thermometer, and the
King excleims: "Marvelous! ninety-nine." The prince does not soem oxcited
until Cinderella shows him her dainby foet enclosed in beautiful rlasas

slippers, Then ho falls at hor feet and immediately asks her to marry him.
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She consents after demanding that he also be tested with the thermometer.,
The prince requests that the wedding be et once. The children rush down
end act as bridesmaids. The regal couple kneel and are married. Then the
king has the royal ice-cream barrow brought in and everyone is served with
jces. The king proposes a toast to the bridal pair. Irresistible music
then sets them all to dancing, When the clock strikes twelve, Cinderella's
gloribus gown changes into a tabttered frock. She rushes from the place.

The ball-room grows dark. The Prince's cries die away. Only a biny
glow is left end 1t comes from a policeman's lantern revealing not a ball-
room any longer but a street, with Cinderella fast esleep on the deorstep
of her hoﬁe.

In the last met, ‘two months later, Cinderella is convalescing from
an attack of pneumonia contracted from the exposure she suffered on the
memorable night of the ball. She is now reconciled to the fact that she
is not the real Cinderella, and she recognizes her prince in the kindly

policeman who has become a close friend.

It :'Ls evident at once to the reader of Barrie's stage directions
for Dear Brutus thét he desires to employ the full resources of modern stage
lighting end scenic art in creating immediately "an eir of suspense, of
mystery, of something out of tho ordinary, even ominous "

Van Doren's comment is similar.

The theme and the sotting have more than a touch of the

weirdness and other-worldlinoss vhich the playwright's Tancy
has tended to exbrace with preater warmth each year.

® Waltor I'richard Eaton, ops ¢it., p. 278,

10 gar1 Van Doren, Americen and British Literature Sinco 1890
(New York:; The Century Company, 1925), p. adl.
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The scene is a darkened room, which the curtain revesls
so stealthily that if there was a mouse on the stage it is
there still. Our object is to cateh our two chief characters
unawares; they are Darkness and Light.

The room is so obscure as to be invisible, but at the
back of the obscurity are French windows through which is
seen Lob's garden bathed in moonshine. The Darkness and
Light which this room and garden represent, are very still,
but we should feel that it is only the peuse in which old
enemies regard sach other . . . . The moonshine stealing
sbout among the flowers, to give them their last instructions,
has left a smile upon them, but it is a smile with a menace
in it for the dwellers in darkness.ll

In Dear Brutus Barrie took real people into unreality and
brought them back sheken; he used the supernatural to illuse~

trate what he considered truths sbout our souls which he could
illustrate in no other way.l?

There is nothing unusual or' exbraordinary in any of the characters
except Lob, the host,
Lob is.a lineal descendant of Shakespeare's Puck, a little
more grotesque in his Dickensish garbé a little less convincing
than his out~-and-out- falry ancestor,
e .has invited a group of people to be his guests for Liidsummer
Eve because the villagers say that on that evening a strange wood appears
by magic in unexpected places in that part of the counbry. The wood
vanishes before da'wn.l4 He has chosen his guests because they possess
one thiﬁg in common--the desire for a second chance. This they find in
the magic wood whither they all go except lirs. Coade, who is conbented
with her lot as it 1=.

Act two opons in the depths of the wood in the enchantment of a moon~-

light night., Far away s nightingale is singing. There Purdie finds that

M The Plays of J. Ii. Barrio, op. oit., p. 475.

12 Walter Prichard Taton, loc. ocit.

13 "pear Brutus". The Nation XVIIT (January, 1919), 30.
M Tho Plays of J. L. Darris, p. 497.
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It is but paying the highest compliment to Darrie Lo GLr,
that no one else but he could pozsibly be conceived as the
suthor of this lovely phantasy., In Fary Nose thore are all
the elements which o to the making of a pure and loveble
dramas There is The sugprestion of the eternal mystery of
islands, the horrid feeling that Iary is lost and yot in
§0Ome romarlfable way is not lost, . . . .

Ve comnot realize from actual fact what would be our
feelings if we did not age, while those about us did, bub
in Mery Rose Barrie pives us a pretbv rood iden of wmt such
a procedure would be like. . . . R
Mary Rose is the only character in the place who is different from

the people of the ordinary world. From the.first Barrie surrounds her with

on air of mysbery. "If there is anything strange about this rirl,™ he
nl6

explains, "it is an elusiveness of which she is unawsare.
Her mother describes her as a flower touched by a late frost;
it is not said, but we feel that she is, as it were, apart, with-
drawn from the common humen tides, a thing marked, almest conse-
crated.

Little lary Rose liorland accompanies her parents one day on o hrin
to the outer Hebrides. Left alone on a btiny island which surerstitious
stories have given an eerie renutation, liary Dose vanishes, but twenbty
days later reappears. The time to her seems only a moment and her marenbts
carefully avoid any mention of the incident in hor hearing. “hen she is

elghtoen theoy tell the experience to Simon Blake to whon ary “ose is

botrothed. After their marriage the couple live very haprily until their

little son is four years old. Then, while on a fishing trip teo the Tebrides,

15 Pabriock Braybrooke, J. 1, Darrie (Londen: n. n., 10243, rn, 108«0,

16 The Plays of J, U, Darrio, op. citi., p. 068,

17 John Pollock, "lary Nose". Portnirhtly leview 0 115 {(Juna, 1010},

956,
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~ Mary Rose again hears the mysterious call of bthe "Island that Likes to Dbe
Visited,"
It is ab first as soft and furtive as whisperings from holes
in the ground. ‘'Mary Rose, Mary Rose.' Then in a fury as of
storm and whistling winds that might bo an unholy organ it
rushes upon the island, raking every bush for her, These sounds
iperease rapidly in volume., . . . » OStrugrling through them,
end also calling her name, is to be heard music of an unearthly
sweetness . . « o Once liary Rose's arms go out to her husband for
help, but thereafter she is oblivious of his existence, Her face
is rapt, but there is neither fear nor joy in it. Thus she passes
from view. The island immediately resumes its stillness.1®
Her husband sesks for her in vain. One day, ltwenty-five years later,
the Morlands receilve a telegram saying that lary Rose has just been found
on the island. Her parents and her husband have grovm older, but she is
as fresh and youns as when she went away. Ohe asks in vain for her baby,
who of course, is now grown and away at sea. The shock of his sbsence
and the strangeness of the world prove fatal to her, And she is buried
down by the church. But her ghost returns to the old house after hor
parenbs are dead and jone. The old lady who comes periodically to care
for the house tells liary Rose's son, Harry, who has come back, that she
has met the ghost in every room and on the stairs., "And she drew back to
let me pass and said, 'Good evening' too, timid~like, and at another time
she has gone by me like a rush of vind,"1?
Farry then meets the pale ghost of Iary Rose and talks to her. She

cannot rest in tho lovely island because she is looking for him. Harry

holds her on his knee, snd tells her that now she can o away happy for she

18 The FPlays of J. il Barrie, op. cift., p. 588~9,

19 1bid., p. 605.
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has found the thing for which she was seekine. Theon celestial music is
again hoard calling for llary iose.

As it wraps her round, the weary little phost knows that
her long day is done. Her face is shining. The smallest
star shoots down for hor, and with her arms stretched forth
to it + + « . ghe walks out through the window into the

SIPYTeaNs o+ » « o Harry hears nothing, but he knows that
somehow. & prayer has beoen answered,

A summary of the study of Barrie's plays shows that they conbain a
number of romsentic elements, The charm of fairies and thelr land is the
central interest of Peter Pan. Events that can happen only by means of

magic or of the supernatural occur in Peber Fan, Dear Brutus, and lary Rose,

All the pleys are highly imaginative. The strange, exbtraordinary incident

of the ball in A Kiss for Cinderella is the pirl's faneiful droam in which

sh'e supplies in imagination those things for which she has longed, Sentiment
is an important factor in all the plays. Ilystery surrounds the disappearance
of Mary Rose on an enchanted island, where she is lured by magical music and
irresistible voices, and where one never grows older. Her ghost returns
frequently to her old homs, for she is seeking her son. Lermaids and pirates
appear in Peter Pan. Moonlight, nightingales, kings, princesses, and castles
are some of the traditional abtributes of romance in all the plays. The
contral character of llary Rose, and that of Peter Pan, and Lob in Dear
Brutus possess certain qualitios that make them seem umusual persons, not
like anyone in the real world. In all of these plays Barrie is primarily

o realist, although he uses many romantic eloments Yo produce his effoects.

20 1pid., p. 611.



CHAPTER VIIT
LORD DULSATY

Edward John Moreton Drax Plunketl, known as Lord Dunsany, is o
romanticist, who writes for the sheer fun of the thing., "Somebhing must

be wrong," he says in his Romence and the Modern Stage, "with an age whose

dreme deserts romance." This is Dunsany's attitude toward playwriting., He
continues:

Romance is so inseparsble from 1life that all we need to
obtain romantic dreme is for the dramabist to find any nge
and any country whers life is not too thieckly veiled and
cloeked with puzzles and conventions, in fact to find a
people that is not in the agonies of self-consciousness.
For myself, I think that it is simpler to imegine such o
people, as it saves the trouble of reading to find a roman-
tic age » . R

T‘hef';SCOpe and power of Dunsany's imarinotion are such that two
oritics, writing in 1917 describe him as the most imaginative of living
wri‘ce:c's.2 The comments of other critics also emphasize this characteristie,
for:

The scenss of most of his plays are laid in a country of
his own imagining, Here tho persons of his fancy do fantastic
things but with such truly human motives and passions that one
can see in ‘them a satire of our own world, sabire which is keen
et times but seldom bitter and frequently so covered by delight-
ful romance that one hardly knows vwhether ho is beinz laurhed
abt or not « « + o«

1 Quoted from Barrett M. Clarg A Sbudy of the liodorn Drsme (London:
D. Appleton and Company, 1925), p. 349,

2 "The most imaginetive dremetist now using tho EHnrlish lanruage,”
Current Opinion CII (February, 1917), 102. o o
Tomms, Gerrett’ Boyd, "Lord Dunseny, dreamer.” The Forum LVIT
(April, 1917), 497.

3 Dougsald Meomillan, Recent Tendoncies in the Theatre (University
of North Carolina, 1923), p. 20,
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The scene of The Glittering CGabte is a Lonely Place which shows the

golden Gate of Heaven in a granite wall of preat slabs that overhargsan
abyss hung with stafs. There are only two characters, Bill and Jim, both
burglars who have recently died. Jim hes been there six months wearily

‘ opéning one beef bottle after andther only to find it empby. When Bill

comes he has a tool which he decides to use in opening the gates of heaven.
Thers he hopes to find his méther, and Jim is eager to meet a girl he once
knew. At last the geate swings heavily open, revealing empty night and stars.
Bill gazes into the revealed Wothing in which far stars go wandering and
exclaims: "Stars, Blooming great stars. There ain't no Heaven, Jim,8
- Then tho oruel laughter which they have heard at intervals from somewhere
inoréases in voiume. The curtein falls and the laughter still howls on.

The idea of the vast abyss hung with stars is en 1llustration of

Dunsany's unrivalled power to concelve lmmensities.

Seven beggars in The Gods of the Mountain, finding that their
business is poor because "the pods are drowsy and all that is divime in
men is dead,” represent themselves as being the seven stone gods of Marma
in the pguise of men, When one of them speoaks of the moon as their 1little
sister, they are first thought to be prophets. Then the citizens declare
their willingness to worship them if they be pods. DBut Agmar quickly dispels

all doubt as to their deity by saying with oracular impressivenoss:

8 Lord Dunsany, op. cit., p. 99.
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8 procession of seven green men enters, Iven their hands and feces are
green, They walk with knees extremely wide apart, for they have sat cross-
legzed for centuries. The terrified beggmars rscognize them as the real
gods of ‘the mounteins. The leading Green Thing points his forefinger at
oach beggar in turn. As he dogs this a staring look of horror comss into
esach bégg;ar"s eyes and a green light shines upon his face. The beggars
are now in truth stone gods,

A sense of the mystic searech of the human mind for the infinite
dominates this play. Its language exemplifies Dunsmny's use of certain
poetic devices such as the repetition of words, alliterabion, and assonance.
A single passage separated from the context can give only a suggestion of
the effectiveness of these devices. It should be read aloud.

Let none who has known the mystery of roads or who has felt

the wind arising new in the morning, or who has called forth
out of the souls of men divine benevolence, sver speak any

more of any trade or of the miserable gains of shops and the
trading men.1d '

From the very beginning as well as from the title of The Golden
Doom the reader or spectator feels that something disastrous is about to
happen. The king whispers with embassadors concerning future wers, and
the sentries speak of The desolation that will come if a doom from the
stars fall suddenly upon a king. Two children are playing near the king's
sacred door. The boy wants & 1ittle hoop to play with. He has a plece

of gold with which he writes e verse on the iron door. WVhen the king and

13 1bid., pe 6.
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his men return they are troubled by the vriting. The prophets intorpret
it to mean that the stars are angry because the king has scorned them.
To prevent disastef from overtaking the whole kingdom because of him, the
king renounces his crown. It is placed outside the door. Unseon by the
sentries the little boy finds it and pleased with hls golden hoop runs
away. The king's men believe that the pgods have taken it and that the
stars are now sabisfied, . |

Here, as in The Glittering Gate, man is portrayed as helpless in the
grip of ironic forces of some superhuman power,. In this play it is the
stars personified to represent sovereipgn deities.

This passare from the play shows the similaerity between Dunsany's
prose style and that of the Inglish translabtion of the Bible which has so
long appesled to him. It also refleets the superstitious beliefs held by
the characters.

Even now the sun has set who denies the stars, and the day

is departed wherein no gods walk abroad. It is near the hour
when spirits roam the earth and all things that go unseen, and
the faces of the abiding stars will soon be revealed Lo the
fields.l¢ |

The characters of this play, like many of liaeterlinck's, do not

possess individual traits of character. They are merely types--puppets

designed to act in a prescribed fashion.

The Tents of the Arsbs is the most poetic and lovely of Dunsany's

plays becauso of its exquisite love lyries and desecriptieons of the desort.}Y

14 1pi4d., p. 58.

15 mme Garrett Boyd, op. cit., p. 500.
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The time iz miven as "uncertain", and the scone i: outside tho rate somo-
where in the Zast, Two camel drivors are spenkinn of the beauties of the
city. Their word pictures of the city ab dawn and ab sunsot are nonparable
to the imagery of Keats. The camel drivers hato the ocruel desert bacruso
he (to them the desert is & person) has an enmity with man, "He does not
welcome you as‘the cities do."¢ Bel Harb says that if he were lding he
would never look at the desort again., Then the drivers go away with the
caraven, end the king comes and looks longingly at the desert, To him it is
more beautiful then the city, and he wishss he could marry a girl of sume
family outside royalty and ride with her alone throuph the desert %111 ther
came to the tents of the Arabs. He decides to ro to the desert for a year,
but his officials are worried over what will hanpen to affalrs of the hinr-
dom while he is gone. After a yoar in the desert the king 1s still reluctant
to return to Thalanna, but the gypsy girl, Eznarza, comsoles him by saying
thot Memory will prolong their year. The king says:
We went together then to Holy liecca, Ve dwelt alone in

tents in the pgolden desert. Ve heard the wild free day sing

songs in his freedom, we hsard the beautiful night-wind.

fothing remains of our year but desolate shadows., Ilemory

whips them snd they will not dence.l?
Theh the camel driver who had wished to be king returns to Thalanna saying
he is the real king while the latter poes contenbedly back to the desert
.with his gypsy queen.
liysticism is reflected in this play in the ettompt of Lthe camel

drivers to interpret tho will of Cod, P Suporstition 1z an Immortant

faotor in the lives of the charactors. Dznarza says of Times

16 Lord Dunsany, Plays of Codsand Len (Yow Yeork: €, V. Tvtnan's
Sons, 1917), p. 14.

37 1pid., p. 43
18 1pid., p. 19,
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They say that he loves the Sphinx and does not harm her.
They say that he does not dare to harm the Sphinx, The has
borne him meny zods whom tho infidels worship.l?

The following lines illustrate the many lovely lyrieal paasages
of the play.

Yo, no, I do not wish to watch the camels. They can never
take me out to the beautiful desert to be free forever from
cities., Here T must stay to do the work of a King., Only my
dresms can £0, and the shadows of the camels carry them, to

" £ind peace by the tents of the Arabs.?0

An atmosphere of grim terror surrounds the scene of The Queen's

Fnemies, for it opens in an underground temple in Egypt. This story one

o

eritic remarks, is a little reminiscent of Foe's Tho Cask of Amontillado.”

The beautiful 1little queen, who connot bear to have enomies, has invited
all her enemies to a banquet. Vhen the enemies arrive they are susvlielous
and look cautiously around for hidden mards. The gueon greets them in a
very friendly manner and they sit down at the table. They fear that the
food is poisdned so they let their attendants taste it first. This makes
‘the QLleen ory; but they apolopize and the banquet proceeds, Soon they are
very merry. Then tho queen withdraws saying she goes ‘o pray in secrot,
At once 'bhe‘ men are again suspicious and lay thelr swords on the table.
Vearwhile the @een has gone up the stairs. She beats with a fan

on the wall three times. The great proting 1ifts outwards and upwards very

19 1pid., pe 86,
20 Tpid., p. 23.

21 Cleyton Hamilton, op. eit., D 477,
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slowly. The men guard the opening thus made. And the queon prays to the
"plessed Nile" imploring a hearing. Then & precn torront descends from
the great hole and covers ally‘cha enomlies. The Nile has answored the queen's

petition. MNow she can sleep sweetly, for she has no cnomies.

The story of A Night at an Imn is briefly told., Throe Englishmen
heve stolen the great ruby from the forehead of the stone pod of the Fast,
Klesh, Three black priests of Klesh follow the thisves, but are murdered
one night at an inn. With the vengeful priests dead, the robbers feel
secure and are balking of selling the ruby, when Klesh himself enters with
heavy stony steps, He is a hideous idol who is blind., e gropes his way
to the ruby, picks it up and screws it into a sooket in his forehead. After
he has left the room he calls the three miscreants out one by one to a
mysberious and horrible death.

A Night at an Inn is so irradiated with imegination that

the terrible theabric thrill of the immediate porformance is
survived by a memory that seremely satisfies the soul. . . . .
Though & romantic work it has a realistic setting; and the
imaginative horror of the narrative is brought so close %o

the audience ‘that the action is accompanied by audible gasps

and groans and a nervous gripping of the arms of all ‘the
chairs. _

If is a blending of the stronpo and romanbic with the commonplace.
One dey John Beal misses the 6:15 train to London. He is rather annoyed,
of course, but does not reslize what else ho hes missed untll ton years
loter when an Dastern morchant gives him a magle cryss‘c‘al. This orystal

is tho great treasure of his master, a jade rod in the rroenest mountains.

22 Clayton Hamilton, op. cit., p. 477.
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Whoevor makes o wish with the erystal in his hand may ro back inbto the past,
There he may do anybhing agnin or choose to act in a new wey. In this magic
past, ten years may be lived in one day. John is perfectly heppy with his
life as it is, but he would like to go back and catch thet train, So he
lies down on the sofa with the crystal in his hand and wishes to go back
ten years; two weeks and a day. Then he is back in the past, and this
time he boards the train, There he meets a beautiful young lady, Miralds
Clement. She has an investment in a mountain pass in Al Shaldomir from
which she has received no dividends. John voluntoers to go ‘there to see
whether he can settle the matter sabisfactorily.

. Six months later John has attained a position of imporbance in Al
Shaldomir. Te is so influential that the people consent to letting him
destroy many of their idols. These idols are objectionable to John be-
cause they call for human sacrifices. John has not been able, however, to
collect the toll from ‘the pass in the mountains. A man naméd Hussein is
in chai‘ge of the pass, and he will not recognize I‘,'T:.'Lralda's claim %o the
income., At last Miralds horself comes to this strange place. John is
horrified becouse she hés.s no chaperon, but the natives send her two enormous
Nubiens bearing peacock fans and wearing scimitars. These za.ar‘e~ to serve as
her guards., Miralda asks John to %kill Hussein, and ho does so.

The next scens is six and & helf years later. Iiiralda wants John
to marry her, but he says he has a feeling that he must not marry. He
admits that he loves her. "Did ‘no’c tho singer compare our love to the

desire of the nightingale for tho ovoning star? All kmow that you are my

quean."% But Miralde wants to be crowned gueen, so she plots to have John

23 Lord Dunseny, If (Yow York: G, P, Putnam's Soms, 1922), p. 117,
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put to death. His faithful sorvent, Daoud, warns him of the denger, and
alds him to escape by means o;' a secret door which leads to the great
Buphrates. Three years labter John is back in London near the home where
he had been so happy with his wife and children. To his surprise he hears
g“yi;li.ghtingt.ale singipg. It reminds him of Al Shaldomir. Something tells
him”that he must enter the house, so he goes in and finds that he is now a
strenger in his own home. Suddenly a voice oubside shouting "Alleh ! Allah "
s.i:ar'bles him into wakefulness, end he realizes that all his experiences since
hé boarded the train have been a dresam,

A decidedly oriental atmosphere surrounds this play. The characters
with their beliefs in strange gods, their queer customs, and their poetical
way of speaking produce thiz effect. A few of the pallant spoeches of
Hafiz, who succeeded Johnh in Miralda's affections, illustrate this last
point.

Lady, O star of these times. O light over lonely marshes.

e ¢ o o Lady, T would meke you queen of all that liss west of
‘the passes, » » » » Lady, O dewn's delight, let there be

& banquet. 24

A summary of the results of this part of the s’cudy shows a number
of romentic elements. All the plobts are highly imapinative and improbable.
Cheracters are often merely types or ebsbractions. This is true of zll the
plays except If, Part of its characbters are real. Iysticism is importent

in The Gods of the Mountain and The Golden Doom. Evidences of bellief in

supergtition appear in all tho.pleys. The desort, the stars, anl the

24 1pid., pe 127,
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Sphinx are fancifully oendowed with human characteristics. The scones are
leid in imaginary pleces on the lLorders of the world, The lanpguage of all |
the plays is quito poetical in sentence forms, repetition of words and
sounds, imegery, and rhythm. Terror is an important factor in the Gods

of the Mountein, The Quoen's Inemies, and A Night at an Imn., I% is a

torror-so imaginatively conceived, and equipped with so many btheatric
devices %o thrill the spectator that it creates a feeling of strangeness

and unreality. Dunsany is, indeed, a romenticist of the first order,



CHAPTER IX
STEPHEN PHILLIPS

In the English revival of the poebic drama after Tennyson the name
of Stephen Phillips alone became outstanding.l He is ‘the one Inglish poet
of his time whose plays in verse have had any considerable success in the

2
theater,

"e o o o Por originality and virility of imaginative power,
for gleams of the diviner charm and tenderness which belong to
and are inseparable from impassioned strength, ilr. Phillips!
work has stood . . . . alone in its generation."d

Phillips is familisr with the types of story that aro consecrated to
romantic ideas in the minds of all cultivated people, and he is most
adrolt in presenting to his audiences romantic images, rich costumes,

and vivid emotions.4

Of his seyen plays only Paolo and Francesca and Herod may be said

to be truly plays. These two are discussed in the present chapber.

In both plays Fhillips places his évenﬁs in the remote past. Poetry,‘
often of great lyrical beauby, is the language used. The chief characters
are endowed with heroic qualitios. The atmosphere of rbmance is sustained

by ‘the use of prophecy, superstition, castles, royalty, precious stones,

L Rovert letcalf Smith, Types of Nomentic Drama (Now York: Prenbice=-
Hall, Inc., 1928), p. 481,

2 Thomes M. Dickinson, A dtudy 35 tho Lodern Drama (Hew Vork:
D. Appleton and Company, 1925), P. 2065,

8 Sidney Colvin, "Mr. Stoephen Thillips tragedy”. Ulneteenth Century
KLVI (December, 1909), p. 921,

4 ydmand Gosge, "The rovival of pootic drama". Atlantic "onthly
%¢ (Aupust, 1902), p. 166.
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music, moonlight and magic. Romantic love dominates Paolo and Francesca,

The story of Paolo and I'rancesca, as Phillips gives it, opons in

the hall of the Malatesta castle at Riminini. In D'Annunzio's wversion, the
sbory opens at the home of Francesca. In both plays, the Polenta and the
Malatesfa families are portrayed as allies, Thillips bepins his drama with
Giovanni'é explanation to his assembled countrymen of his hopes for a lasting
peace from this marriage with his ally's daughter, She is coming from Ravenna
with Paolo, Giovanni's brother, because Giovanni has been too occupied with .
gbvefnmental affairs. to_go after her himself.

Soon after Francesca’s arrival Glovanni's old nurse, Angele, asks
permission to speak with him, As she touches him she sees a vision of T'ran-
cosca reading in a place surrounded by roses. A men comes in and kisses her.
Then Angels says:

I see two lying dead upon a bier--
Slain suddenly and in each ofthoer's arms.

5
To CGiovanni's quesbion concerning the i&entity of the man, she can say nothing
more definite than that he is not far o seek, and that he woos unwillingly.
For a time Giovanni does not suspect that it is his brother who‘is
Francesca's lover, but leaves the two alone while he is away firhtine.
Both Paolo and Francesca struggle against the foree that is pulling
their souls togethor. And at last Taolo decides to go away so that he will
not be disloyal to his brother. But somebhins irresistible makes him look

back toward Rimini whore he can see the towers of the castle gleamins in the

sunlight. And ho says:

I oannot gojy thrilling from Rimini,

A tender voice makes all the trumpets mite,
I camnot ro from her: may not return.

0 God ]l what is Thy will upon me? Ah!

5 Robort Hotoalf Smith, op. oit., p. 498,
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One path there is, a straipht path to the dark,

There in the ground, I cnn hetray no more,

And there for ever am I pure and cold.

The Meens ! Wo dagper blow, nor violence shown

Upon my body to distress her oyes,

Under some potion gently will I die;

And they that find me dead shall lay me down

Beautiful es a slooper at her feet,6

When Paolo enters the apothecary's shop to buy the poisom, it
happens that Giovenni is there also., Giovanni has Jjust purchased a drug
that will win him Francesca's love for a few days at least, When he hears
Paolo's voice, he hides. He is elated to hear of Paoclo's inbention to end
his life.

But Paclo decides that he must see Francesce once more., It is now
nearly dawn, and Francesca, unable o sleep is reading in the arbour of the
castle gardens, The story is thuat of Launcelot and Guenevere whose experiences
rogsemble those of Paolo and herself, Aftor a while Frencesca permits Faolo
to kiss her.

The next day Giovanni returns and is wvery much surprised that Paolo
is still alive. IFilled with Jjealous rage, Giovanni determines to kill him.
But first he wants to secure definite proof of Paolo's guilt, He tells
Francesca ‘that he must go sway to the battle again, but she, depressed by
a sense of coming disaster, begs him not to leave her. IHe goes, however,
in spite of her pleas, leaving her with Luecrezia. ILucrezia, charmed by her
innocence and beauty, is sorry that she warned Glovanni concerning his wife's
lover, and she decides to find Glovanni and prevent the worlking ocubt of his
plons.

Again alone Irancesca strugrles in valn agalnst her desira o talk

with Paolo who appears outsldo hor window, UShe admlits him for "one moment™

8 1pig., p. 512,
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only. Then follows a beaubiful scene in which Paolo BRYS:

I am by music led into this room,

And beckoned sweetly; all the breezes die
Round me, and in immortal ecstasy

Toward thee I move: now am I frec and gay--

e s &+ v 9 e & & 2 B » ¥ ¢ 2 » = ¢ > 2

I'1l strugple now no more. « . . ,

You only in this universe I want,

Remamber how when first wo met we stood

Stung with immortal recollections,

0 face immured beside a fairy sea,

That leaned down at dead midniprht %o be kissed !

0 beauty folded up in forests old!

Thou wast the lovely quest of Arthur's knights.7

.Then Francesca confesses her love for him, and begs for death that
their two souls mey soar sway together. They leave the room, and Lucrezia
enters anxiously seeking tho pair. As she turns to leave the room again
she meets Giovamni with bloocd-stained hands. Luerezia knows at once whab
has occurred. Then in mervous Irenzy Giovannl calls in all the servanbs %o
o into the next room and carry out on one bier the two who are lying thers.

The love of Paolo and Francesca is portrayed as a beaubiful, ideal
love. ©She is very lovely in appearance "As though new risen with the bloom
of dreams."® Paolo knows that s moment will arrive when no mattor how he
has stesled himself for resistance "Our souls will {flash together in one
flame."? To both of thom death topethor is preferable Lo life apart.

For what ecstasy

Together o be blown about the globe !
Vhat rapbture in perpetual fire to burn

T Ibid., np. 532~3.

8 1v1d., p. 504.

9 Tpid., p. 512,



Togother ! ~-where we arc is endless fire.

There conturies shall in a moment pass,

And all the cycles in ono hour elapse !

S%ill, still bogether, even when faints Thy Gun,
Ind past our souls Thy stars like ashes fall,
How wilt Thou punish us vho cannot part?1i0

The arbour scone in the dawm amid the roses is a lovely one to which
the reading of the old love story adds still more romantic color.ll

The play has several evidences of belief in superstition. Cne is
Giovenni's procuring of the potilon which will meke Francesca love him for
s ome days".lz A minor charaseter buys syrup at the some place which she
is to administer %o her lover overy seven days to keep him.infatuated.lz‘
Francesca is afraid of'ghdsts. She tells her husband why she wanbs him to
sbay at home.

¢ « » » 1 fear the night

And yon preat chamber the resort of spirits.

I ses men hunted on the air by hounds . . , .

I fear the dead who zmile.
Another example of superstition, which has already been mentioned, is
Giliovamnni's acceptance of Angela'’s vision as a portent of Qoming mis{ortune.
Blind Angela says after the deabh of the lovers, "Two lately dead rushed
past me in the air.”l5

| - The language of the play is nearly all biank verse, "The exquisite

and passionate music of its lines has not been surpassed by any nodern

English poet writing for the theater,' 16

10 1p14., p. 534,

a1
o

0*2-"3.

¥

-

11 1bid., vp.

12 1444., p. 513,

4
13 Loe, clt,

14 Thid., p. 527,
15 1pid., p. 530,

16 1v34d,, p. 485,
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The main events of the story, tho medieval beliof in spirits and
in the efficacy of love potions, and the feudal castle with its lord and

retainers all help to creabte tho atmosphere of a day lons past.

The sotting for Herod is in the great palace at Jerusalem in the
days when Rome was the strongest roverning power in the world.

Herod, Xing of the Jews, is very much in love with the queen, Liari-
amne ., She loﬁes her brother, Aristobulus, who is ‘the Tigh Priest of Judea
and is adored by the people. The popularity of Aristobulus endangers Herod's
abgsolute nower; so his councillors persuade him %o give a secret order that
the High Priest he put Lo death, Mariamme discovers after her brother's
death that Herod issued the command to take his life, and she coldly repulses
all his amorouws advences, Herod's mother and sister, who hate Ilariamne, con~-
vince Herod that his wife hes attempbted to polison him. Then Herod rives
directions for her death; but when n moment later messengers from Casesar
tell him that he has been riven an important political position in the
Impire, he rescinds ‘the order, but she is already dead. .And he, not imow-
ing that she is gone, rushes out Eo tell her the glad news of his rise to
greater power, All during the last act his physicsn and sbtendants try to
keep the truth from him because his reason is totboring. AF last they can
postpone the revelatinn no longoer for IHerod is wild with longing to sce the
quoen, end commands that she come to him. Vhen he sees her cold, embalmed
body, he is stricken with oatalepsy and he stands ripid beside lMariamne os
tho ocurtain falls,

Ono of tho inberesting romantic devices which this play uses 1s the

prophecy of'ten repeated by Norod--



And it was foreltold of me
That I should slay tho thing that most T loved
Fate is upon me with the hour, . « . 17

A1l the riches and powers of tha'kingly domain are to be used
lavishly in beautifying the tomb of lariamne's brother.

« a o » his bomb

Shall with 1ts golden glory bear strange salls

+ « » + There

Moe end cinnemon end cassia balm

Shall breathe, and mighty poets will I charge

To make their verss in funeral thunders roll

Or wail as women or wind out of the sea,l8

In the early scenes of the plasy Herod is portrayed as a great hero,
a mighty conqueror behind whom c¢ities crashed, and who wooed lariamne like
wind, end fire, and 1ighting.19 e has becnme fabulously rich with rold,
pearls, emeralds, ivory, and marble from barbaric kings and Indian emperors.zo

Herod pictures imapinatively his vision for further glories.

I heard an angel crying from the sun « . - &
And here I'll build the wonder of the world.2k

Marismne is of such wondrous besuby that her charm forces the truth

Do
concerning her brother's death, from the lips of the unwilling Sohemus.””

Herod says that she ought to die suddenly because such beauby should wvanish
3

instantly like the lightning,

7 Stephen Phillips, Herod (Wew York: dJohn Lane, 1901), p. 93.
ie Ibid., p. 47, |
19 1big., pp. 41-42.

20 Ibid., p. 108.
2} 1hid., p. 109,

22 Ibid., p. 52.

23 1bid., p. 87.



CHAPTER X
WILLIAM BUTLER YEATS

William Butler Yeats is known primarily as a poet, but he is also
& playwright and essayist of great importance.l In the £ield of drama he
has chosen his themes from Irish legend or history, for he is interested
in plays that are remote, spiritual, and ideal., "All his plays are a
qu'es’c" for“Beauty e « o « 2nd have the quality of dream rather than reality
we

of everyday.

In his wandering with the wind asmong the reeds or by
shadowy wabters he is one of the music makers or dreamers
of dreams « + o « While in his mysticism, his symbolism,
and the general quality of his imagination he invites
comparison with Maeberlineclk. In the midst of one of ‘the
greatest political problems of the age, he has held firmly
to the creation of beauty. With a temperament so subjective
- he is naturally more lyrical than dramatic; but his plays
are not only fanciful and romantic but characberized by
much eclever craftsmanship.d

Nicoll, too, comments on their preeminent mysticism and their dreamy
beauty. They are, she believes, the finest poetic plays of recent time .4

One of their outstanding characteristics is the author's convineing treat-

ment of the supernabural.

1 carl Vvan Doren, Mmerican and British Literabure Since 1890
(New York: The Century Compeny, 1925), p. 296.

2 Andrew I, Malone, The Irish Drama (New York: Cherles Scribmer's
Sons, 1929), p. 131.

8 Benjemin Brawley, A Short History of the Enplish Drame (Wew York:
Harcourt, Brace and Company, 1921), De 282,

4 Allardyce Nicoll, British Drama (Wew York: Thomas Y., Crowell
Company, 1925), p. 415.
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Yoats, « « « « whon he tells us that he has walked with
the Queen of the Fairies, knows that he has walked with her
e « « « whon he spesks to us of the devil merchants who buy
the souls of hungry men and women, ho knows ‘that the Spirit
of Evil still haunts the wastes and cities of the world.

His passionabe love of, and belief in, the spirits of nature is
ovident throughout his work, The following plays were chosen for study

as representativeé of his drama: The Counbess Cathleen, The Land of Heart's

Désire, and The IHour Glass. Poetic language characterizes all the plays;

and thoe presence of unseen spirits, devils, angels, and fairies glvesthem
an atmosphere of unreality. Dreams and visions provide a means for ‘the
occurrence of improbable, fantastic events. DBecause folk-lore is the

basis for The Countess Cathleen and The Lend of Heart's Desire, their events

occur long ago. Unselfish love, which is willing to sacrifice even eternal

life for her people, is a strong element in The Countess Cathleen. Although

poverty and unpleasant incidents in family life are portrayed in all the
plays in a very realistic way, the real is subordinate to the romantic
spirit created by the imapginetive details and literary beauty of the lines,

The Countess Cathleen has come to be regarded as the most beautiful

poetic drama of modern timss.s Yeats took the story from a newspaper where
it was given as sn Irish legend, but he discovered that it was a translation

from a French tale.7 The sceéne is laid in Treland in "old times“.

5 Shaw Desmond, "Dunsany, Yeats, and Shaw: +trinity of magic”,
Bookman LVIII (Movember, 1923), p. 264.

6 Allardyco Wicoll, op. cit., p. 411.

7 Williem Dutler Yeats, Plays and Controversies (New York: The
linemillan Company, 1923), p. 285,
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dips where the bird hae boen seratehing there one will find a crock of
gold. Another says "Droam of pold for three nirhts rumning and thore's

10 ) " ]
always fold. One Character tells Cabhleen a story of a leafy place in
the woods,

A man, they say,
Loved llaeve the Cueen of all the invisible host,
And died of his love nine centuriés =zgce,
And now, when the moon's ridins at the full,
She leaveos her dancers lonely and lies thero
Upon that level place, and for three days
Stretches and sichs and wets her long pale cheeks.

11

It is one character's expression of welcome to the spirits of the wood which

calls forth the demon mrchan'l;s.lz A porter relates how he henrd two owls
13

whisper with humen voices. An angelical being anpears Lo warn Alesel,

Cathleen's lover, of the danger that threatens her.l4 Another time Aleel

seos a vision of the "Archangels rolling Satan's empty skull over the

mountain~tops,"L®

The imaginative picturing as well os the poebry of the following
lines has a sort of horrible fascination for the reader.

How can a heap of crowms pay for a soul? . . . .
Some sell because the money gleams, snd some
Because they are in terror of the grave,

10 Ibid., p. 232,
11 1pid., p. 241.
12 Ibid,., p. 243.
13 Ibid,, p. 261,
14 1pid., p. 252,

15 1bid., p. 276.
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And some because thelr neighbors sold before,
And some because there is n kind of joy,

In coasing all resistance, in abt last
Opening one's arms to the dbternal flames,
In easting all sails out upon the wind;

To this--full of the gaiety of the lost==1f

The Land of Heart's Desire deals with the fairy material which Yeats
likes so well to bring back from the Celtic past.17

Mary Bruin and her husband live in the same house with the latter's
parents, Maurteen and Bridget Bruin. Xary is young and pretty and she takes
little inberest in the commonplace tasks of ‘the household, but loves to dwel
in imagination smong ‘the story-book creatures of whom she reads. Heor mother
in-law thinks her lazy and foolish and has no sympa‘bhy with Mary's dreams of

How & Princess lidane,

A daughter of & king of Ireland, heard

A volce singing on a llay Eve like this,

And followed half awake and half asleep,

Until she came into the Land of Faery,

Vhere nobody rets old and godly and grave,

Where nobody gets old and crafty and wise,

Where nobody gets old and bitter of tongue.

And she is still there, busied with a dance

Desp in the dewy shadow of a wood,

Or where stars walk upon a mound:ain-'l:op.18

The father does not blame Hary for her fancies; for he says thalt she
is lonesome when her husband is away in the flelds, and thabt perhaps Bridget

sharp tongue has driven her to hide among dreeams.

16 1bid., p. 259.
17 Garl Van Doren, op. clt., n. 288.

18 yi11dem Butler Yests, op. cit., p. 304.
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It is Nay lve, und tho peasants Dbelieve that on that night the

supernatural creatures seel Lo rain power in the people's homes. Ilary
ig not afraid of the spirits, for she has dwelt among them in fancy. She
takes a bough of quicken wood and hangs it on a nall on the doorpost, but
immediately & child in fairy-green comes out of the forest and takes it
away. The family ell think that liary has dreamed that she saw the child,
But a little later an arm beckons from around the door post and liary tekes
it & cup of milk. Theri, Bridget fears that liary has brourht evil on them
all because she has piven milk away to the suvernatural beings of the wood.
And she repeats the old prophetic warning '"Woe to the house that gives, for

nl9

they have power upon it for a year, Mary declares she does not care if

she has given the house inbto the vower of feiries. DBut when she heonrs the
volce of a fairy child sinming, she begins to feel that she has said some
rother wicked things. Fascinated, she listens ‘to the song.

The wind blows out of the gates of the day,

The wind blows over the lonely of heart,

And the lonely of heart is withered away.

"hile the faeries dance in a place apart,
Shaking their milk-white feet in a ring,

Tossing their milk~white arms in the air;

For they hear the wind langh and murmur and sing
0f & land where eoven the old are fair,

And even the wise are merry of tongue;

But I heard a reed of Coolaney say,

"When the wind has laughed and murmured and sung
The lonely of heart is withered away J! 0

19 1hid., p. 308.

20 1pid., pp. 313-14.
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The father brings theo singer inbo the room, and the child tells

them that thore is one herelwho must go away. After the littleo fairy has
oaben bread and honey, she rises‘anﬁ begins to dance. It seems to Mary
‘that she can hear other dancing feet and the music of invisible pipes., The
child notices how fond Mary is of her husband, and tells her that she can
give her something even better., She can let her ride upon the winds. DBub
lary is afrsid. The priest tells her that she will be safe if she prays to
the saints. Then the child pubs hor arms aboub Mery promising that she may
accompany her to the beautiful Land of Heart's Desire where a merry multi-
tude plays. All the members of the family beg liary to stay, and she is
reluctant to leave, but something jrresistible draws her to the child and
to the land of dancing and joy where she may dwell among spirits forever,
She dies. And still there is heard the sound of dancing feet and of voices
singing "The wind blows out of the gates of the day."

This play, like The Countess Cathleen, has evidences of belief in

oevil spirits and in the mystery that surrounds their deeds. The priest
says that at the end of time God shall fight with these spirits a great
battle, and they will fall, "slain by everlasting peaoe".zl It is from
the lips of the priest that all the mystiec speechos of this play come., His
words seem weighted with authority as if he has received the messege direct
from God. 1lle says that God has pormitted power to the eovil spirits for some
mysterious end,22 and that God binds us to Himzelf and to the hearth by love

alone . 23

21 1piq,, ps 306.
20 L‘ob,; eit,

23 1bid., p. 312,
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The llour Gless was first produced in prose, but later Yeats revised

it in a mixed prose and verse form.

In The Hour Glass . + . . lir, Yeabts has written the groatest
morality pley of the contemporary theatre. + . o . The characters
are those of the medieeval morality; the Wise lan symbolising
Reason; the Fool, Instinct; and thoe Pupils those who will accepb
what they are told, 4

The Wise Iian has denied the existence of any spirit or being which cannot
be seen. One day an angel, in a dress the color of embers, and carrying

a blossoming gpple bough in his hend and with a gilded halo about his head,
appears to him.zs’ "You will die within the hour," the angel tells him,

n 26 The angel

"You will die when the last grains have fallen in this glass.
tells him also that no souls have passed over the threshold of heaven since
he came into this country. Now he himself cannot go ‘to heaven because he
has denied its existence; he must go to hell. In terror the Wise lian pleads
for time to mend his ways, but the angel grants him only until the hour's
end. If'by that time he can find someone who belisves, his sentence shall
be changed, and he may come Lo heaven aftér the yeers of purgatory. 7With
nervous haste, thé Vise Man questions his pupils, his wife, and his children,
but they tell him that he has taught them not to believe., @Minally when he

is ready to give up in despailr, he discovers that Teigue, the Fool, is a
beligver, for Teigue tells of a time when an anrel talked %o him.27 The

wise Man rejolces that he is saved, but his hour is up and he dies. The

Fool calls all the boys in, and tells them what has occurred.

24 Andrew L, Malone, op. cit,, p. 137.

Drematists, First Series

28 Thomas . Dickinson, Chiefl Conte
(Boston: Touphton Liiffling Compeny, 1916

26

Thid., p. 213.

27 L. LT A | . Fa .. Y
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He asked for a sipgn that you might be saved. . . . .
Look what has come from his mouth . . . & little winged
thing « « . a little shining thing. It has pone to the
door. The angel appears in the doorway, stretches out
her hands and closes them again. The Angel has taken
it in her hands . , . she will open her hands in the
Garden of Paradise.

This request for and the receiwving of a message direct from God is enother

example of mysticism in Yeats,

A summary of the results of this part of the study shows several

romentic elements. Superstition is dominant in The Countess Cathleen

and The Lend of Heart's Desire., There is n strong supernatural element
in all the plays, and angels, fairies, and demons appear to the characters,

Poetry of great lyrical beauty forms the medium of expression in The

Countess Cathleen and in The Land of Heart's Desire., TUnselfish love is

a moving force in The Countess Cathleoen. Dreams and visions are important

in all the plays. Mysticism is apparent in the attempts of the characters
to understand the will of the Infinite. Thus, Yeats may be classed with

the modern drematists whose work is highly romantic.

28 Thomas M., Dickinson, loc. cit.



CHAPT XD XTI
GABRILLE D'AIIUNZITIO

Gabriele D'Annunzio is considered by some as the greatest force in
modern Italian literature.l "His imagination was perfervid, his love of
beauty profound."z e is less important as a dramatist than as a poet
and novelist; he is above all an artist dealing with words as a medium.
His poetry possesses luxuriant imagery and provides an outlet for his

. . L. 4
passionate expression of romanticism,

The Dream of an Aubtumn Sunset, La Gioconds, The Daughter of Joric,

————

and Francesce da Rimini will be discussed in this chapter as representative
of D'Annunzio's use of certain elements of romenticism. Ho is inberested

in the general assthetic effect of the dielogue; so he uses either postry-

or an ornate prose form. The chief characters seem merely unreal persons

in a dream world, and they are made more unreal by the far off setting in
which they appear. Unselfish, idealized love is found in two of the plays.
Witches and a fairy are supernatural personeges who appear, And superstition

is a major gquality in the larger part of D'Annunzio's work.

1 Barrett 1I. Clark, A Study of the Iodern Drama (Wew York: D. A@pleton
and Company, 1925), p. 186,

2 Fronk Wadleigh Chandler, liodern Continental Ilaywrights (Ifew York:
Horper and Brothers, 1931), n. 547,

8 lMontrese J. lioses, editor, Representative Continental Dramas
(Bogton: TLittle, Brown, and Company, 1984), DPe 467

* Loo. ot
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In The Dream of an Autumn Sunset, the doge's wife, Gradeniga,

having slain her husband by sorcory in order that she can marry her lover,
finds that he is infatuabed with a courtesan; so she kills her rival by
the same magic art that she had used apainst the doge. Bub she is greatly
disappointed in the final result of her sorcery for tho yacht on which the
harlot, Pantea, and Grademipa's lover are sailing is destroyed by fire.
The sebtting of this play is very elaborately described. It is the
domain of a Venetian patrician, whose palace is & wonderful mass of marble
with towers, columns, and a marvelous aereal stairway crowned by a loggia.,
The purples and the autumn crocuses shine strangely
resplendent under the oblique reys of the setting sunj
the shadows are tawny g8 in a coffer where gold is heaped,
Vast clouds, mobionless, and radiant, masses of amber hang
over the porticos of the lime trees5 over ‘the cupolas of
pine, over the obelisks of cypress.
The cenbral character of this play is the doge's widow, Gradenipga,
who is an unreal witth-like person. She seems a sort of garrulous, hysterical

shadow, D'Annunzio does not portray human beings, for he sbays in his om

world apart from everyday 1ife.6

An i1llustration of his profuse use of words with much of repetition,
imagery, end rhythm as in poetry may be found in one of Gradeniga's speeches.
It covers more than two pages of the printed play. In this she expresses her

fancies on how Pantea, the courtesan, charms her lover; she recalls how she

5 Gabriele D'Anmunzio, The Dream of an jubumn Junset, Poet Lore XV
(Janunry, 1904), pp. 6-7.

6 Montrose J. loses, op. c¢it., p. 268.
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ended hor husband's 1life; and she addresses her absent lover sayinr how
he 1anguish§d under the spell of her beauty before he ever met Pan.tea.7

In order to end FPantea's life Gradeniga calls in the witeh to work
her incantations. The witch makes a wax fipure to represent Fantea, ALl
that it really has of Fantea's real solf is mme of her hair stolen by one
of Gradeniga's spies. The witch holds a magic book from which she reads
imprecations.s Then into the wax fipure CGradeniga plunges a dagger‘and
innﬁmbrable pins. The audience never sees the real Tantea, Then the ship
catches fire and hurns all its passenpers, Gradenipa's and her maids!
excited cries tell the audience what is happening.

The characters of this play are very supoerstitious. One tells of
Pantea's finding a sleeping siren in a sea cave under the palace of Naples.g
A1l of them believa in the power of wviltches and in sércery.

The entire play leaves the impression of pnoetry with the hearer. The
following passage in a speech by Gradeniga, is a typical one.

To you, to you my most precious jewels, I will vut a coronet

of pearls upon your bleeding forehead. I want ‘to keep you with

me. I went you never again to leave my side. You shall always
be my delight. Your life from today shall flow like = rivar._o

Gioconda exemplifies the kind of theme that forms the basis for

nearly every novel, poem, and drama D'Annunzio ever wrote: it is a nortrajyal

" Ivid., pp. 9-1l.
8 Ipid., pp. 19-24.
Y Ibid., p. 18,

10 1n1d., p. 23.
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of the artist at odds with the practlesl world., Lucio brlieves that he
was born to make statueg. Tholr beauty is 8ll that concorns him, Ile has
8 charming wife, Bilvia; but he finds inspiration for his work in the
person of the lovely modél, Giéconda, whose fairness is left to the
spectator's imaginétion, as she always appears veiled., Lucio, the sculptor,
torn befweén duty and desire atbempts suicide, but he is nursed back to
health by.his wife, while his model keeps the elay of his unfinished work
wot. The wife becomes jealous of Gioconda's presence in the studio and lies
to her saying thot Tucio wishes her to go away. This makes Gloconda very
éngry, and Qhe attompts to destroy the statue. UJilvia tries to save it,
and she does so but her besutiful hands are ecrushed., But Iucio does not
appreciate her sacrifice, and she is left alone with her child,

This play is written mostly in prose, but it has much repetition of
words and sounds and imeginative picturing of scones and experiences. The
little girl who is half beggar and half fairy tells Silvia a story in
poeﬁry.ll It is a btale of her seven sisters and herself, 5he says tho
sirens of the bay called hor to he their mate.l? Silvia speaks of the child
as "a seer, who has the gift of song; a creature of dream and truth who

seems a gpirit of the sea..”l"7>

11 . s . . ’ S
Thomas 1. Dickinson, Chief Contemporary Dromatists, socond Jeries,

(Boston: Moughton LATLlin- Company, 104), De BO9.
| ]

2 Ibid., p. 603,

3 Loo.: olte
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Dalbo gives 3ilvia some "amulots against every evil, talismans for
happiness.”14 e tells her that a monk at the place where he secured them
%0ld of another monk who téok refuge in a veult and found 2 mummy there.
The mummy told him the story of her life, which had beon very happy. “hen
the cenobite wished %o convert heor the murmy preferred Lo return to her
embalmings. But she gave him the amulets, 1o

Silviat's love for her husband is a very unselfish idealized one, She
says of it, "It is stronger than death; it cen work miracles; it shall give
you all that you ask." 6 Her love is so great that she sacrifices her
beautiful hands to save the statue which he has cherished as his master-

pieoe.17

In his Francescs da Rimini, D'Annunzio richly elaborates the famous

episode from the fifth canto of Dante's Inferno. His play, like Phillips!

Paolo and Francesca, 1s written in blank verse, but he varies it so much

to suit the moods of his characters that it is almost free verse.

Francesca, trapped into & marrisge of political convenience with the
ugly Giancistto, falls in love with his brother Paclo, who comes to take her
to Rimini., There Paoclo immediately takes part in a battle while TFrancesca
anxiously awaits his return. OThe allows arrows to come in throurh ‘the open
portcullis while she prays Tor Paole. DBocause he i1s uninjured after the |

firht sho accepts that fact as on omen that God has freed him from puilt.

Y 1pid., p. s6l.
16 Loo. cit,
16 1pia., p. 582,

17 mid., p. 508,
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Their reading of the story of Launcelot prompts them to yileld to their
desire. 1% is laolo's younger brother who dis jealous because rancesca
has repulsed him who bebrays the lovers to Glanciobto. o then surprises
the guilty pair and kills them both.

The atmosphere of this play is thirteenth century Ituly--one of the
bloodiest, darkest, and at the same time one of ‘the most beauty-loving apes
of all time.l® The besutifully furnished castlos, the torrifying battlo
scdnes, and the superstition thet influences the character’'s lives all add
to the spirit of the Italy of long ago.

The scene in which Francesca bids farewell %o hor sister is full of
boautiful sentiment. And samaritana's speech in which she asks Francesca to
stay illustrates one variety of the postry of the play.

0, sister, sister,

Listen to me: stay with me still!

0 stay

With me ! we were born here,

Do not forsake me, do not go away,

Lot me still leep my bed

Boside your bed, and let me still at nlpht

Feel you beside me .9

Paolo haé his first sipght of Francesca as she stands in the midst of
the arbutuses. Ghe picks a larme red rose and gives it to him, Their love

awakens immediately, and remains a constant, impelling forece that causes

each to fairly worship the other.

The evenis of The Daughter of Jorio occcur ebout the sixteenth contury.

The atmosphere of the play is very stranre, for tho lives of nll the charncters

18 Arehihald Wendorson, "The Rimini story of modorn drama", The
Arone KUTX (February, 1900), 144-0,

19 g, tiarion Tuclker, lodorn Continental V'lays (New York: Harper
and Brothors, 1028), p. 272.
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and all the incidents are dominated by suporstition. In fect, even the
people's religious belief's are inseparably bound up with suparstitibn.

The first scene shows a waxen cross abt one side of the door jamb to ward
off evil spirits.zo The rites held over the body of the murdered Lazaro J
- are a queser mixbure of religious ceremony and pagan cusboms., Lazaro lies
on the floor his head resting on a bundle of grape-vine twigs; the wallers,
kneeling, surround the body, ons of them inbtoning the lamentation, the
others ensworing. At times they bow toward one another bending till they
bring their foreheads topether, All during the long ceremony there are
expressions of belief in sorcery and wilches along with the prayers to
Yary and to God.z1

Alipi has confessed that he murdered his father; hut when lilla comos
saying that it was she who killed Lazaro, and that Aligi really does not
know what happened because he was under the spell of her sorcery, the people
are easily convinced ‘that she is speaking tho truth. Even Aligi bélieves
her. And they teke Mila away Lo be burned at the stake.zz

The entire play is in poetry. The following lines spoken by Ornells
efter the sacred bread had fallen to the floor illustrate the short line
stanze ysed in bthe incanbtalbions.

San Sistod San Sistol
0! hear yo, and list, oh!

Black death, evil sprite,
By day, by night,

-

20 liontrose J. lioses, editor, Nepresentabive Continontal Drama,
(Boston: ldttle, Drown, and Company, L1924), D. 275

2l

Ibid., pp. 306-317.

2 1pid,, pp. 514-17.
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~ No evil spirit oan enler our doorway,

157

Chase from our walles!

Orive from our souls !

Oh ! orumble and tear

The eovil eye's snare,

As the sign of the oross I make 129

The next passage shows the lonper line which is used in most of fthe

Aligits mother is speaking of the security of their howe,

Your sisters have drawn the scarlet scarf across i.t.z4

- Mile and Aligi are ftruly romantic figures, one critic believes.ZS Ye

gilves as an example of their unusual character the fact of their platonic 1ife

together in the mountainsz., liila possesses a sort of strange fascinatbion

which is partly due to her physical altractivenoss, for she charms Aligi

to the extent that he is willinp Lo overlook her guestionable reputation; to

disregard his mother's wishes, to abandon his bride, and finally To kill his

own fabher to save Iila from furthor dispgrace. In spite of the strong feol-

ing of aversion manifested by the characters of the play argainst I7ila, the

reader cannot help feeling that she was sincere in her desire to live a

clean life henceforth and that she loved Aligi unselfishly and devotedly,

for she was willing to die to save him.

A summary of ‘the romantic elements found in D'Annunzio's plays shows that

he used only a few, but used them repeatedly. Tho language of all his plays

is either poebtry or poetic vrose with lonp rhetorical passapes, revetilbion,

and imagery. Superstition is hirhly important in The Dream of an Autumn

Sunset, in The Dauphtor of Jorio and in I'rancescn da Riminl and for thet

2% mid., p. 280.
% 1pid., p. 278,

a5 Frank Wadleigh Chandler, op. cit., p. 588,
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reason the witeh appears as a character in all of thom. DRomantic love is

found in Gioconda and The Daughter of Jorio., The fairy-bergar child who

talks to the sirens is a minor character of Gloconda. The chief characters

in I'rgncesca da Rimini are pichbured as heroic persons., The Dream of an

— iy

Avtumn Sunset and The Daughter of Jorio and Francesca dn Rimini heve their

set’cihgs in the Italy of hundreds of years ago. llany of 1‘)'1’mnunzﬂ.’o's
characters appear to be different from the people in the real world. They
are mere dream creatures, for he is not interested in portraying human beings.
lle cares only to create an impression of beaubty, and the romantic qualities

which he exhibits may be traced directly Lo his artistic temperament.




CHAPTER XII

EUGENE O'YNEILL

Fupgone O'Neill has boen generally accepbed and acelaimed as a realistic
& & 7

writer, but the more discrimlnating among the criticc have come %o recocnize
the fact that his work is not wholly realistic. Clayton Hamilbton savs:

You will notice that his method is essentially romantic.
luch of his work has a realistie look, becauss of his habilt of
adopting a great many debtalls from actuality; bubt ho reasons
from the general to the particulnr, and always there is an
abstract idea at the centre of his concept. e iz sormsbtines
mistalen for o realist becauso of the minor fact that his
characters talk like thoso of a realistic author who has kept
his ears open; but none of his work iz photopraphic in its
method.,

He pives you the impression that he is faithfully repeating
the speech of actual people that he has observed; yot thore is
an emotional pulsation in his style that is nobt prosent in the
daily speoch of the denizens of water-front saloons.

0'Nelll says he has set most store by himself as a bit of a poet

who hes labored with the spoken word to evolve original rhybthms of beauty
where beauty apparently does not oxist,”

"He will be finally estimated," one critic believes, "not by his
stage devieces ., . . , bub by his profound imaginative inbervretation of
aspiring humanity struggling upward."4

Some of O'Weill's plays which are included in this dlscussion are

. 1 Clayton Hamilton, Conversations on Contermorary Droma (MNew York:
The lacmillan Company, 19247, p. 215, '—

2
Ibid., p. 217.
8 Arthur Hobson Quinn, "Fugene 0'elll poot and mystic®™. Seribners
L.7% (October, 1926), 360,

4 Ibido, Pe. 369.



160
necessarily treated very briefly because they contain relatively few of

‘the elemonts of romanticism. The Emperor Jones, The Tountain and Mareo

.....

0tNeill makes use of several romanbtie cualibies in these plays.
lle goos to the past for the seblbing of one. The events of another happen
amid strangely unreal scenes., His language ab cortain times is rhythmical
and full of imagery so that it produces the effect of poetry. Superstition
is important iﬁ all the plays. Inner experiences o the characters are
sometimes quite imaginatively concoived and illustrated by unususl devices.
His hero in one play is endowed with certain charactoristics ‘that make him
almost a superman. The maric of a orystal discloses events of thousands of
miles away. Sentiment is an important factor in two plays. Iloonlight,
knights, kings, princesses, fabulous wealth, a guitar and a gondola help
to make a vivid, romentic atmospherse.

The action of The Imperor Jonss takes place on an island in the Wost

Indies. Brubtus Jones, a bipg stalwart negro has beoen making a preat deal of
money as emperor of the island, but his rweople finally revolt and he flees
for his 1ife. Durins most of the play he is ruming about in the dark,
wild forest and his fears are imarinatively pictured. Superstition is such
s dominant element in his mind that the rpeneral improssion siven the reader
is one of strangeness and unroalily. The forest itself is described as
weird in appearance. 0'lleill save the road whors Jones was nt eleven o'clock
glimmers phastly and unroal in ‘tho moonlirht.

Tt 1s as 40 the forest had ztood aside momentarily to let

the road pass through and accomplish ite veiled purpose. This done,
the forest will fold in upon itzelf ar-ain and ‘the road will bo no more.”

fugeno 0'Teill, The lmporor Jones (Uew York: Dond and Liveright,
1921), 1. 177,
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This pley is expressionistic in its bteohnique of dramatizing Jonog!
fears and his memories of long past sxperlences. The beat of the tom-toms
that he can heer throughout his flight is used to heipghten excitement and
"to suggest the Throbbing in crescendo of the frightoned horc's pulse.”G
While his back is turned, the Little Formless Fears creep
out from the deeper blackness of the forest. They are black,
shepeless, only their glitterines little eyes can be seen. If
they have any describable form at all it is that of a grubworn
about the size of a creepinr, child. They move noiselessly, bub
with deliberate, painful effort, strivinm to raise themsclves
on end, failing and sinking prone again.
Vhen a tiny gale of low mocking laughter comes from the creatures on the
ground in front of him Jones pives a yell of terror, and then shoots his
gun. The formless crestures scurry back into the forest. A 1little later
the form of the man he had murdered appears bofore him and Jones fires to
311 him agein.C
The sdvapes in Jones domain have long believed that their emperor
bears a charmed life because they had seen him once miraculously escape
death, and hed heard him say that only a silver bullet could kill him.?
So during the rovolt the savages spend all night beabing the tom~tom and
casting spells while their leader makes a bullet outv of money. In all his
wandering Jones has merely gone in circeles around tho placae whore the
incantations are being uttored, and vhen in the mornins he falls, shot by

the silver bullet, the savages believe that his charm hns been broken by

their spells .lO

6 Frank Wadleirh Chandlor, odorn Ceontinental Ilaywrights (Mow Yorlk:
Harper snd Brothers, 1031), p. 50€%

" Migone 0'eill, op. sit., p. 171
8 1vid., p. 178,

¥ Ihid., pp. 156-6.

10 Ibid., p. 196.
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In his play The IPountain, O0'Neill takes the historical charsctor,

Ponce de Leon, and imaginatively enlargos upon his exporiences.* The
play is set down as a romance and its general tone is poetic.ll Ponceo de
lLeon, according to ©'Neill's account leaves Jpain becouse his affair vith
o woman there calls down her husband's vengeance upon him. IHeo goes with
Columbus to the New ¥orld where he becomes a governor. DBecause he is
again in love, Ponce de Leon is seized with the dream of youth, and he
seelks for the fountain whose rumor has been spread abroad, In the wilds
of Florida, he 1s betrayed and sttecked by Indians. As he lies dying, the
girl he has lately loved comes to him accompanied by his nephew. In the
young Ponce de Leon she finds the man of her dresms, "The dying man finds
his youth in the eternal fountain.of the soul."12

Part of the lanpguage of this play is well fitted to sustaining the
romentic mood. The last scene and many of Fonce de Leon's lines are beauti-

ful and exalted.l3

In Marco Millions, O'Neill goes back to the thirteenth century for

his setting. But he produces a queer mixture of that time and the present,
for a great deal of the conversation is decidedly modorn. Iie allows his

imegination free rein in eleborabtin~ on the historical facts concerning the

1 gpark Young, "The mew O'Noill play." lNew llepublic "LV (December

30, 1925), 160,

*? Loo. oit.

¥ 1pid., p. 160,

Y
Tho text of this play was not avnilable to the writor; so that it
was studied only through secondary sources.
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experiences of Marco Polo. He paints him as a greoat herc who acquires
extensive politiecal power in the lash as woell as enormous wealth.l4 lMarco
is dﬁscribed by the princess as doing well everything that he sots out %o
do, always succeeding whers others fail, and achieving eminence through
will—power.l5 In her eyes he is a strange, mysterious, dream-knirht from
the exotic west.ls Marco is also a great deal of a brargart. He says as
he bids the Chinese goodbye that they should write to him at Venice--~"they

w17 e performs some very unusual services when he

a1l lknow mo there.
escorts the Chinese princess to Fersia., "You have been @ prodigy of heroic
accomplishmont,"l8 she %tells him. He rescues her from drovning when she is
swept overboard by a typhoon} he kills the pirates who attaclk them; and he
tenderly nmurses her while she is 1ll with fever.

At one time in his travels lMerco meets a group of natives carrying
a coffin in which lies the bpautiful embalmed body of & princess. The
travelors look at her, and something very strange happens. It grows very
darlk., "An unearthly plow like a halo lights up the face of the dead girl.
From the branches of a tree comes a sound of sweet, sad music as if the

nl@ The dead {311‘1 speaks to

loaves were tiny harps strummed by tho wind.
them and entrusts them with a mossage to take Lo Venice.
The romentic mood of this play is enhanced Dy the descriptions and

display of vast amounts of money and jewels.zo “hen the Polos return to

1% Bugene O'Neill, larco 14.1lions (New York: DBoni and Tiveright,
1927), pp. 97100,

16 1pid., p. 90.

l? Ibld., p. 92.

17 Ibid., p, 124,

18 1bid., p. 132,

19 114d., p. 22,

20 1pid., pp. 70, 143.
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Venice they attend a banquet whete theytoss gold about freely, and empty o

porfect stream of precious stones from their sloeves.Zl Tho emperor in

China sees this scene through his magle erystal,
 Sentiment is present in this play in connection with larco's and
22

Donata's love affair. She waits for him for about twenty years to return
from China. One scens where they are alone ‘together is very pretty. It is
moonlight, a gondola is visible, and a guitar plays softly.zz

The language of this play is quite poetical at times. Ilany of the
Chinese characters' speeches have that quality.

Come, Little Flower., You have been fading here. See how pale

you have growml Your eyes are listless! Your lips droop even

in smiling ! But life ab the Court of Persia is gayv. There will

be feasts, celebrations, diverting pleasures. You will be their

Quosn. of Boauty.2%

I shall know the long sorrow of an exile

As T sall over the green water smnd ‘the blue water

Alone under a strange sky emid alien flowers and faces.

My eyes shall be ever red with weeping, my heart bleeding,

“hile I long for the land of my birth and my childhood

Rememberins with love the love of my people.

The whole final scene gives the impression of a posm. It portrays
the slaborate rites of the funeral service for the Queen of Persia, Xublai

Khan gives quesbions concerning death and the chorus answers. Then Kublai

addresses the little queen as if she were alive, saying:

21 Ibid., p. 165.

>3
0
.

Ihid., p.
% 1h1d., p. 2.
Ibids, p. 86,

25 Ibid‘, po 121.



So, little Fukechine~szo, Little Flowor--you have comp baclk--~
they conld not keep you--you were too homesiclk--you wonted to
return~~to pgladden my lasht dayse- ,
[He no longer tries Lo control his prief, He sobs like a
simplo old men, bonding ond kissing his granddaughter EE
The forehead--with heart-broaking playfulness.
- I bid you welcoms home, Little Flowsr ! I bid you welcomg %gmo!
[ He woeps, his tesrs falling on hor calm white faco.]

Vith this as e closing scene, the final effect of the play is one of

pathos and beauty.

A summary of the results of this part of the study shows a surprising
array of romantic elements in 0'Neillts plays~-surprising because he is so

generally regarded as a realistie wrilter. larco's Xillions and The Fountain

are based on historical fact but 0tieill makes no protense of being his-
torically accurate. Ie lets hls imapination add all sorts of romentic
details. DBoth Fonce de Leon and larco Polo ars described as heroic advan-
turers. Xarco is almost a superﬁan in his spoedy rise to political powar,
to woalth, and %o popularity, and in his feats of valor. Senbtiment appears
in all the plays. Vast amounts of r0ld and procious stones, moonlight, a

rondole, and sweebt music help to sustain the romantic mood in Mareo Iillions,

In The Lmperor Jones the hero has visions of past deeds; his fears appear to

him in bodily form, and the men he had mardered lons beforo rises belfare him.

In Marco 1illions a dead queen speaks and leughs, Doth karco lillions and

The Fountain have many poeblcal passages, for 0'lieill makes even prose

rhythmical and sometimes beautifml. Terror in Imperor Jones helps to create

an atmosphere of unrealily., Theo usa o those oloments by (*Neill shows that

he 1s not wholly a realislic writer.

26 Ibid., p. 180,



CONCLUSION

The purpose of the writer of this discussion has been to point out
tho romentic elemonts which are present in certain selected works of noted
drametists of recent times. The study has‘shown that there is much romenti-
cism in modern drame.

Edmond Rostand hasg six highly romsntic plays all of which are written
in poetry. The events of all occur in the remote past. The characters are
endéwed with heroic qualities, and they have expariences that are very un-
usual, often unreal. Birds and enimals serve as characters in one play.

The plots are highly fanciful and have many improbable incidents, Vhen
Rostand bases his story on history he lets his imapination clothe the facts
with fomantio dotails, The obtmosphere of romance is created through the
skillful use of flowers, moonlight, nightingales, castles, pirabte ships,
baleony scenes, beautiful ladies, knights, troubadors, soldiers, phantoms,
end visions,., Idealized, unselfish love is exemplified in two plays. Tdeal-
ism, mysticism, and the glorification of defeat are also important elements

in his plays. Indeed, Rostand is a thoroughly romantic writer.

The larger part of all Maurice laebterlinck's works is romantic in
character., Ileven of his plays were studied, and it was discovered that
they contain a great number of romantig.elaments. Two plays are in poetry
while severasl of the others have prose which produces the effect of poetry
through the wse of rhythm, repetition, and hiphly fipurative lanpuano.
Lepond forms the basls for two plays. All the events are far removed from
prosent day axporiences and sconos. The plots aro highly imapinative, un~

roal and improbeble; some incidents are impossible exwpt in the lands of
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wonder where laeterlineclk somebimes transports his charactors by means of
dreems. lany of 'the persomages of the plays are mere Lypes of human
beings or are entirely imaginary creations. Like Rostand, Iaetorlinck
croates abmosphere through the use of a number of the besubiful attributes
of romence. Ile is a master also in the creabtion of an atmosphore of terror,
gloom, and tragedy by means of omens, supersfi’cion, storms, insanity, sil-
ence, darkness and vast unexplored castles. Jenblment and a beautiful,
unselfish love are other elements vhich limeterlincl usos in inboresbing

variety.

Although Gerhert Mauptmann is known as the inltiabor of Gc;rman
Naturalism, and his naburelistic plays form an-importsnt part of his work,
hs has written bwelve romantic plays of which five were analyzed in this
study. They contain an interesting variety of the elements of romance.
Toetry is the means of expression in three of them, The plobs are extremely
faneiful and unreal, sometimes improbable. Dreams mnd visions present the
strange and marvelous. Legend and history as the basis for some of the plays
place their events in the long agpo. Superstition is on imporbant element in
Houptmann's worl, and fairies, elves and dwarfs are nresent as characters.,
Other characters are too exagsperated in certain traits to be real., Une
selfish love is exalted and idealized., Ilystielsm has o prominent place in
one of the plays., The quest for the 1deal iz plebured in two plays by means
of gsymboliam, In the (isld of romanticism ns in his obhor works, Ta’.majp‘bmann

eppears as o very versabile writor.

Hermann Sudermenn's romonbic works comprise sbout one Pifth of his
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total pumbor of plays and ars of relatively minor sirnificence. Tut ha
uses several elements of romantileism, Doth the plays studied have fme
probable incidents imaminatively portrayed. The chief characters are
strange beinps of a world far removed from the resder's sxporlence,
¥eodioval castles, customs, and superstitions and the vpresence of nights,
princes, end dukes add to tho romantic atmosphere. Idealism dominakes the
ﬁaro's life in each of the plays, and the power and blessedress of love as
a gulding force is exalted in one. Sudermann's lanmuaze 18 poahie in its
goneral effect because of the word-choice, figures of specsl, sentonce ine

version, and imaginetive styls.

Aupust Strindberg‘is elso best known for hls naturslistic plors, Tut
dbout half of his tobtal number of dramas have some romantic charsctoristies.
The four studied werse [found to conbain supors%itién, mystery and senblment.
Strange, supernatural beings--witches; fairies; the Teok or river spirit;
the Midwife, half human, hall extranatural; the Mewlor as an appsrition and
tho liocker as merely a volco; evil spirits; the Christ-Child appear in the
plays. Castles; princes, dukes, moonlight, roses, riches, a=nd dreosms ereaie
a beautiful abmosphere in one play. In another an unreal, mysterious, rloomy
atmosphere is produced by the use of omens, shedows, darimess, movenents of
inanimate objects, mnd alterntte fear™ul silorce and terrifying sounds,
Lyatery and mapic add teo the roneral improbability and unreality of tha

plota, Charasters seem unreal bacause of the [anbtasy, mystery, wnd supere
stition that surrounds their lives. dontirent is an dmporbant fecbor in one
ploay, DRhythm, alliteration, snd senbonce inverslon und the usa of walody

and vorse susboin the romantic mood,
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Ibsen's romantic plays are less important than his realistic omes.

The former wore writfon early in hls career. Idealizoed, unselfish love
eppears in one play. Vhen he btreats either hisbory or lesond Ibsen lets

his imagination elaborate on the facts. 1lis characters are often heroic
porgons., They move in a world so différont from and 5o Car awoy from the
present that they appear strangely unreal. Superstition influences their
lives. One character follows an impossible ideal. Onomes, trolls, brovmies,
the Boyg, & messenger of Death, and a phantom move about as characters. In-
animate objects sometimes speak. Poebtry is used throughout two of the plays,
and the othars have prose which has much imaginative picturing., Thus Ibsen's
works conbtain ﬁany evidences of his youthful romantic spirit.

J. M, Barrie useos several elements of romanticism in his plays. Iarie,
dreams, and the supornatural account for tho occurrence of fantasbtic, im-
possible events, Fairies, ghosts, mermaids, and pirates are some of the
unusual characters to be found, Ilystery, magical rumsic, and irresistible
voices lure ope character to an enchanted island where she never grows older.
Sentimmnt; moonlight, nightingales, kings, princesses, and castles help to
create the spirit of romance. Barrie's imarination is indeed a fertile and

varled one.

A1l of Lord Dunseny's plays are romantic in character. Iiis plots are
highly imeginntive and improbable. Iiysticism and suporstition are dominent
guallitios in his work. The characters aro often merely types or abstractions.
The scones are lnild in imapinary places on the odge of the world., Terror

which is s0 imarinetively cononived that it crostes s feeling ol stranpeness
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and unroality ofben thrills the reader or spectator. The lanpuage of all
the plays is poetical in effect becmi;e of repetition of words snd sounds,
imagery, and rhythm, Strange personificati-ns, immensities, and moods of
neture in harmony with those of man are Purther illustrabions of this

romantic dramabist's powers.

Stephen Phillips like Rostand is a romentic dremaetist who is also a
poet, The fact that his plays dre in béautiful poetry is their principal
romantic element, His ohief characters are endowed with heroic qualities
which make them the appropriate creatures for a story-beok region or draam
world, The events of both plays are highly colored by superstition. Both
have their setting in the long ago. Idealized, worshipful love is a strong
influence in these plays. Moonlight, visions, love potions, and roses help
to create the desired abmosphere of romance. Splendor is added to the
scene in one play by means of the imaginative picturing of untold wealth

and conquest.

William Butler Yeats is another poet dramatist. His plays have many
romantic qualities. He uses Irish folk-lore as a basis Jor meny of his
plays and for that reason superstition is an important factor. Thers is
also a strong supernatural element in all the plays, ani angels, fairies,
and demons appear to the characters. Poetry of groat lyrical beauty forms
the medium of expression in two of the pleys studied., Unselfish love is o
moving force in one. Dreams and visions are imporfaent in all the plays.
liysticism is another prominent eleoment in Tests' work, In all his plays

the reel iz made subordinate to the preveiling romentic spirit.
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Gabriele D'Annunzio mixes realism and romenticism with strange
elffgcts in his plays. Uls chiefl object is to produce an impression of
beauty; so he expresses himsel! olther in poetry or in peetic prose with
long‘rhetorical pessafes, repebitiop and imagery. Superstition is an
important element in his plays. A fairy—beggar, wiltches, and sgirens are
among, the'creatures of the plays. Some of the scenes are laid in the Italy
of hundreds of yeers ago, Romenbtic love dominates two of the plays., IHis
characters are strange unreal beings for DtAnnunzio, absorbed as he is in
the creation of beauty, is not inbterested in portraying characters as in-

dividuals.

Fugene 0'Nelll is widely knowm only as & realistic dramatist, but
critics are beginning to recognize the fact that his works heve certain
strongly romantic features, Although he wriltes in prose he produces many
of the effects of poetry through the constant use of a rhythmic, rhetorical
style, and imagery. Part of his scenes are lald in the remote past, and
he reconstruots’ﬁhe characters énd the events of that day with gresat
imaginative freedom. He palnts cortain of his characters as famous heroes
or idealized suporhuman beinrs. The strange and the bterrible help to create
a vivid impression of unreality. The characters are often very superstitious,
and they have strange experiences in which dead porsons appear before them,
who speak and leugh. A man's fears anpsar in visible form to frighten him
still more, The riches of the orlent, senbtiment, beaubtiful princesses,
castles, mapic, moonlight and music which proceeds from the leaves of a tree
are other romantic elements which are important. Iruly 0'Neill presents an

interesting example of a writer who mixes romanticism with his realism,
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In conclusion the author wishes o say apain that this is net
an exhaustive sbudy of The romantic elements of modern drama. Vhile it
is based upon the represen‘batiye romantic works of twelve famous dramatists,
still it is only fair to admit that there are obther dramatists whose works
night also have been studied. An inberesting field ewaits the student who
cares ’co su»rve;y the ﬁorks of the remaining drematists in search of romantic
slements, Some of these whom the writer suppgests as offering an interesting
Pield for study are as follows: Lady Gregory, Bjornstjerne Bjornson, Jose-
phinse Presfon Peabody, John Millington Synge, and Edne 5%, Vincent Millay.
This study has demonstrated that there is a great deal which is
romantic in modern drama, even though it is predoﬁxinantly realistic, Furthar
s'budy‘would almost certainly reenforce this conclusions by producing more

and more examples of romentic plays.
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