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CHAPTER 1
INTRODUCTION

This thesis mmwmm-mmﬂ_nrmm
shorter works of arthur Schnitzler: Der grine Kakadu (1898), Die
letsten Masken (1901), Urosse Ssene (1917), and Traumnovells (1926).

These shorter works of Schnitzler are selscted with the inten-
tion to show that roles, as Schnitzler uses them, are freguently devel-
opad as extensions of life rather than as imitations of life, and that
in these developments, roles are assocliated in some way with death
and/or social disintegration, The study further tries to prove that in
Schnitzler's later writing ons is aware of a positive ocutlock which is
not found in his earlier writing. 4 quotation from Feise and Steinhauer
showe that these critics, among others, consider Schnitzler's outlook on
1life purely negative:

The truth is that Schnitsler shows a society in disintegration
because man no longer has any integrating principle by which to
live, lils works are a series of demonstrations of Nietzsche's
triumphant ecry, "Uod is dead.," Only Schnitzler is not triumphant
about the event; for he has no Dionysian philesophy to offer man-
kind in place of the traditional faith it has lost. He cannot get
beyond the negative stage of showing the world in ruins, The
young Hugo von Hofmannsthal had gone through the same phasej indeed
many of the best fin-de-siécle minds did so, For some of them it
was only a phase, a mood, Hofmannsthal found peace in religion and
conservatism . . + Thomas Mann slowly fought his way to & democratioc

d:l.i.‘l.-aiiul humanism, Schnitzler never emerged from the negative
.m.l

lﬂnrry Steinhaver, and irnst Feise (ed.), "Arthur Schnitszler,"
German Literature since Ucethe (Boston: Houghton MAfflin Co., 1959),
Pe IB,-



The following statement from Rey's study of Traumnovelle shows
the poesibility of a positive cutlook: "Aber wir haben demnoch allen
Urund su der Annahme, dass das wWagnis des Outen nicht vergebens
unternommen wird . . "2 The study of the four pieces chosen for this
thesie will attempt to support the conclusion that the first quotation
above is valid for the early perlod of Schnitzler's writing, and that
the second quotation is valid for his later writing,

These shorter works of Schnitsler are chosen also because they
cover best the variety of his writing. Schnitsler's work includes
thirty-two plays and ons-acters, fifty-cix stories (both short sketches
and novellen), and only two novels of length, The selections cover the
early, the middle, and the late writing periods of Schnitsler. Another
reason for studying the above named works is that they best illustrate
the different genres in which he wrote and the subject considered in
this study,

The dictionary defines the word role, as: "a character assigned
or assumed, a part played by an actor or singer, a function.® The
questions and analyses possible in the study of roles are most varied,
but beyond the dictionary definition, two viewpoints of the role will
be considered,

The play on the stage, the roles men play, the mask, may all be
thought of as characterizations of life situations in terms of detach-
ment from life, This concept presents, for instance, the successful

24illiam H, Rey, "Das Wagnis des Outen in Schnitslers Traum-
novelle,"” The German Quarterly, IXXV (May, 1962), No. 3, pe 26k,



actor carrying out his role in an historical drama so expertly that

the viewer feels that he has experienced something of the original iife
itself, It is not life, it is not real, it is detached, and as such,
this sort of role imitates and runs parallel to the 1u_. situation with-
cut being a part of it.

Since this role playing finds two lines of action running par=-
allel, without sctual involvement of one with the other, this type of
role playing will be referred te in this study as a "parallel concepb.”
Imitation, and not involvement is the central thought., ZIngyclopedia
fritannica points cut the original idea of the drama as a "thing done,"
and the theater as "seeing plloo.'3 Aristotle's Poetics emphasizes
this importance of imitation:

Imitation is a part of men's nature from childhood, and he differs
from the other animals in the fact that he is especially mimetic
and learns his first lessons through imitation.t
The Greek idea of "drama" and "theater" is no different from the idea
of the arena of life itself, OUrama in itself 1s imitation, and imita-
tion is the characteristic active ingredient of the drama,

The mask is also seen as an imitation of a real life situation,
Again, in Poetics, Aristotle says: ". . . the mask is traditionally
associated with impersonation of departed spirits."S Masks and roles

JBertram Leon Joseph, "Drams,” Encyclopedia bBritamnica (lhith
ed.), VII, p. 576. g : it

boerald ¥, Mse (od,) Arhtot.h'l Postics (Cambridge, Mass:
Harvard University Fress, 19&3 )5 Pe 124

5Ibide, Pe 576
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played in masks were primarily religious and ceremonial., Today, we know
masks as an appliance of the theater., The Schnitzler title Die lstaten
Masken suggests the figurative use of the mask idea., The theater mask
may be worn or discarded with ease, and with its disappearance the role
with which it was associated also ends, These masks may be as detached
from the actor as the actor is from the role he is playing, The mask
and the roles of the theater are assoclated closely with the concept of
parallel roles.

The mask need not be of this nature, It may exist not as a
detached parallel part of the role, but as a real involvement in the
role and in reality. FRole playing can be seen consequently not as some-
thing imitative and parallel to life, but rather as an extension of life
itself, and not necessarily detached, From this viewpoint, the role
that an actor plays is not only a characterization of a situation that
was once real or figment, but is actually an extension of the original
sct or idea, This extension of life permeates all of the situations
surrounding the role, the actor, the viewer, and takes into considera-
tion alsc the dimension of time, The concept of the role as "extensioa"
and not &8 "parallel" may be thought of as describing the roles that
everyone plays throughout life, One plays this sort of role whenever he
tries to impress others, or makes himself out to be something that he is
not.

The works considered here employ parallel roles and the mask in
many imitative role situations on and off the stage, but even more often
they make use of roles as an extension of life.
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This study will show that both imdtative parallel roles and
axtension roles are devices used by Schnitzler to treat the dialectic
concepts with which he is so preoccupled., These dialectic situations
inelude: life and death, real and unreal, dream and reality, play and

earnest,
These often quoted lines from Schnitzler's Paracelsus illucidate

this concept, as Cyprian asks:

Uoch eh' Ihr geht, erklirt Euch, denn verwirrt
Lasst Ihr uns alle hier surllck, War's Zrnst,
War's Spiel?

Faracelsus answers:

Es war ein 5piell Was sollt' es anders seln?
wWas ist nicht Spiel, das wir auf Erden treiben,
Und schien es noch so gross und tief zu sein!
Mit wilden 581dnerscharen spielt der eine,
Ein andrer spielt mit tollsn

Vielleicht mit Sonnen, Sternen irgend wer,-
Mit Menschenseelen ele ich, Ein Simn
Wird nur von dem gefunden, der ihn sucht,

Es fliessen ineinander Traum und Wachen,
Wahrheit und Lilge, Sicherheit ist nirgends,.
Wir wissen nichte von andern, nichts von H
Wir splelen immer, wer es weiss, ist klug.

GArthur Schnitaler, "Paracelsus," 1te | Frankfurt
Main: S, Fischer Verlag, 1962), p. L97+ I -



CHAPTER II

DER GRUNE KAKADU

The actors who perform Der grine Kakadu are really playing roles
about people who are playing roles. Contrasting Paris at the time of
this drama, the time of the French Revolution, with Vienna of Schnitz-
ler's day, the turn of the 20th century, is necessary because, in a
sense, the whole play is a role and a mask for the Vienna of Schnitsler.
As the roles of this drama came to an end on the stage in Vienna, the
perceptive theatergoer saw not only the storming of the Bastille, but
the disintegration of his own present-day society.

The actors in the play are closely identified with the death of
people, and with the death of a soclal system., From start to finish,
this drama is cast in an atmosphere of vioclence, The first actor to
appear sets the scene historically with the mention of Desmouline, an
actual political leader in the history of the French Revolution; a revo-
lution which saw the demise of one form of government and, sctually, the
death of the culture of the period, There is much about this period
which mirrored the time in which Schnitaler lived, The link is particu-
larly strong since the period at the turn of the twentieth century saw
the decline of the Hapsburgs in Austria, whereas one hundred years
earlier, at the time of the setting of Der grine Kakadu, the French
revolution saw the end of the Hapsburg relationship with the royal line
in Versailles, with the beheading of Marie Antoinette., The interesting
contrast is that in the establishment of the new French Republic in



France, something of a vigorous, new political life came out of the
death of the old, Schnitzler saw nothing so hopeful in the roles being
played in Austria at the turn of the twentieth century, S5ince, in many
ways, Vienna is compared with Paris in the lptﬂtetu@mdmtnu,
the disintegration of the prevailing society must have been easily

equated by Schaitsler,
The story, briefly, centers around & wine house where the inn-

kesper has developed a high-class, and at times, a royal clientele who
come to be amused by the actors playing the roles of criminals, There
is the ora of viclence and anxlety cast over the place even though the
upper-class customers know that the rough talking "coriminals" are really
only actors who insult the guests, and titillate the fancies of a soci-
ety sate with the amusements of Faris, The customers are not aware that
some of the actors are actually what they say they are, namely, thiefs
and surderers, The actor who plays his finest role as a murderer ia
taken so seriocusly that he is suddenly aware that the yarn he has woven
about the infidelity of his betrothed is really founded in fact, and as
a result, he actually coomits the murder that he has previously imnoocu=
ously played as a parallel acting role, The insults hurled at the
royalty throughout the evening of role playing turn into a full-fledged
demonstration, in fact, we learn that the Bastille has just been stormed
(duly 1k, 1709).

In the wineshop of Der grilne Kakadu, Schnitsler brings together
the two political forces of Paris, Der Orllne Kakadu as the place, and
the roles as the modus operandi, show this contrast of intellectual



values as a prelude to the death of a way of life, symbolically pore
trayed when Henri stabe the Hersog von Cadignan.

Grasset, the first speaker in Der grline Xakadu, introduces the
problem treated by the drama, and concludes the drama with the last
speech, The reader will notice that the role of the first speaker in
Die letsten Masken also carried through to the last speech,

With Grasset's first speeches we learn that although he is by
profession an actor, he is playing the role of a political revolution=-
ist. Is Grasset a revolutionist? Or is he only playing a role? Since
the characters in this plece slip in and out of their roles constantly,
it is difficult to lnow exactly when one is playing his conventional
role, or a special one,

The innkeeper is also the theatrical director of his group, and
Urasset has previcusly been in his employ. Very early he clarifies
their relationship: "Ich bin der Gast = du der Wirt.,"l but even as he
introduces his friend Lebrét, a flattering stooge, to the innkeeper
Prospere, one is aware that he is still acting, Grasset's speeches set
the theme of the play, fie describes his appearance at the Cafe Palais
Royal, where he has just made a stirring speech:

liérst du's, Prospére? Ioh habe mich auf den Tisch gestellt . .

ich habe ausgesehen wie ein Monument. . . . jawohl - und alle die
Tausend, Minftausend, Zehntausend haben sich um mich versamelt -
gerade 5o wie friher um Camille Desmoulins , , . und haben mir
zugejubelt.?

larthur Schnitzler, "Der grine Kakadu," Gesammelte Werke (¥ranke
furt am Main: S, Fischer Verlag, 1962), p. 516.

2Ibid., p. 517.



Orasset has been playing Desmoulins, who spoke before, and who is a
well-known revolutionist, He continuss to say, ". . . Und nun sishen
sie alle hin zur Bastille ., . . und ich darf sagen; sie sind meinem Ruf
gefolgt."3 Fut where did Grasset go? To the Bastille? No, he slipped
off with his follower Lebrét to the inn to take his applause, and to
quench his thirst, He tells Prospers, the innkesper, "Aber sie wllrden
nicht schiessen, wenn wir nicht geredet hltten., lNein lieber Prospére,
die Macht der Celster ist m-'h

Through playing parallel roles for Prospere in the wineshop, he

learned the role which he is now playing in life, ". , . hier hab' ich
neine erste Rede gehalten, als wenn es sum Spass wire ., , . und hier
hab' ich die Funde su hassen begonnen . . "5 In describing to Lebrat

the kind of place the Creen Cockadoo 1s, Gresset says: "Es ist ein
seltsamer Ort] Es kommen Leute her, die Verbrecher spielen - und
Mu,di-nlm,oh-uum.'f’

Orasset further qualifies this observation as "sehr geistreich,”
But what does not occur to Orasset is that when he was an actor, he was
not criminal, but now, here, he is actually one of the others who are
really criminals without suspecting it., Orasset does not see his role
of anarchist as criminal, He even suggests to the innkeeper that he be

3nd,
hipid,
SIbid., pe 519.
61bid., p. 518,



10
engaged to play his role in the inn, but the innkeeper says, ". . » ich
hitte Angst, dass du dich einmal vergessen kinntest - und {ver einen
meiner zshlenden Glste im EZrnst herfislst." To which Grasset answers,
"Jas wire allerdings mBglich,"7

Never are we told that Grasset participates in the real revolu-
tion, At the end of the drama, he returns to bring news of the storming
of the Bastille, and news of the chopping-off of heads, but it is just a
dramatic report, At the end, he declames that nowhere can the ery of
"Freedom" be more beautiful than over the dead body of a duke, And as
the aristooracy run from the place in fear, Urasset says, "Lasst sie flr
heute - lasst sie, 5ie werden uns nicht entgehen,"®

lenri, his antagonist of the theater, has killed the duke, but
(rasset has not deigned to dirty his hands with vioclence, and is satis-
fied to play to the end the role of a political genius for which he has
only the recommendation as an actor,

The character, Herszog von Cadignan, tells a story which has come
out of the community of Lelange. This strange plece of role-playing
really symbolizes what the mood of the people of France is:

Hersog 1 o+ « o in Lelange haben sie einen Burgermeister der
sehr unbeliebt ist,.

Francols : Wenn 5ie mir einen nennen klnnen, der beliebt ist,

Herzog t Hbren Sie mir. - Da sind die Frauen des Dorfes vor
das Haus des Blirgermeisters gesogen = mit einem

TIbid., pe 519.
1do, Pe 552.



Sarg « + « Und ein paar von dem wWeibern sind darauf

in die 'Mdol Bnrg.n:uur- und haben ihm

erklirt, er miisse sterben - aber man werde ihm die
, Ehre erweisen, ihn su begraben,’

This is essentially what the people of France and Paris st this
moment are telling the government, The country wives have played their
roles which give a presentiment of the viclence to come, The duke plays
a role which epitomizes the very thing the bourgeoisis 1s resisting,

The duke comes early to see the activities of the Oresn Cockadoo,
He feels old at twenty-four, and indeed he has lived fast and richly,.
when Albin, a naive country Chevalier, calls the duke a wonderful man,
Frangols evaluates the duke somewhat differently: "Das ist schon wahr
e o o &ber dass solche Menschen existieren, ist beinahe ein Grund, nicht
gu heiraten,"10

The duke is playing a role that represents sll that the bour-
gooisie 1s against, Iils role is the role of disintegrating soclety, and
he plays it well, He has a title that is real, and he tries to live up
to the fashionable image of it, He remarks twice: "If I were king,

o o o atc,” He would like to emulate Alexander the Ureat and lives 1life
dangerously and for the moment, He tries to guote Hollin's lines, but
he cannct remember the verse, he has only the feeling., The duke agrees
with Follin's idea that:

e o » die Jugend, die man nicht genlesst, i3t wie ein Fede »
den man im Sand liegen llsst, statt in die Luft su schnellen,

9;2&20’ pe 53k,
10Ibid., p. 536.
HM.' Pe 535.



The duke takes the innkeeper's insults as jest and even says
that 4if he were king, the innkeeper would be one of his jesters. The
duke takes his high station in life for granted. He believes he was
born to be better than others, and he believes others are born to great-
ness, even a harlot, He says about Léocadie's marriage:

Es 45t su dumm, Léocadie ist geschaffen, die grisste Dirne der Welt
su s6in . + o Gibt es etwas Unverstindigeres, als jemanden seinem
wahren Beruf entgziehen? , . « Ich meins das nicht im Schers. Auch
sur Dirne muss man geboren sein - wie sum Zrcberer cder zum
Dichter,12

The vacuousness of Viennese society of Schnitsler's day is repre-
sented by the role of the duke, The duke represents an aristocracy
which, instead of giving leadership to the people, has indulged itself
and squandered the country's taxes, Just as this role of an oppressive
soclety must die, as predicted by the roles of the women of Lelange, the
role of the duke must end in death., In his frivolity and licentious-
ness, the duke disregards the sacraments that have always been valid for
both the bourgecisie and the aristocracy. As the duke returns, the inne
keeper says, "Ist es ein Gespenst? The duke replies:

Nicht dass ich wisste . . . splelt man hier noch, wlhrend draussen
e » o Wolss man denn nicht, was da dreussen flir Dinge vorgehen? ich
habe den Kopf Delaunays auf einer Stange vorbeitragen sehen, Ja,
was schaut ihr mich denn so an + « o Hemri - 13
The duke has played his role to its end. For the crowd at the
inn, he was dead already, and so was the aristocracy, The burning and

beheading had already been reported. The innkeeper calls him "a ghost,®

121bid,., p. 536,
13_121__5’03 Pe 551,



13
The duke says, "are you still 'playing' here at the inn?" For him the
play is over, He is not "playing" anymore, As the duke has returned
from his affaire, coming through the streets of Paris, his mask has been
mmwwmoumwﬁmlmm:,mmhh_pormncm-
frontation with Henrl in the wine shop, the mask drops completely.
Grain gives an example of Schnitzler's expertise in his use of
role-playing as a device in achieving contrast and balance in his one-
acters, OCrain appears to the innkeeper-director in such lamentsble
shape that the innkeeper asks him to take off his disguise, He has no
disguise, He is simply an unkempt, dirty person. This is understand-
able when Grain reveals that he is Just out of prison, looking for work
as an actor at the suggestion of his former cell-mate, Gaston, who once
acted in the role of a plckpocket for the wineseller, As long as Gaston
acted the part he was successful, but Grain reveals that when Caston
tried his art in the streets, he got caught immediately and was thrown
in jail, Orain readily admits that, at his father's side, he was once
a pickpocket himself, Before he takes on his role of acter, Grain is
ganuine, He conceals nothing; he is exactly what he says he is,
Although he passes himself off as an honorable man, Grain is a murderer.
e killed his aunt under circumstances which seemed to him Justifiablae,
and was saved from execution only because of his youth, The wineseller
suggests that Grain tell his story at an appropriate time during the
evening's "play," to shock the guests, Uuring the activities of the
evening, a chance does come to "act" out the tale of murder before the
prominent. guests, The wineseller sets it up for Grain with the question:



t (zu Grain) Also, wie war das?
1 Was?

Die Ceschichte mit der Tante, wegen der du swel Jahre
im Geflingnis gesessen bist?

t Ich sagte Ihnen Ja, ich habe sle erdrosselt.

Francols : Der ist schwach, Das ist ein Dilettant. Ich hab!'
ihn noch nie gesehen,

' As an actor, Orain becomes in this moment a colossal failure,
Paradoxically, the Vicomte Francols recognizes him immediately as a
fake, And yet he is one of the few in the troupe of actors who is the
‘real thing, Schnitzler previously builds up some case for Grain's
‘honor, simply because of his candor, But Grain did commit murder, and
‘the innkeeper finally loses all respect for Grain when he later catches
him with the duke's wallet which he has stolen, Has the Vicomte recog-
nized the real Grain? Or has he recognized a bad actor? we hear no
more from Grain becsuse the innkeeper cuts him off later: "Auf der
Stelle . . . oder es geht Ihnen schlecht,"15

Certainly, when Grain tried to play a parallel role as an actor,
portraying the past, even though the past was a genuine situation
invelving himself personally, it comes off badly, The Vicomte has rec-
ognized a bad actor, but not the real Orain, the bourgeois criminal that
he is, The Vicomte joins the duke in a role=-playing situation which
precludes, as long as this mask is in place, the possibility of a
responsible reaction to the social disintegration of the time,

fPEE

mxbidog Pe sla.
15Ibid., pe Shlis
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The character of der Wirt, or innkeeper, is often found in German
as a man who stands on the social ladder between master and serve
ant, that is to say, between the bourgeoisie and aristocracy. The inn-
r of the Green Cockadoo plays four roles with an assortment of
_‘ for each, First, he is an innkeeper. Second, and just as impore
bant, he is a theatrical director. Third, he is an actor, and fourth,

B 1s o citisen of Paris. He wears masks of friendship, hatred, eavy,
fisgust, charm, truth, and chicanery in different roles at different
Around this figure, a portrayal of the contrast of society 1is
; « It is through the innkeeper in his different roles that
Schnitaler finds it possible to let his characters weave in and out of
reality,

At first, Schnitsler seems to use him to demonstrate the classic
iirt," an entrepreneur, He is an opportunist, but still not without
sme concern for his co-workers, One sees in the first scene a man who
interested in the art of the theater, and yet at the same time, in
, profit from the wine he sells. He is interested in Henri as a friend
pd actor, but more in Henri's ability to fill the wineshop with custo-
rs, The innkeeper seems to be just one step above the bourgeoisie
plitically, He identifies himself with the common people, and yet he
h to venture too much in this direction too scon:

¢ Auf, ibr Blrger, aufl

t Aufl . . . Sperre deine Bude und komm jetzt mit unsl

: Ich komme schon, wenn's Zeit ist,

t Ja freilich, wemnn's keine Cefahr mehr gibt,.
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Wirt t Mein Lieber, ich lisbe die t wie du - aber vor
allem hab' ichulmsm.t

The innkeeper has courage, but wears the masks of his various
:nmﬁmmmtmuuwiﬁmmdwumryorhu
true sentiments. ‘

An interesting aspect of the innkeeper is the manner in which he
receives his patrons, The customers know that he is really the director
of the group, and that as such he must also play the part of a scoun-
drel, They want to believe that his insults are only a role, but some-
times find it hard to do so, especially for the Kommissdr. As the
aristocratic customers first appear, they are greeted:

Wirt : Quten Abend, ihr Schweine,

Frangols 1 o « o Wir kommen heute etwas frih, wie mir scheint.
Bring uns Wein,

Wirt 1 Ja, das will ich, Es wird schon die Zeit kommen, wo

ihr mit Seinewasser sehr sufrieden sein werdet,
Frangois 1 Oewiss, gewiss. (Wirt sum Schanktisch)
Albin t Das ist ja ein schauerlicher Kerl,
Frangois 1 Etg‘:&mmamm;ti-:’mm“
what the patrons take to be scting by the innkeeper, is, for the
per, the expression of a real feeling:
Ach, mein Lieber, mir genllgt das, was ich in meinem Fach leisten

- kann, Es macht mir Vergnllgen genug, den Kerlen meine Meinung ins
Gesicht sagen zu klnnen und sie zu beschimpfen nach Herzenslust -

lﬁlmo' Pe c18,
17Ibid., pe 530.



17

whhrend sie es flir Scherz halten, Es ist auch eine Art, seine wut
los zu werden, (Zieht einen Dolch und 1isst ihn funkeln, )18

Howsver, the fact that he is covering up this real feeling with
She attitude of acting, is in itself a mask,

Only at the end of the play do we get the feeling that the inn-
keeper is seriously on the side of the Blirger.

Kommissdr : Prospére, ich mach 5ie verantwortlich fllr alle die
aufreizenden Reden - -

Grasset ¢ Ist der Kerl verrllokt?
. Wirt ¢ Der Spass ist su Ende, begreift ihr nicht? Henri, so
sag's ihnen doch, jetst darfst du's ihnen sagenl il.i’
schiltzen dich . . ., das Volk von Paris schiltst dich,

v The innkeeper has been playing a role which he has passed off as
‘4 farce and as part of the show, but which he wante to think of as
‘expressing the way he really feels, Now he says, "the play is over,"
e is still an innkeeper, and he is still a director, but now he drope
‘the mask of actor and validates his role as a citizen of Paris, He
{dentifies himself and hides behind no mask, It is at this moment when
‘he drops the mask from this uncertain role, that he unwittingly unleashes
‘a chain of events which ends with Henri's awareness of the truth, and
h leads ultimately to the murder of the duke,

The most significant role in the drama is played by the strongest
r in the play, Henri, an actor of real asbility. The proprietor-
r considers Henri the chief drawing card in his troupe, and the

mlb‘.ld., Pe 530,
19Ibid-. p. m.
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peratic patrons awalt his appearance above all others, The direc-
or is chagrined at Henri's announcement that he has Just married his
y » Léocadie, who is a talented actress and a well known courte-
MWMM&MWMM%M,M
finest, The action of the play has established that Léocadie is in
also the mistress of the Herzog von Cadignan, During the evening,
has masterfully played the part of an emraged husband who has
d the duke, The actors and director, in the light of what they
of Léocadie, balieve it is no act, but the real thing, When Henri
ceives this, he is aware that Léocadie really is guilty of an affaire
with the duke, and when von Cadignan walks into the Green Cockadoo, he
him,
The superb roles that Hemri plays in his imitations of scoundrels
r accomplish more than a good performance, He is simply a talented
nchman who becomes volatile at times, He is one of the bourgeoisie
Who plays his roles, takes his wage, falls in love, and marries. The

roles he usually plays are parallel, when Henri is first introduced on
’

&

stage, we see a "different" Henri, at least in the eyes of the inne
I ry le has taken on a new role which he is trying to play, but not
"Mmuzhv. When the innkeeper greets Henri's well-imown
;!- s-mistress with a kiss, Henri says:

'8
Henri : Llass dasl (Sein Blick ruht 8fters auf Léocadie mit Stols,
Lelidenschaft, aber auch mit einer gewissen Angst.)

Wirt @ VWas schreist du denn immer so mit mir? Weil du wieder
einmal mit ihr beisammen bist?

Henri : OSchweigl = Sie ist seit gestern meine Frau,
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Wirt 1 Deins . . ? (su Léocadie) Macht er einen Spass?2C
Henri is now playing & role of which he is uncertain, iHe is
aware that his friends know what kind of woman Léccadie is., He is
trying to make the break from the free, violent, but exgiting 1life of
Paris to a settled existence in the country, and he is not qulte sure
that he can ¢arry it through. lie wants reassurances
Henri : Schweigl Leocadie wird mit mir gehen. Sie wird mich
nie verlassen, JSag' mir, dass du mich nie verlassen
wirst, Leocadie, (Erutal) Sag's mirl
Léocadie 1 Ich werd' dich nie verlassenl

Henrd t THtest du'a, ich wirde dich . , (Pause) Ich habe dieses
Leben satt. Ich will Ruhe, Auhe will ich haben.2l

Now, in this new role, life is serious. The threats he once made
in jest are now made in esrnest. He is pleylng this scene for hie
friends, and yet, too, for himself. The roles he ia used to playing
have had no depth., There were no tenacles reaching down into a stable
life., The new role of husband is now an integral part of himself, It
is & role that is an extension of his life, rather than an imitative
parallel, The whole mood in which Schnitsler casts this scene 18 cne of
anxiety and presentiment of evil, Léccadie is already known to be hav-
ing an affaire with the Hersog von Cadignans "(wWirt su Leocadis) Ich
rate dir, gib echt du blide Kanaille, &Lr wird dich einmal umbringen,"22
Henri is trying to hold up & mask of respectability in front of his new

20Ibid., p. 526.
ulbido. Pe 52%.
22Ibid,
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wife, Léocadie, The troupe at the Oreen Cockadoo is not fooled., is
Henri leaves to take Leocadie to her theater for her final performance,
he promises to return and play his finest performance ever, The final
role which Henri will play will lead to death, )

Henri returns te the Ureen Cockadoo and plays such a convinclng
tale of finding his new wife with the duke, and of subsequently killing
him, that he is completely believed, He is particularly believed by the
innkeeper, who unwittingly reveals that this could so easily have been
possible, Hemry denies the allegetion of the innkeeper:

Henri 1 Es ist nicht wahr,

Wirt : Jetst brauchst du dich nicht mehr su tﬂrchton, Jetat
kennst du's in die Welt hinausschreien, Ich hitte dir
mb:o“ G:.M;r “ir;dnum knnen, dass sie die

.

Now the theatrice are over, iHemri is cast back drematically into
his new role as the gemuine cutraged husband who has been betrayed,
When the Hersog appears in a few moments, he plays the role to its end,
The end of his role results in the death of the Hersog.

Deyond thls, there is a depth to Henri's rols which must be
studied, From Henri's first appearance on the stage, the air is charged
with excitement, expectation, and the presentimsnt of death,

In the new role that he has cast for himself, he sees a life and
& society which represents the bourgeois impression of the ideal, Con-
sistent with this is the absclution which has come, or which he imsginass

has come, through the sacrament of marriasge. le says 1t is not a

23Ibid., pe 549,



———

21
sacrament of man, but of God. This is the only formula vy which Henri
can justify the new marriage following the licentious lives which they
both have led, Without his new role, the sins of the past cannot be
swept aside., It not only demands a new role for Henri ,'but also for
Léocu.-din, and he repeatedly asks for her assent to his commitment to the
new life., The new role in which Léccadie finds herself is hardly possi-
ble for her to play, because even though she loves Henri enough to marry
him, she doesn't feel the demand for cleaving with the old, to assurs
the success of the new, When the innkeeper protests his leaving the
stage, Henri says, ", ., o Ich will dle Huhe, Du begreifst das nicht,
Prospére, du hast nie geliebt , . wie ich liebe."24

On what does Henri base this love? Le bases it on the faot that
she has always ocome back, After Henrl returne to the (reen Cockadoo to
play his last role, he acts out the story of his love, ke tells about
Léocadie's faithlessness, Her eyes, lips, kisses, - all were lies; and
he knew it., Then he says:

Henri 1 Und dabeil hat sie mich geliebt, meine Freunde, kann das
einer von euch verstehen? Immer wieder ist sie zu mir
zurlickgekommen - von {berall her wieder zu mir - von
den Schlnen und den Hlsslichen, den Klugen und den
Dummen, den Lumpen und den Kavalieren = immer wieder zu

mil'. -

Séverine : (zu Rollin) Wenn ihr nur ahn t, dass eben dieses
Zurlickkommen die Liebe ist.Z2

Séverine has grasped the central truth, It is true that Léocadie

has come back, but Henri's commitment is complete and real., It was to

2h1bid,., p. 529.
25Ibid., p. 5h6.
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be found in forgiveness, commitment, and involvement; the three ele-
ments necessary for his ideal, For Léocadie, this was never true, All
that she did was to come back, and at the end of the drama she says:

Léocadie 1 Warum hast du das getan?

Henri t Warum?

Léocadie 1 Ja, ja, ich weiss warum. Meinetwegen., Nein, nein,
lq'niaht-untnun Soviel bin ich mein Lebtag
nicht wert gewesen,

Even beyond the role which Henri plays involving his own situa-
tion, there is a more profound role to be found in his playing. The
serious problem treated in the play is to be found in Henri's speech:

Und ich verspreche dir, der Abschied wird ihnen schwer werden =~

ihnen, nicht mir, Flir heute - flr mein letztes Auftreten had' ich

mir was zurechtgelegt, dass es sie alle schaudern wird . , . ®ine
von dem Ende ihrer Welt wird sie ansehen . . denn das Znde
ihrer Welt ist nahe, Ich aber werd' es nur mehr von fern erleben

..mm-mmm,m.mrmaplur.

als es geschehen . . . Aber lhmm,m'ubdir.

Und du selbst wirst sagen: So gut hat Henri nie gespielt.27

Here, early in the play, we find the foreboding of death., For
the casual theater-goer, it was fulfilled in the death of the duke, the
Afmottboauuuo,mthammoluucn. EBut in the above speech
Sehnitzler lays bare the current social dilemma, when he has Henri say,
"the end of their world," he is also speaking to the crumbling society
of the world as Schnitzler saw it one hundred years later, when Henri
drops his mask, and the duke meets reality for the first time in facing

death, Schnitaler's actors have played for posterity once again the old

%Ib“o, Pe 551.
nIb“.. Pe 529,
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atory of the reaction of a hungry majority against a decadent govern-
ment; a government rotten with luxury, greed, and arrogance.

The actors Balthasar, Scaevola, Jules, Georgette, and others,
play their parte as professionals, They are never really involved with
the roles they play as extensions of their lives, And these lives are
bourgeois, What they are really involved in is the social revolution,
jihen Georgette and Balthasar put on their act in which Georgette plays
the professional money maker, the Vicomte Frangois explains to the
Harquise:

Marquise, auf die passen Sie auf, Die ist in Wirklichkeit die Frau
von diesem Ealthasar, von dem sie eben spricht und der sehr bald
kommen wird, - Gie stellt eine gans gemeine Strassendirne dar,
Balthasar ihren Zuhllter, Dabei ist es die treueste Frau, dis man
berhaupt in Paris finden kann,28

wWhen the show is over, these actors will go their separate ways.
They will go home, or to the cafes, detached from their roles as actors
and take up their life-roles in the turbulent bourgeclisie of Paris.

The characters of the Vicomte, the Marquise, and his wife
Séverine, who come for excitement and stimulation, represent the sated
aristocracy of France, whose roles amount to nothing more than "slum-
ming." The young Chevalier, Albin, fresh from the country, lacks the
imagination to Join in the fun, Rellin, the enamored follower of
Séverine, is an intellectusl who disdains the whole show in his precccu-
pation with the Marquise's wife, The aristocracy, for the most part,

has come to play the bourgecisie, but only on the periphery, These

281bid., p. 5ul.
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don't want to become too invelved. They never really leave thelr
and positions in society. Only Séverine is so stimulated that
ghe involves herself with the actors, but we know that later she will
find fulfillment, not with the bourgecisie, but with Rellin,
However, among all of the aristocracy, only the roles of Rollin
d Séverine do not seem to fit. Rollin is a member of the aristocracy,
but he can claim his position as a true artist. His art is real and
reflects the only vestige of a valid contribution to soclety that has
.Mob:uwofthhmotuﬂcm. He, at least, has writ-
ten, Of the Vicomte, when he reaches out for a piece of the stage

» the innkeeper says, "Nimm nur . o . 80 ehrlich hast du in deinem
n nichts verdient,"2? The Vicomte never has, nor ever will make a
valid contribution to society, Rollin seems the most perceptive of the
ap, even though his attention is lost in his preoccupation with

ne, After a few of the actors have played their parts, Severine

Séverine : Ich schwlre, dass das keine EomBdie ist.

Rollin ¢ Freilich nicht, fberall blitst etwas Wirkliches durch,
Des ist ja das Entaslckende,

who is Séverine? Only she seems not to be harnassed to & role
~ that is phoney. She is a woman who is completely feminine, G5he is a
i-borotmm-mmmymmun:. She even gets so capti-
vated by the play of the street girls, that she suggests to Hollin that

291bid., pe Shb.
H1bid.



25
she compete with them. She gets such a vicarious thrill out of the
spice of the play and the violence of the evening, that she tells
Rollin that she will throw down her key to him later,

The riddle of the real Séverine is partly comprehended, and
_partly only apprehended, when Albin, the Chevalier, cannot make out
her or not Séverine is the real Marquise or cne of the players:

Albin 1 (zu Rollin) Sagen Sie mir, Herr Rollin, spielt die Mare
qQuise oder ist sie wirklich so - ich kenne mich absolut
nicht aus,

Rollin 1 Sein o « + spielen . . kennen Sie den Unterschied so

genau, Chevalier?
‘Albin ¢ Immerhin,
Rollin : Ich nicht., Und was ich hier so eigentllmlich finde, ist,

Albin : Etwas gans anderes.
Rollin : Ich danke Ihnen, Chevalier.3l

Is Séverine any different from the other creatures of the street?
Only in the sense that fate has cast her in the rols of an aristocrat.
Her greater role as a woman she plays with complete candor, Shes seems
to nesd no masks, Her beauty and feminine mystique seem to be mask

Aibid., ps 543>



CHAPTER II11
DIE LETZTEN MASKEN

Uie letsten Masken is a drama of death, and of its dialectic,
1ife, In this one-act play Schnitzler most completely 'una roles as a
device for presenting the theme with which he is precccupled in the
majority of his shorter works; namely, death,

Die letsten Masken is one of the few Schnitsler compositions
which is not to some extent fragmentary. Most of his works find a cer-
tain charm and enchantment in leaving unanswered questions, intimations,
and blurred images., Two examples of roles which are not brought to a
conclusive end are given here as illustrations, Ule dreifache Warnung,
for example, shows this inconclusive role development in a dramatic way,
ending with the question:

Warum war ich verurteilt, sie su hlren, dreimal, die mir doch nichts
niltsen durfte? Musste auch dies sein? Und warum o Hohn Uber allem
Hohn, muss ich noch im letsten Augenblick mein ohnalichtiges Warum
dir entgegenwismmernil
In the Novelle Das Tagebuch der Hedegonda Schnitsler leaves one with the
question in his mind, Uid it happen or not? In sharp contrast to this
usual Schnitrler style, the one-act drama Die letzten Masken offers a
positive outlook, The play begins with the foreboding of deati, and
ends with the actuality of death, The role for the central character,
Rademacher, is endedj the mask is dropped.

larthur Schnitzler, Die dreifache W. (from Drei Ssenen aus
Anatol und swei EZrslhlungen, New York: we #s Norton snd Co., 1NC.,
s Pe OU,
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This play points up the faect that for Schnitzler, roles lead to
a concept of death that is not & gqulet transition to another world; on
the contrary, it is a very real event, an event full of anguish, strug-
gle, and drama. His characters do not believe in a hu'e'atur. or can
not seem to conceive of it, For Schnitszler, and for the main character
in this drama, the awareness and keenness of 1life is most poignantly
felt in the hours or days preceding the definite knowledge of death, is
Liptain says, "vWe are all marked men, The sentence of death has been
prenounced on ue at birth, and our final hour is conetantly drawing
nearer,"? In Die letzten Masken the final hour has come, and the roles
are played up to the final fifteen minutes,

Set in & ward of the Viennese "Allgemsines Krankenhaus," the
theme of the play centers itself around a hack journalist, Rademacher,
who knows that he is about to die, but who, at the same time, seems con-
sumed by a desire to have a final word with a friend of his youth,
Weigast, who has become a famous writer. He wants to spill cut the
venom of his hate for his old friend's success, and even rehearses what
he will eay with Florian, another “"morituri," who shares his hospital
room, Finally, however, this venting of anger never comes off, and is
even replaced by supreme indif{ference,

The play opens with the theatrical antics of Hademacher's room~
mate, Florian, who is mimicking the patients and doctors to the delight
of the nurse, He is perhaps as much of a hack actor as Rademacher is

250l Liptain, Arthur Schnitsler (Mew York: Prentice-Hall, Inc.,
1932), Pe L.
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Just visited him, are people who play roles, ilorian believes in these
people of the stage, [is life has been integrated around the theater
and the people of the theatrical world, "Es gibt noch Treue beim
Theater,">
In the opening scene, Florian imitates Ur. Halmschl8ger, the
"Sekundararazt,” so well that the nurse remarks, "Wie Sie die Leute
nachmachen kbnnen."® This stimulates Florian to imitate other doctors
and patients, ending in the portrayal of a man who has just recently
died. Contrary to the nurse's displeasure over this role, Florian feels
that any situation is fair game for theatrics, even the hospital situs=-
tions. He pays, "Da kann man was lernen."! As Rademacher awakens,
florian explains, "Ich mache hier nimlich meine Studien,"® To Hade-
pacher's questioning "So™ he explains:
Ja, flir unsereinen rentiert sich das, im Spital zu liegen, Sie
meinen, ich kann das nicht brauchen, weil ich Komiker bin? Gefehltl
Das ist nimlich eine Entdeckung, die ich gemacht habe, Herr Rade-
macher, (Wichtig) Aus dem traurigen, ja selbst dem schmersstarrenden
Antlitz jedes Individuums lasst sich durch geniale schauspielerische
Intuition die lustige Visage berechnen, Wenn ich einmal einen
sterben gesehn hab', weiss ich akkurat, wie er susschaut, wenn man
ihm einen guten Wits erslhlt hat . . . .7
Florian never passes up an opportunity o sct. 7To accommodate

iademachsr, who 1s rehearsing what he will say to his old friend

5Ibid., p. 151.
émbia,
T1pid.
S1bid,
ibid., p. 152.
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welhgast, Florian pleys Weihgast's role., Florian's life is so permeated
with roles that reality is nebulous,

Most of the roles that Florian plays are the parallel acting
m--,memmmwmtumuw'mmm
mimic, This life extension role is found in his playing of the lusty,
healthy man., The mask he wears is one of optimism, confidence, and
cheer, The parallel roles he plays support this feeling, His constant
scting 18 an escape from the reality he suspects, but refuses to accept.
He is always on the defensive, with the nurse, with Rademacher, and with
the doctor, He doesn't pass up the opportunity to imitate sleep, but he
refuses to sleep when he is supposed to. For sleep ls too close to
life,--and ultimately to death,

For Florian, none of the patterns of life is divorced from the
play. Even in consideration of the after-life he says, "Ich hsb' mir
sogar ausstudiert, wem ich als Ceist erscheinen wlirde, wenn ich einmal
gestorben bin,"10

Does Florian play the role that has been protecting him to the
end? Does his mask completely fall as it does with such finality for
fademacher? when Schnitsler named the play Die letaten Masken, he must
have had in mind more than one mask, as a "last" mask, PFerhaps he had
in mind the masks that all of the central characters are wearing up to
the point that they are finally dropped in death, It is submitted here
that Florian, through the traumatic confrontation with Rademacher's end,

1°Ib1d., De 168,



drops his mask too, Perhaps Florian doesan't drop his mask with the
finality with which Rademacher drops his., Perhaps Florian will even
pick up his mask for the few remaining days, but nevertheless, the mask
45 dropped, Florian's lines as he sees Rademacher die substantiate
‘this: "Herr Rademacher! (Er betrachtet ihn genau)."ll

liere Florian sees the situation of death exactly. There is no
false stage, no unnecessary scenery, no imitating; it is exact and real,
Florian says with terror in his voice, "Was wollen Sie denn von mir? -
Frau Paschandal®12

Now, for the first time, total comprehension brings total anxie
ety. Florian is caught up in a role which is life,--and death itself,
e is no longer able to imitato this scens, and in his consternation he
~ calls for the nurse, ZLZven the play's last line is Florian's:

Rademacher : (lisst die Hand Florians 1los) . » »
Florian + (am Vorhang; hlllt sich mit beiden Hlinden daran; szur
wirterin) Aber jetat - nicht wahr#)

As Rademacher lets go of his own role, he lets go of Florian's
hand, Now the moment of truth has arrived for Florian even if it has
not been completely lived through, He grasps at something, certainly
not Rademacher, but at the curtains, at something of this world, ke
hasn't capitulated, he hasn't gone all the way, but he has seen, if not
experienced, the reality of life without mask or role, through the death
involvement to which his own role has led.

111p44d,
121pid,
1’IbE.| Fe 169,



32
The action and development of the play swings, as cn a pivot,
around the character of Ur. Halmschllger, the "Sekundararst.® Does Dr,
Halmschl8ger play a rols in the drama? Does Dr, Halmschliger involve
himself more deeply than would any other doctor in the same situation?
HalmschlBger is cast in a role which he need not have played, nor would
even have been considered by Dr, Tann, who is more interested in making
the rounds as quickly as poseible, in order to get to the coffee shop.
Tha two roles are contrasted as follows:

Tann ? Na, und du gehst hin? Ja, sag', bist du denn ein
Ulenstmann? Na, hbr' su, die Leut' niitzen hier
einfach deine Outmiitigkeit aus,lh

Rademacher sees Halmschlger as more than a doctor who makes his
rounds according to the rules, He sees him as a human:

Hademacher ! . « o aber, 5ie sind ja doch ein Mensch, Herr
Doktor, und fassen die Dinge menschlich auf. Hicht
wie manche andere, dis nur nach der Schablone
urt.nﬂn.ls

Halmschl8ger plays the role of humanitarisn not just for that
reason alone, He, too, is interested in the enigma of death:

Halmschléger 1 (zu Tann) Lieber Freund, das ist Empfindungsache.
Neiner Ansicht nach sind gerade solghe das
Allerinteressanteste in unserem Beruf.

Rademacher insists on the truth, even though the doctor tries to
inject cheer by telling him that his temperature is down, Rademacher

vants to know how long he has yet to live:

lh1bid,, p. 157.
15““-, pe 156,
161vid,, pe 157.
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Halmschllger : Die Wahrheit , . . Ich hoffe suversichtlich - = -
Nun, die Zukunft ist in gewissem Sinn uns allen
verschlossen = aber ich kann sagen o +&7
HalmschlSger drops his mask of cheer where he says that in a
Mcertain sense" the future is unimown, He doesn't deny that Rade-
macher's end is imminent, Dr, Tann is just a doctor with his careless
‘dress and unlit cigar., HalmschlBger is the professional, well dressed,

and playing the part of a professional for which he is costumed, Yet

he is more than a competent professional man, He is human, lis pro-
pinquity with the phencmenon of desth is shown when he breaks with the
conventions of the living to say, "Urum halt' ich auch jede Strenge fir
berflllssig. Regeln flr Sterbende - das hat doch kein rechten Sinn,"18
The mask that Halmschllger wears is a mask of cheer, hope, and
encouragement in the face of the sure prognosis of death,
Understanding of the central theme of the play, and even of the
play's title, is to be found in the role played by Rademacher, Does
Rademacher play his role to the end? Is the mask that Rademacher wears
finally dropped only in his physical demise? Not only does Rademacher's
role complete the action of the drama, but it also affords some undere
standing of Schnitzler's concept of roles as they lead to death,

The role of Rademacher is best analysed concurrently with that of
Welhgast, the famous suthor and friend of his youth, The roles that one
mght have in mind at the beginning of the drama are found, at the
drama's end, to be transposed,

171bid., ps 15ke
l'almo. Pe 167.
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For Rademacher, the moment of truth has come, His'concern is for
Just enough time to vent the repressed anger of years. Le wants the
truth from the doctor, and submits his reason:

Rademacher : Herr loktor, wenn ich nun aber noch etwas wichtiges
vorhitte - irgendwas, wovon das Schicksal anderer
mu-bwffn'l;m-mnm-aomum

Rademacher supports his plea for the interview with weihgast on
the grounds that it is hie destiny to make some impact on the lives of
others, and in so doing, find peace in his hour of death, But this is
not Hademacher's fate, e expects to torture and humiliste this liter-
ary gliant, whom he sees as only an imitation of greatness, but "aaderer
Leute" includes Weihgast's wife whom be will drag down too, in his reve-

lation of their affaire of years ago.

Rademacher has played the role of thwarted talent for years:
Rademacher 1 . « « Ja, das ist wahr, Florian Jackwerth, seit ich
einsn Beruf habe, bin ich sein Opfer - vom ersten

Augenblick an bin ich ein Opfer meines Berufes

gewesen,

Now, after his inability to find fulfillment, he extends his role to
include the baseness, and littleness of his own feelings, He plays to
the 1limit of his ability and tries to be punitive and destructive, Ke
gees in his mind, and even rehearses, the scene before the great man

comes, He tells Florian:

19&“;0, Pe m.
“OIbid,, p. 262.
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Rademacher t o o » Den Herrn milssen 5ie anschaun (sic) wenn er
hereinkommt zu mir, und nachher, wenn er wieder von
mir fortgeht - - - ani2l
Florian does this, He looks at him when he arrivea, and again when he
leaves, only to conclude:

Florian t (rasch su Rademacher hin) = « = Ich versteh! mich
doch auf letognuhn = aber ich hab' ihm nichts
angemerkt,

The change that Rademacher predicted never takes place, Welhgast enters
with his role and mask, and leaves without their slightest alteratiocn,
Great as his literary production may bave been, lademacher has judged
Welhgast'e role correctly; ha is a fake, Schnitaler describes Welhe
gast's entrance: “(die wirterin hat ihm den Ubersieher abgencmmen; er
hat sich gesetst; sehr herslich, beinahe echt) . . . 723
Almost gennine! Eut he isn't genuine., His role is a facade

which covers a life fraught with family and professional problems, his
literary brilliance notwithstanding, Since Rademacher doesn't carry out
his plan of destruction, Welhgast leaves as he came, playing the same
role, and wearing the same mask, This is why Florian saw no difference
in his physiognomy. There is only one time when he drops his mask, and
that is when he speaks to Rademacher of his wife's suffering

Rademacher : Hoffentlich nicht ernst,

weihgast @ (drlckt ihm die Hand) Gott sei Dank, nein, Mein
Lieber, dann stiind es auch mit sdr schlecht.

21bid., p. 158,
zzlbido, Pe 168,
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Wahrhaftig, bel ihr find' ich mich selbst - den
Glauben an mich selbst wieder, wenn ich nah daran
bin MNVOEJ.“-mlrdtwlMtu,dh
Lu:suhbcn.

Here Weihgast is as genuine as it is possible for him to be, One
has the feeling that the press of the hand is real., e realizes his
"self,” the real Weihgast, only in his persconal relaticnship with his
wifa, But Weihgast leaves with the same mask he wore upon entering,

How long does Rademacher wear his mask? when is it dropped to
becoms "the last mask"? why is Rademacher unable to play the role he
hes rehearsed? The answers ars to be found early in Welhgast's visit,
when he asks Hademacher for what reasons he has summoned him, iade-
macher almost speaks, but he doesn't, He starts again to open his lips,
but nothing comes out, Why?

Weihgast : . . . Nun, ich bin bereit. Warum lichelst du? - Nein,
es ist der Schimmer von dem Licht, Die Beleuchtung
ist hier nicht gans euf der lidhe., - Nun, ich warte,
Ich werde Herrn Doktor Halmschlger erkliren, dass du
von den ersten flnf Minuten keinen Gebrauch gemacht
hast, lun? - (Rademacher hatte schon einige Male die
Lippen ge8ffnet, halb, als wollte er o Ahuch
Jetzt; aber er schweigt wieder, - Pause)

At firat, llademacher smiles at everything Weihgast has said,
which Weihgast excuses as a trick of the light, Welhgast refuses to
take anyone but himself seriously, This brushing off of the smile only
reinforces Rademacher's growing comprehension of the reality of the

situation, As Welhgast continues, Hademacher tries to interrupt; he

zhx_hi_do, Pe 165-
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tries to open his mouth, but he is stopped. By what? The final rev-
elation 4s in the words, "Well, I'm waiting., I'll explain %o Dr,
HalmschlBger that you haven't made use of the first five minutes." low
the trap is sprung, and Rademacher is caught in total reality. The mask
has dropped., The hospital, as a stage, has fallen away. Doctors,
patients, and nurses have playesd their supporting rolea, kow stark
reality in his total comprehension of his role for the first time sepa=-
rates him from the living, and places him with the dying. when Weihgast
comes in with his fame and logquaciousness, Hademacher begins to feel
that nothing has changed. le sees Weihgast as he is, and as he walta
for a moment to begin his tirade, the slow awarensss comes, that
destroying Welhgast and his wife, who is the only person who represents
real, honest involvement for both men, is a price he isn't willing to
pay, Just to maintain the role that he sees himself playing. In this
role he sees himself as the real possessor of the wife, and as the pos~
sessor of a real talent, as against the fake facade of Weihgast. At
firat he aonly smiles, but then when Jelhgast says, "you haven't made use
of the first five minutes,” the lmpact is total, HRademacher sees at
this instant that the first five minutes he hamn't used here with Weih-
gast is symbolic of the first years of his 1life with Weihgast which he
never used either, The values are the same; it's still the same old
Weihgast, and the same old second-rate Rademacher, waiting for a chance
to speak, Now he doesn't take the chance to speak, Now he knows, in
this instant, and for the first time, that life is very real, because
the mask is gone, How, as he drops his mask and dies, he remarks:
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armselig sind doch die Leute, die noch leben milssen."?0 He carries
into the realization of his own impending death as he grasps his
and says, "Was hat unsereiner mit den Leuten zu schaffen, die
noch suf der Welt sein werdenm™27




CHAPTER IV
GROSSE SZENE

The drama Crosse Ssens is a story about a well-known actor and
bis estranged wife, Thtirnnllmmuuﬁ.mumlhmm
the efforts of an astuts theater director, Although the story is very
eimple, the roles of husband and wife are more complex than they first
appear to be,

The theater director Falk is the mediator and counselor through-
out the play, There is no doubt about his rele as a theater director,
Because all of his interests and all of his decisions seem to be dic~
tated by his business and financial interest in the theater, one is

likely to miss a role which he is covertly playing.
Schnitzler's description of Falk upon his first entrance estab-

lishes a gestalt which is significants ", , . kleiner, magerer Herr,
bartlos, kluge Augen, Hormswicker, den er zuweilsn abnimmt . o « "%

Hiis deseription fits his job. The "kluge Augen" suggest an insight some-
vhat beyond the duties of his profession., Upon his entrance, he finds

not only the wife Sophie but an aspiring young actress in the room, Falk
has no time for the young girl who had been invited earlier by Sophie's
husband Herbot, the theater's leading actor, le has time for her during
professional appointment hours, that is to say, during his role as a pro-
fesaional theater manager, He functions during the rest of the play in
his role as a friend and counselor,

lirthur Schnitsler, “Urosse Szene," Uesammelte Werke, Erster Gand
(h'lnm.rt am Mains 5, r’-:m '“’1“' 1’”2,. Pe E;;.



first part of the play contains a long dialogue between

Falk, This dialogue not only develops the plot, but presents

pr to the problem of the play, which is the nature of truth,

The two main characters must be analyzed as their roles correlate
urm,mrmm.mmumﬁnmu

One first gets a flimpse of Falk's deeper role in his answer

ophile's question sbout Falk's intersst in Herbot's women:

¢ Sie flihren ja genau Buch, Doktor,

+ Nun ja, man ist doch auch ein wenig der Vater.2

Not until the very last of the play is one certain that Falk's

@ contains an altruism, Falk seems %o have directed all of his

throughout the play toward his own financial and professional

His final speeches with Sophie deny this appraisal:

t (nach links). Leben S5ie wohl!

+ Ich will Sie nicht linger surlliekhalten, Frau Sophie,
reisen Sie glficklich, aber wenn Sis mich fragen, wohin,
so sage ich: mumsms,m
anderswohin -

t Sle sind wahrhaftig -

t Es verpflichtet ja su nichts, Nicht einmal sum
Zurllckkehren, Sie kinnsn ja dort bleiben, Vielleicht
ist das Ihr Clllck, Es whre ja mBglich. Ich glaub' es
freilich mma. e s o Auf Wiedersehen, Frau
Sophie ¢ ¢ ¢

At the end of the play, when Herbot is appealing to Sophie to
‘coms with him, Falk never suggests to Sophie that she stay with her

21\3“.. pe 502,
31bid., pe 527,
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husband. lie insists that Herbot gets to the stage in time., PFerhaps he
is astute enough to know that his intrusion isn't necessary, and that
through his speeches with Herbot, his mission will be accomplished. The
abiding conviction for Falk is that regardless of his mnur. the play,
the money, or even Sophle's choice of action, the future and fate of
this couple lie only in their union, Even though Sophie may slect to
go to the bunting lodge of her friend, Falk says, ". . . ich komme hin,
und wir's auch mur, um Sie absuhclen, = um 5ie einem surlicksubringen,
der nun einmal Ihr Schicksal ist, da mogen Sis tun, was Sie
wollen . . "4

Although his role is one of genuiness of purpose and concern,
Falk's role of conciliator is coversd-over by the role which is so easy
to accept, namely, the role of a sharp, ambitious, and greedy theater
director,

Falk's role is that of a Sophist, After ons of his defenses of
Herbot, Sophie says, "Sie eprechen wie ein rechter Sophut."s When
Sophie says at one point that she is unworthy, Falk says, "S5ie bleiben
ja doch, wer Sie sind in jedem Fall. Man bleibt es immer."6 Falk
senses what is right for Sophie and lerbot., He believes that the end
Justifies the means. oince man remeins what he is, one is justified in
applying the ethics to suit the situation, This is the philosophical

Lrbad,
SIbid. s P» 526,
61vid,
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struggle between Falk and Sophie, because for Sophie, truth is a quale
ity, and never involves quantity,

Falk never leaves his role, lis purpose is fulfilled at the very
close of the play, but he never drops his role, uwhen H!rhot and Sophie
are united and leave for the theater, Herbot's lines, which are directed
to Sophie, make nc impression on Falk, iHe is thinking now only of the
theater:

Herbot 1 (steht auf, fasst sie um die Mitte, nlmmt den Legen in
die Hand, den Falk sufgehoben hat), wWard je in solcher
Laun = = =

Falk t Das ist nicht Hamlet, das ist Richard.

Herbot 1 Also, Arm in Arm mit dir - = =

Falk t Das ist auch woanders her, Du wirst mir noch eine
Konfusion machen,!

Falk makes his first entrance on the stage in a rush, ie makes
his exit the seme way, still playing the same role,
lierbot is an actor in every sense of the word, He has played
parallel roles for over twenty of his forty-three years, He is a prod-
uct of the Viennese thester, an aspect which is no particular recommen-
dation to Falk., Lven his parents were aware that he was destined for
the stage, The disconcerting thing is, particularly for Sophie, that
he never stops acting. In her tirade against Herbot she says:
e o o Man kann su einem surllck, der bereut, auch su einem, der nicht
bereut, Aber er muss doch wissen, was er getan hat. Herbot weiss

es nicht, Er versteht nichts von mir und nichts von sich und nichts
von den andern, Liebe, Betrug, Mord, alles das wiegt in der

Tibid., pe 529
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Wirklichkeit nécht schwerer fllr ihn, als wenn es in einer seiner
Rollen ‘tﬁ]ﬂ‘l

The constant irritating problem between husband and wife is his
proenn;t;y for momentary love affaires with young women of the theater,
or snywhere else, who are ready to "fall in love" with i popular lead-
ing man, GSophis has almost become resigned to these affaires, particu-
larly if they limit themselves to the "sternal triangle®:

e o o Uamals vor drei Jahren hatten nur wir swei, Herbot und ich, es
miteinander aussumachen,  « » Und schliesslich, wenn ein Mann mit
80 einem Wesen hundertmal hintereinander die gleiche geflhrliche
Rolle spielt - es ist fast wie eine Schicksalsnotwendigkeit.’
However, the affaire which precipitated Sophie's latest separation
involved a young girl who was to be married shortly tv a fine young man,
Zdgar (ley., Through an anomymous letter, the young man is apprised of
the affaire and seeks out Herbot to ask, {ace to face, whether or not it
is true, All he really wants is the truth, with no theatrics:
¢ o o Wir wollen hier keine Sgzene mit grossen Worten spielen, lerr
Herbot, wir wollen, wenn es miglich ist - und wir ist es mglich -
miteinander reden wie swel Minner . . .10
Edgar wants no "grosse Ssene,” and sbove all, no lies, Idgar says that
for him the truth is possible, For Herbot only that which fits the role
he is presently playing is possible, CSophie and Herbot have already
discussed what he should say to Edgar. Sophie advises him: "Mach nur

jetat keine Dummheiten. Einmal noch darfst du - musst du 1ligen,v3l

BIbid., p. 526,
Ibid., p. 501,
10Ibid., p. S16.
111bid., p. 513.
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Herbot assures his wife that he will handle the situation with finesse,
He only asks that she not be present while he speaks with Edgar, For
his evil roles, Sophie is no support for him, For his good roles,
Sophie remains his only contimiing support. ;

Herbot finds it impossible to tell his lie in a simple, direct
way, with eimple finality. He has to act his "big seene," He not only
indulges in a lengthy explanation, he delivers a regular theatrical
declamation, complete with gestures and facial expressions. During one
cof his theatrical pauses, he even sneaks a look at the clock before
resuming his speech, Zdgar asks for no lies, and yet everything that
Herbot tells is a lie, le even produces a trumped-up letter which he
and Edgar's betrothed have written to cover the eventuality of discov-
ery. lierbot even plays his scene further Ly reading the letter to Ldgar
instead of simply handing it to him:

e » » Ich bitte um die Erlaubnis, ihn selbst vorzulesen, S5ie klnnen
dann selbstverstindlich nachpriifen, ob ich eine Silbe unterschlagen
habe, Abcrcrmmnhhﬂchuﬂnronuhﬁnm,mt
kinnte man ihn missverstehen . . .

This continuous role playing is so much a part of Herbot that
truth and untruth are indistinguishable for him: "Ja und lein! Und
Wahrheit und Liigel! Und Treus und Untreue] Wenn es so einfach wilre,
Junger Fr - Herr Gley. Aber so einfach ist es eben nicht."l3 Later,

when discussing the big scene with Sophie he says:

nlb_id-. Pe 518.
13““. F ] PO 5170
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s « o Aber = scll ich dir was sagen, Sophie? Es gab Momente, in
denen ich so mitgerissen war - es hat nicht viel gefehlt und ich
hitte die ganse Ueschichte selber geglaubt,ll
Herbot has always played his rcles, which really never cease to
cover his basic insecurity, He is immature, He himself understands
that he has never really grown up:

e » o lch will dir was verraten, Sophie, Wenn ich selbst an mich
denke oder von mir triume, da seh ich mich eigentlich nie als einen
siemlich erwachsenen, schon etwas graumelierten Herrn, scndern
gowissermassen als kleinen Buben, der von irgend jemandem an der
Handnfﬁhrbum...duhuuudtdrnm,lghntcmn
ganz verniinftigen, vollkommen erwachsenen Menschen,

Emotionally he is a child, and it is Sophie who must lead him by the

hand,

Falk is aware of Herbot's faults and of his genius. Herbot has
the intuitive grasp of the theater. Along with the parallsl roles of
the theater, go the life roles that attach themselves to the current
public favorites,

There is a paradox in this drama, The part which relates to
Sophie's role will be presented later, and the other stems from Herbot's
seemingly continuous role playing., All of his cheating and lying
doesn't really make Herbot untrue to Sophie, In his complete acknowl-
edgement of his rascality, he becomes, in a sense, more true than

Sophie, One thing clearly indicates this: His inability to live, to
be anything, to go on acting, without her:

hi1vid,, pe 523,
151bid., po 528.
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e + o Olne sie rihr ich mich nicht weg . + « Was gehn uns denn die
andern Uberhaupt an? Ich habe ja nie eine andere gellebt als dich.
Wenn du nicht kommst, sc spiel ich nicht.16

Without Sophie he cannot perform, Since everything is a play, a
role, a lie, Herbot's unshakeable dependence on Sophie gives his role
validity, FPFecause he is the leading man, the genius that he is,
Herbot's need for Sophie can be equated with a love as great as hers,

when Sophie and Herbot discuss the outcome of Herbot's interview
with Edgar, Sophie doubts that Daisy will play her part in the deception
as well as Herbot, Herbot, with his intuitive understanding of women,
answers: "Vielleicht noch besser. o ein Midel - Uberhaupt die Frauen
- bei denen ist es ja angeboren , . ."17 GSophie must be included with
these women who are "born" to play roles of deception, The role play-
ing of Herbot is so evident that Sophie's role is obscured., The fla-
grance of Herbot's role-playing is not matched by Sophie's role-playing,
but qualitatively, the immorality in both cases is the seme.

The answer to the question of Sophie's role may lie in the ques-
tions: Why does she leave? Why does she return, and why does she
decide not to leave again, but rather to stay?

In the first place, we know that the perceptive Falk thinks of
her as a respectable lady, Falk honors her with the following speeches:

s « Verehrte Frau Sophie? was, in unser gelisbtes tach
't , nicht mit Unrecht Frau weisheit bedeutet.

161bid., p. 528,
ITIbid., Pe 523,
161bid,, p. 500.
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« « o dass i%c eine so fabelhaft anstindige Person sind, das ist
@5 JB o o o

Sophie left her husband because she felt his faithlessness and
continual lylng to be an insult, Hurt pride and continuous personal
ssbarrassment were involved., In her absence, she has been vacationing
at a resort where she has at timees been in the company of a charming
young friend of Falk's. She tells Falk how pleasant it is to do nothing
but read or lie in a boat and look at the sky, ". . « in den blauen
Himmel schauen und - keine Lige hlren mllssen, keine Llige den ganzen
Tag,"20

This speech poses the question which is basic to the problem,
Truth and untruth, lying and honesty, yes and noj; these same questions
whioh were always basic problems for Schnitsler are basic to the plot
of this drama, Later, Herbot discusses these dialectic values in a long
declamation with Edgar, and in his role playing and immsturity, Herbot
has convinced himself that these are not qualitative values, but quan-
titative onea, For Sophie, who is not that kind of rols player, this
easy solution 1s not possible., To her speech about not having to listen
to l1ies the whole day, Falk repliss:

la, Frau Sophis, Sie Ubertreiben wohl ein wenig., Llge -~ ! £s gibt
iberhaupt keine Lige auf der Welt. &Es gibt nur Leute, die sich

mehniﬂm lassen, Und su denen haben 5ie doch nie gehlrt, Frau
Sophie.

191bid., p. 526,
201bid., p. 498,
2l1bid,



L8
Of course, this is sophistry, and Sophie accuses him of it, but it makes
her consider her own actions of the past several weeks, She is bothered
with the moral question of whether or not her attachment to the young
mrmsmm.mntmmw,umhu-pho-mm
she has been obliged to listen to from Herbot.

The whole long dialog between Falk and Sophie treats this prob-
lem of truth and lie, Falk has noticed Sophle's interest in the young
gentleman and brings it to her attention:

Nun, ich will sagen, ich hitte mich gewundert, dass Sie die Linge
g0 laufen liessen, wenn ich nicht gerade sur kritischen Zeit Sle
selbst innerlich andsrweitig gefunden hitte,22
At first Sophie laughs at this keen observation, but later she says:
(sehr ernat). Vielleicht haben 5ie recht, Vielleicht bin ich
T 2t S Tt . T o M3 sharwetas
The question of the reason for her return is now answered, GSophle, the
respectahle woman, has questioned her own ethical position, and rather
than leave Herbot, she feels constrained to return as a matter of
responsibility, The question which remains for her is: OSince my devia-
tion from duty was so slight, am I not less guilty? Can truth be a
quantitative value? Falk poses this interesting question:
Und ob Ihnen nicht sogar - rhetorische Frage des unmoralischen
Moraltheoretikers - ob Ihnen heute nicht viel wohler sumute whre,

vnnnsio-wnnnuhsu wie sag ich nur - vBllig schuldig
geworden whren,?2 :

22_12&‘;-. Pe 503,
231bid., pe 5Ck.
2h1pid,
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Sophie answers, "Schon m8glich." Sophie is playing s role in which she
is not comfortable, She is playing the injured wife who has so often
sacrificed her pride. Now that she is aware of her true motives, she
questions this role she has been playing. ;

In several ways she plays her role just like Herbot has played
his, Herbot read the alibl letter to Edgar for effect. Sophie reads
the letter she has received from the young man to Falk, In reading the
letter, she reads only the parts that she wants to read, She gives the
letter her interpretation much as Herbot did when he read his letter to
Zdgar. The young man wrote the letter to reaffirm his feeling for
Sophie and to invite her to visit him at his hunting lodge. Through
honesty and a wish to influence Sophie, Falk tells her that he, too, as
well as others, have received invitations to the young man's hunting
lodge, This completely deflates Sophie:

(den Brief sinken lassend), Ah, wie ist man dumm, Warum ist
unsereiner so geschaffen, dass er einem Menschen vBllig verfallen
uinkm,-lo%n-,du'lniuhtdﬂlmt,hrnm
einmal versteht.
Sophie feels that she is one of the ", , , Leute, die sich anschmieren
lassen,"26 She sees now that her life with a prevaricator like Herbot
is morally no better or worse than the life she "fell for" when she was
alone.
Now Sophle 1s ready to take Herbot back., However his ruthless

handling of the affaire with Edgar completely disenchants her:

ZSMQ’ PQ 5“‘
26&_“.. Pe ‘l”o
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Dass ein Mensch so llgen kann, das hab ich nie geahnt, .  « Sie
mllssten es gehBrt haben, Und er - er splirt nichts daven, er freut
sich noch dran. Oh, hiltten Sie's gehlrt, Sie wilrden be, ,
dass ich t einen Tag, nicht eine Stunde linger bei diesem
Menschen ~
Falk doesn't give up. He insists on substituting the word "love" when
Sophle uses "hate." Sophie is playing the role of the injured wife just
es she has been doing. She has once again lost sight of the real moral
issue, Falk finally acknowledges that he will not stop her from going,
nor even argue further, but he still believes she is making a mistake,
Falk thinks that revenge is her best answer, "Verzeihen - und Rache
nehmer, BGesonders die letstere is bekanntlich sllss,»28

Determined as she is to leave forever, something happens to make
her stay, Why does she change her mind?

With only a few minutes until curtain time, Herbot suddenly
appears again: "Ja, was ist denn? vo steckst du denn, Sophie? Ich
schau durchs Gucklock in die Loge hin und du bist nicht da -*29 Sophie
doesn't reply, but the line in the text reads: "sieht ihn nur starr
an,"30

At this moment she sees Herbot more meaningfully than ever
btefore., He is Herbot, the lying husband, He is Herbot, the leading

actor, and now he is dressed in the classic Hamlet costume, His very

27Ibdd., pe 52h.
261pid., pe 529.
29Ibid., p. 527.
30rbid,
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presence there at this crucial curtain time carries its own impact, She
sees him too, now, as the man whc loves her, Falk complains about the
time, but Herbot says: "Sie scllen warten! Ich spiele nicht friher,
als Sophie in ihrer Loge sitzt,"Jl Hearing this line, Sophie drops her
pride-protecting role and silently follows Herbot to the theater.
"Sophie in ihrer Loge" is more than the box at the theater. This is the
main idea of the play. This is what Falk has been talking about,
Sophie's proper place. Sophie's place is with Herbot, kis place is in
the theater, where the loges are, and the one loge which must be occu-
pled, if he is to continue, is Sophie's. Now love and honesty are not
measured in quantitative terms, Sophie accepts love and life as quali-
tative concepts,

3l1pid,



CHAPTER V
TRAUMNOVELLE

Traumovelle is immersed in roles, costumes, and masks., In this
novelle, the masks are both figurative and real,

The tale begins with the description oi the events which took
place at a masked ball on the previous evening. This introductory story
leads into a discussion between Fridolin and Albertine, a discussion
which poses the main problem, The little narrative of the masked dall
is more than an introductory device, It is one of several independent
accounts within the whole, and these stories themselves are masquerades,
This first introductery story is masquerading as an introduction, and
yet it is & parallel miniature of the novelle itself,

At the ball, about which Fridolin and ilbertine talk, everycne
was masked, iut the masked guests at the ball carry thelr covert sen=-
sual whims farther than they would crdinarily. They are protected by
the mask, The inhibitlons are relaxed and Albertine finds stimulation
in the advances of a foreigner with an accent, but his crude aggressive-
ness insults her, Even with her mask on, she can carry her ssnsuality
only to certain limits, Fridolin, teoc, has been excited by two masked
women in red dominces. These women seem to know him, and promise to
return unmasked, They never return, and Fridelin becomes disenchanted
with the ball,

Kelther in the little prologue nor in the main story do the masks
that Fridelin and Albertine wear perform the desired function in the



53
area of sensuality, Husband and wife end the evening at the ball with-
out their masks in a happy rediscovery of their own sensual love., 7The
same positive rediscovery of love is central to the theme of the story
as a whole. Schnitsler makes use of the mask repeatedly in Traumnovslile,
when treating the subject of sensuality.

Schnitsler not only uses the face mask to protect from recogni-
tion, but he alsc uses costumes throughout the story as devices, iur-
thermore, the colors, not only of the coatumes, but of other properties
are significant, The dominoes at the masked ball were red, It will be
apparent throughout the story that Schnitszler uses this common symbolic
color in the sltuations invelving the sensual, and black in the situa-
tions of death, moral censorship or Jjudgment,

Kaghtigall plays his role of an itinerant piano player who could
never complete medical school., To be sure, it is easy to think of the
band which he wears over his eyes when he plays pianc befors the naked
at the monk's ball, as & mask, It is not a mask for Nachtigall, how-
ever, He is hiding nothing. The "mask" he is wearing is really a cur-
tain appropristed by the dancers to shield themselves from his view, lle
is outeide the cult, Here he plays plano, not & roles "Ich splelle -
ich spielle - mit verbundens Augen (sic)."l The name, "lachtigall," is
a thinly veiled symbol of his rcle in the story, He plays at night -
really in the early morning, when the nightingale sings,

lirthur Schnitsler, Iraumovelle, from Ule Srwachenden liovellen
(Berlins S, Fischer Verlag, 1520), pP. 72,
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In the etory segment of the costumer's shop, the questions must
be asked: why does Fridolin go there? What does he find? How does it
relate to the other parts of the story?
Obvicusly Fridolin goes to the costumer's shop because he needs
a mask, He needs the mask, because he wants to engage in a sensual
activity which will fulfiil what he thinks of as an unfulfilled facet of
his 1ife, He finde &t the costumer's shop not only & mask, but some=-
thing more, He finds, that when you go looking for a real mask to hide
your identity in the search of the sensusl, you may find other manifes-
tations of the sensual itself, When he flrst saw the girl and the two
men at the end of the corridor, they were masked, and hidden from recog=-
nition of any involvement in something sensual, when the costumer
grasped the wig from the girl, she became, in a sense, the same naked
(in spirit or body) role player as Marianna, or the harlot, and she,
tco, crushed herself against Fridolin as a protector. liow she is
unmasked, but as Fridolin leaves, he sees himself masked as & monk, and
he recognizes himself in the mirror:
Fridolin erblickte in einem grossen Wandsplegel rechts einen hageren
Pilger, der niemand anderer war als er selbst, und er wunderte sich
er, =it so natiirlichen Dingen es eigentlich suging,?
Hls mask has not freed him from his responsibility as a moral man,
driven even now to invelve himself in the pitiable case of the depraved
girl, Wwithout a mask, but in a mask shop, the costumer has rationalized
the moral problem, The shopkeeper says, "'Nun, mein Herr,' entgegnetas

21bid., p. 218,
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Cibiser mit einem Ton wie auf dem Theater, ‘ist der Wahnsinnige nicht
verworfen vor Gott?'"3 During this transaction in the costums shop, the
symbelic mourning coach is waiting outside, It is waiting to lead hinm,
with his rented mask to hide behind, to the sensual involvement where
the roles are played to the end, This story within a story is closed
completely when Fridolin returns the next day with the rented clothes,
The shopkeeper says, "Wenn der Herr Doktor wieder einen Sedarf haben
sollten . , Es muss ja nicht gerade ein Mbnchsgewand sein,"s The shop-
keeper is saying to the doctor that when he is looking for something
sensual, he need not hide behind the mask of morality, as represented by
the monk'es garb, He is intimating that, as Fridolin has seen in what
happened at the costume shop, the sensual is to be had without the mask,
even in the midst of thousands of masks, and that there are masks being
worn everywhere, As she ¢lings to Fridelin, the young girl in the
pierrot costume imagines a different role for Fridelin, She thinks of
bhim not as a monk, but as a lover in sensual red:

"Nein," sagte dle Flerette mit leuchtenden Augen, "einen Hermelin-
mantel musst du diesem Herrn geben und ein rotseidenss Wams,"5

The roles played in this independent story segment are connected to the
rest of the story through the forgotten mask, Fridolin left the mask,
or perhaps subconsciously dropped the mask intentionally, in his ocun
homé, The location of the mask now is important, Now the mask lies on

3Ibid., p. 219.
bIbid,, p. 253.
S_I_m-. Pe 217.
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his bed, still masking Fridolin's self reallization., The mask is there
on the bed, where Albertine lives through her dream, lHer dream, which
needs no mask, is a parallel experience, the re-telling and acknowledge-
ment of which leads to the catharsis for thelr problem. .'!‘he story can
now be concluded with hope for a positive future,

iAfter leaving the costume shop, Fridolin disguises himself by

slipping into his costume in the coach, before reaching the house where
the party is to be held, Fridolin is aware of the feeling of the new
role that he has when he daily slips into his professional jacket at the
hospital:

Fridolin fiel es ein, dass es hochste Zeit war, sich su maskieren,

Er sog den Pels aus, fuhr in die Kutte, gerade so, wis er jeden

Morgen auf der Spitalabteilung in die xr-l seines Leinenkittels zu

schlipfen pflegte . o »°
Now he is seeking a sensual involvement without being recognized. To
enter the door he must give the password of the evening. When Nachti-
gall tells him that the password is "Dinemark,® Fridolin can scarcely
believe it: "Dlnemark! Bist du toll, Nachtigall?7 This word, which
this same night had conjured up the romantic reminiscences in the con-
versation with his wife, is now the key word which gives him entrance
intc another adventure, This new adventure is a story within a story,
a story that could be superimposed on the main plot pattern, his
entrance into the ball immediately arouses some suspicion, but he plays
his role to the point of his expulsion, without removing his mask., ZLven

61bid., p. 221,
7Ibide, p. 219,
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though he offers to sacrifice himself and remove his mask, he finds that
it would be in vain, and that the beautiful "nun® who has tried to save
him through repeated warnings must still pay the extreme price in sacri-
fice. It is interesting that Fridolin offers to remove his mask only if
the others remove theirs: "loch meine Maske werde ich nur in dem Falle
ablegen, dass 3ie alle das gleiche tun, meine Herren,"S If this hap-
pens, then the moralistic atructure which stifles natural sexual
involvement also falls, and then no masks are necessary.

Wer immer Sie sein mgen, meins Herren, Sie fllhren in jedem Fall

noch eine andere ixistenz als diese. ich aber spiele keinerlei

Komddie, auch nicht hier, und wenn ich es bisher notgedrungen getan

habe, so gebe ich es jetst auf.”
Fridolin cannot overcoms his feeling of moral responsibility even behind
the mask of concealment and protection. The rols of the masked woman
parallels all of the other women who, in a sense, have literally or
figuratively found themselves naked before him, and who have sacrificed
themselves for him, in the room with death, Marianne bares her love for
him, In the room with disease, the harlct actually undresses for him,
but sagrifices her profeasion and pride to save him from discovery or
disease, Now, at the ball, the beautiful woman gives herself, naked,
with her mask removed, to the men for the sacrifice of death,

What is this ball in reality? It is & contrast of values which

exermplily Schnitzler's constant preccoupation with dialectic situaticns.

The music he hears on entering is first sacred and inspiring, and then,

BIbld.' p. 2”.
7Ibid., p. 232,
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after the disrobing, it is secular and sensual, The black of the monk's
costume is contrasted with the red of the cavalier's suit. Fridolin
describes his entrance:

e » o dann trat er in den Garten, nahm die Larve vor , . . Masken,

e s s o e o, I 2

]

Again the black and red are contrasted, as he says of the beautiful
woman: "Unter den schwarszen Selidensplitzen der Larve leuchtete ein
blutroter Mund."ll When the dancing started, the monks had all removed
their black monk's costumes for white, yellow, blue, and red cavalier
costumes, Only Fridolin remained in black, The others could actually
make the transition to sensualism, Fridolin could not, e felt the
only possibility to do so would be in dropping his mask, even as the
beautiful woman would do. He never dropped his mask, however, He never
made the leap to the sensual., A8 he left the ball, he was not immedi-
ately thrust back into his role of doctor, He was obliged to ride in
the carriage of death out of the area of recognition, In the early
morning hours Fridolin returns home to Albertine, Hobert Donald Spector
says, "While the bisarre events in the surface narrative of Rhapsody
[fraumnovelle] are intriguing and carry their own suspense, Schnitaler
o « « is employing them as a device for examining the depth of his
characters,"12

10Ibid., p. 222.
nI’hiﬂ.-, Be 223,

Technigque ummnigﬁﬁi' . anthni e aive
l " Studies

Herbert W, Reichert and Herman W %ﬂﬂfﬁ; of
North Carolina Fress, 1963), p. 113,
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Because of the structure of this novelle, which integrates the
foregoing independent story segments, the roles of Fridolin and Alber-
tine will now be considered as separate roles,
The role of Albertine can best be understood by analysing her

dream, She begins by saying:

So fing der Traum niimlich an, dass ich in dieses Zimmer trat, ich
weiss nicht woher - wie eine Schausplelerin suf die Szene,id

Albertine never loses complete contact with the image of Fridolin
and thus with the world of reality., It seemed even that her sensations
during the dream are stronger than she is capable of experiencing during
her everyday life:

Aber so wie jenes fruhere Oefflhl von Entsetzen und Scham Uber alles
im Wachen Vorstellbare weit hinausging, so gibt es gewiss nichts in
unserer bewussten Existens, das der Cellstheit, der Freiheit, dem
Glilck gleichkommt, das ich mun in diesem Traum empfand,
This dream parallels, as do the other segments, the whole of the story,
and also the parts of the story themselves. The beginning of this dream
wes already told earlier in her admission to Iridelin that he could have
possessed her the day before thelr engagement, if he had wanted to. The
whole scene about her parents, and the ever-retuming image of & vaca-
tion home, returns, OShe relates these vacation or excursion situations
to sensual experimenta, It is her "getting away" from life.
Images come to her in her dream which are a reconstructiocn of

what Fridolin has actually lived through in reality. The queen who

13Ibid., pe 2L,
lhl_b_iv(_i,u Pe 25,
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offers him pardon, for example, and his refusing, supports the conclu-
sion that for Fridolin, it is impossible to leap the bounds of his moral
censor, In the dream, he is even dressed for the part, and as usual, in
black: ", . o mit gefesselten lllnden, doch in einen schwarzen Mantel
gehilllt . . »"15 Fridolin's physical expulsion from the ball, his expe-
rience after he left, the couples standing against the wall muttering
and threatening, - all of these are paralleled in the dream,

The dream parallels her real life too, The honeymoon experience
in the dream is followed by an impasse when entering a clearing with a
high wall and mountains, This suggests the re-living of the hopeful
early days of their marriage, which were to be followed by the confron-
tation with life's realities, It was in this clearing, with the wall,
that the Dane appeared, He even passed her by again, just as he did
before on the stairs during their vacation, Just as he considered her
on the stairs in reality, he now considers how to congquer the wall of
resistance, mores, and customs, In the dream he conquers her, But now,
the Dane slips in and out of recognition in the dream, as he now comes
to represent a man from a time and age when sexual gratification was
natural, and uninhibited, Here one is aware of the role which Schniti-
ler played for Freud, and Freud for Schnitsler,l6 The concept of Freud
that time elements, and spacial elements lose all proportion in dreams,
is dramatically appropriated here by Schnitaler in Albertine's role:

151bid., pe 2u6.

16Letter 123, Freud to Schnitsler, Vienna, May 8, 1906 (lew
York: Basic Eooks, Inc., 1960).
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"Also - mir war, als erlebte ich unslhlige Tage und Nlichte, es gab weder
Zeit noch Raum o o 17

The dream is long and detailed, and Albertine's reconstruction of
this role is the important accomplishment, as Freud pointed out,28 not
Just the dream itself, She says, that she realizes that the queen
offering Fridolin the diadem and who moved toward him with a naked body,
was the girl at the seashore in Demmark., This is the only girl of her
knowledge who would fit into her dream, Actually, for Fridolin, this
gestalt fits them all; the harlot, the plerette, Marianne, and the beau-
tiful woman at the ball,

when Fridelin returns for lunch, he can scarcely believe how com=
posed Albertine is in her role as housewife and mother, Albertine has
lived through, in dream, unmasked, both shame and terror, together with
sensual love beyond the point that she has ever been able to do in
reality, And yet she says, even when lying in the sea of nakedness with
thousands of couples: "Und dabei hBrte ich keinen Augemblick lang auf,
von dir su wissen,"l?

Albertine found in the acceptable medium of dream, the resolution
of the drives that Fridolin is unable to resolve in reality, Iet, all
through her dream, Albertine sees a higher reality possible, In her
description of the clearing in the mountain, which parallels the arena
of life, she says:

178¢hn1tl.hr, M’ OPe go’ Pe 247,
18Letter 123, Freud to Schnitzler, loc. cit.

195chaitaler, Traumovelle, op. cit., pe 2il.
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Ober uns sber war ein Sternenhimmel so blau und weit gespannt, wie
er in Wirklichkeit gar nicht existiert, und das war die Decke
unseres brautgemachs, Du nahmst mich in die Arme und liebtest mich
sehr,20

Albertine's composure and confidence in Fridolin's return, and in
his love, is predicted for her in this dream experience,’

The first clue to the real role of Fridolin 1s discovered when
Albertine mentions that her life has not always been "pure.” She aays
that there was a night, just before they were engaged, when she would
have given herself completely, and that a man came to court her with
whom she would have done anything at all, tut the man only kissed her
hand, and later asked her to marry him. It was, of course, Fridolin,
Although he had had his student affaires, with Albertine he accepts, and
plays throughout the tale, the role of morality,.

After these first confessions of latent sexual interests that the
couple exchange, Fridolin makes his first "walk through life," the life
he knows, playing his role as doctor, human relations counselor, hus-
band, and father,

As he goes to attend the serious illness of an old patient, he is
met by a situation of death, in the patient's demise, Here he has his
first confrontation with sensuality. Not unlike all men, Fridolin is
precccupied covertly with this enigma of sex. Until the end of the
story, he analyzes Albertine's sensual dream experiences as shameful
insults, and as preclusions to the fulfillment of their marriage. He
feels Justified in toying with these whimeical excursions into the

201bid,, pe 2L2.
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erotic, and Marianne, who is quietly sitting by her dead father's side,
awaiting the doctor's arrival, he recognizes as a likely prospect. lHe
knows that she has grown fond of him during his long attention to her
father. The events that follow confirm the possibility of an affaire,
when Marianne throws herself at his feet, willing to give up anything
for him, OShe barea herself just as completely as the woman hs later
meeto who are naked. This 4s the first of a seriess of affaires which
are always played in the proximity of death, disease, or violence.
There 1s always something morbid present when Fridolin plays thie role
of the sensual searcher, His final search is made in the ultimate cli-
mate of death,--the morgue, Marianne's engagement to Lr. Roediger does
not seam, at this point, to pose any stumbling block in the way of con=-
aumation of the affaire, When he leaves Marianne, his steps lead him
into a back-street where he meets a harlot who leads him to her room,
He sees har painted red lips in the street, the invitation to the sen-
sual. However, when she sits naked on his lap, he notices that her lips
are not painted, but are real., In a sense, this girl who wears no mask
for her sensuality, is the one girl who le real. ihy doesn't Fridolin
respond to her offered lips? OSomething stops him, just as it did with
Albertine before their engagement, iHe asks her what her name is: "io,
wie wir (sic) i denn heissen? Mizsi natlirlich,"2l why Kizsi, "natu-
rally®*? Misszi is short for the common name of Mary, and this, along
with the "Mary® in Marienne, and the "Fleretts,” whose name we do not

21llbid., p. 202,
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even know, gives the impression that Schnitzler uses these common names
to symbolise Woman, Missi graspe Fridolin's real feeling and puts on
her robe, and even resists his advances later, She sees in Fridolin an
unusual type. "Too bad," she says. In a sense, she has sacrificed her
fee and her pride for this man, She knows the danger which lles shead
for him, She is diseased, and she protects him from it. As he leaves,
he really feels relief in escaping from the involvement, and in order to
avoid going home, he stops at the restaurant where he meets Nachtigall,
and lives through all of the experiences of the monk's ball.

#When he returns home, he observes his wife while she is still
sleeping, and just at the time when she is ending her dream, GShe ends
the dream with a little scream, and as she awakens Fridolin lies beside
her and encourages her to relate the dream. As she begins her re-tell-
ing, he takes her hand, and even at the end of the dream, when his ego
has been shattered, and as he sees her dream as perfidy, he finds he is
still clinging to her fingers, with even more sensitivity than ever. He
inveluntarily kisses her fingers, Fridelin cannot leave his role com-
pletely with Albertine, and he hasn't found escape in dream, He is even
more vengeful with this new revelation and proceeds to retrace the
course he took yesterday, and to carry out vengefully every sensual
opportunity as an insult to his "faithless" wife,

This is another role for Fridolin, It isn't the idle curiocsity
over sexual experimentation, low it is revenge he is planning, which
will demand the seerifice of his moral code, First, he goes to the
costumer's girl, overtly to return the costums, He can't forget the
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girl and her predicament, When he finds out that the girl is accessi-
ble, he is almost revolted, Here would have been a conveniant place to
launch his new vindictive life, but he eschews it, He proceeds to visit
Marianne, who says when he arrives, "5ie lassen mich lange warten',
sagte sie mit einem schwachen Licheln,"22 It is perfectly clear that
Marianne is his for the taking, le continues an innocuous conversation
with her and as he does so, he is increasingly aware that he will not
take her, She becomes aware of this too, and cries pitecusly, not even
answering him when he leaves, Her dream has been shattered. She was
ready to sacrifice all, and he has made a focl of her.

Now Fridolin thinks of the one woman who seemsd the most honest
in her simple 1life of "easy living." With her he can begin his philan-
dering, but first he stcps at a shop to buy scme delicacles to take as a
present, Why does he buy these things? Is it customary to bring a har-
lot these things on such a fleeting acquaintance? MNol He is seting
like a doctor might act. He never intends to buy this girl, and the
gift is a buffer between them, Hs finds another girl, an attractive
one, who takes the delicaclies and promises to take them to liizsl, who is
in the hospital, Fresumably, she is in the hospital for the treatment
of the disease from which she spared Fridelin, The harlot who takes the
gift displays a provoking body, but it doesn't ocour to Fridolim to
avall himself of this opportunity elither, This is a role he cannot
play. It is really a parallel imitating role, e is an actor--not a
participant., His attempts at overt immorality are never successful,

221pid,., p. 262,



Fridolin is captured by the desire to follow to its end the
mystery of the beautiful woman of the ball, lie discovers that she is
probably dead, a sulcide, because his investigations seem to confirm &
newspaper account which he feels can be of no cne else but of the beau-
tiful woman of the ball, He cannot be sure though and satisfies his
curiosity through a personal examination of the corpse at the morgue,
to which he has access as a doctor,

The morgue scene is more than a plot situation which gives Frido-
lin the opportunity to learn the identity of the corpse. It is his omn
identity which begins to emerge at this point. It makes little differ-
ence, really, whether the body he examines is or isn't the beautiful
woman whom he once thought himself able to love., In his search for this
truth, he begins to find another, a truth that will later be made more
certain in his confession and self denial.

As Fridolin enters the morgue he is still playing his role., Wwhen
the doctor in charge, an old friend, asks, "Sulcidum?" Fridolin tries to
soften the cold scientific approach to, "Ja, Selbstmord.” Then he finds
the body and goes through a soul searching examination of himself, his
motives, and his involvement, as he relates to the woman on the slab,
and at the same time, he begins an intense observation of the corpee,
Mow, in this place, the mask is down., He forgets even the doctor in
charge, le feels the body, the skin, the head, He touches this dead
body objectively, whereas he could not in his recent experiences touch
the bodies of the living, Now he is the doctor. Now he is himself, the
personallity which has, up to this point, mede his life meaningful., He
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is startled to hear the doctor say, "Aber was treibst du denn?"23 Now
he very professionally replaces the position of the arm and steps away.
He is not the same man. As he steps over to wash his hands, clinically,
he figuratively washes his hands of his vindictive, lurghing, sensual
role. As he leaves the morgue, he is seriously caught up in the highly
technical conversation with the doctor about a new sample staining pro-
cess, At leaving, the doctor asks him, "Also, war sie es7"2l to which
Fridolin nods assent, He doean't know whether he has lied or not,--and
it really makes no differance now.

Fridolin leaves the morgue and the role he has been playing.
When he enters his bedroom, he sees on the pillow the mask which he has
both physically, and figuratively dropped:

Fridolin aber, mit einem Male am Ende seiner Krifte, liess die Maske
su Poden gleiten, schluchste, sich selbst ganz unerwartet, laut und
schmerzlich auf, sank neben dem Hette nieder und weinte leise in die
Kissen hinein,25
Now the mask has really fallenj the role is over, He hopes that Alber-
tins will be able to accept what he must now tell her, even as he has
listened to her dream experience,

Fridolin tells his whole story, and in the re-telling, confes-
sion, sharing, and self reallsation that comes from these experiences of
dream and reality, one concludes that fulfillment of their love is pos-

sible, The conversation eudss

231131{1-, Pe €77,
2i1pid,, p. 276,
@51bid., ps 201.



"Was sollen wir tun, Albertine?™

Sie lichelte, und nach kursem ZBgern erwiderte sie; "Dem Schicksal
dankbar sein, glaube ich, dass wir aus allen Abenteuern heil
davongekommen sind - aus den wirklichen und sus den getrlumten.”
"Weisst du das auch gans gewiss?" fragte er.

"So gewlss, als ich ahne, dass die Wirklichkeit einer Nacht, ja dass
nicht einmal die eines ganzen Menschenlebens sugleich auch seine
innerste Wahrheir bedeutet,”

"Und kein Traum," seufste er leise, "ist vBllig Traum,"26

261bid,, p. 262,



CHAPTER VI
CONCLUSIONS

Thillw‘dyhulttnptcdtamlyummninuyuhm
Schnitzler used roles as literary devices, in a selection of four of
his shorter works,

The analysis here has shown that two types of roles have been
employed by Schnitzler in the selections studied, namely, parallel imi-
tative roles and roles which are seen as life extensions, |

In the introduction it was suggested that the extension roles led
to, or were associated with death or disintegration of society and sev-
eral roles in the works treated have proved this point, wWe further see
that an analysis of the roles do not show Schnitaler to be as nmegative
as his literary critics have generally considered him to be,l Schnits-
ler's Traumnovelle, for example, demonstrates a positive conclusion, as
was indicated by Rey,.2

The main roles studied mey be separated into three groups:
First, the roles that are used to the greatest extent as protective
roles are those of Prospere, Leocadie, and at times Henri (Der grilne
Kakadu), Weihgast and Florian (Dis letzten Masken), Sophie (Crosse
Szene), and Gibiser and Albertine (Iraumnovelle),

Secondly, the roles that are used as a natural consequence of
profession or life situation include the characters who may hardly be

15teinhauer and Feise, loc. cit.
%iey, loc. cit.
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considered to be role-playing. The roles are: Orain, Severine, and
most of the aristocracy (Der grine Kakadu), Hulmschlbger (Die letaten
Masken), Falk and Bdgar Oley (Grosse Szens), and Nachtigall and Mizzi
(Traumnovelle ), -

Thirdly are the roles played by those who play their roles dra-
matically and in depth as extension roles, These roles are extansions
of 1life that show dramatic change, and lead ultimately to death, or are
assoclated with the death or disintegration of society. These are the
roles of Henri (Der grine Kakadu), Redemacher (Die letzten Masken),
Herbot (Crosse Szens), and Fridolin (Traumovelle). One recognizesc
these immediately as the leading roles of each literary piece,

To be sure, in each of the above three groups the characters use
both parallel and extension roles, since, with the exception of the very
young or the insane, all men play roles continucusly.

Beginning with the dramas from Schnitsler's first period, these
roles were used as follows:

In Der grilne Kakadu (1898), Henri plays parallel roles and 1life
extension roles., Schnitaler uses Henri's extension role, which involves
his love for Léocadie, as a device to lead to the death of the duke,
symbolic of the death of the societies and cultures of both Paris of
1800, and of Viemnna of 1900.

In Die letsten Masken (1901), Rademacher's role is played to the
point at which he drops his mask, the last mask, and sees the reality of
life just before he dies, The whole problem and purpose of the play was
served by Schnitzler's use of this role as a device to treat, through
drama, the concepts of life and death,
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The early writing period of Schnitszler marked him as "negative"
and associated him with decadence, Steinhsuer and Feise in their analy-
gis of Schnitsler which was quoted in the introduction ends with the
lines: -
e ¢« » Hofmannsthal found peace in religion and conservatism , . .
Thomas Mann alowly fought his way to a democratic uihouulhm-
ism, Schnitsler never emerged from the negative stage,J
The roles in the first two dramas studied here show this interest of
Schnitzler in the disintegrating soclety of Surope before wWorld War I,
Orosse Ssene is not a drama about death., Schnitzler uses
Herbot's role to study the dialectic of truth and falsehood. The role
only lesads figuratively to death,
The colors of red and black are used symbolically throughout
Sechnitzler's works and specifically in Traumnovelle and Grosse Szene,
In Orosse Szene Herbot's role leads him to his final appearance, where
he represents truth in terms of his commitment to Sophie, His life is
the very image of decadent society and Schnitzler has him play this role
in Hamlet's costume, Symbolically Hamlet's black costume carries with
it the connotation of all of the tragedy, intrigue, and deception of the
Hamlet role: "Tis not alone my inky elosk, good mother, nor customary
suits of solemn black , . ."8 Herbot's role does lead to the conelusion

of decadence,
Schnitzler uses role playing in Traumnovelle to present the dia-
lectic concepts of consciousness and unconsciousness, dream and reality,

JSteinhauer and Feise, loc. cit.
Lwilliam Shakespeare, Hamlet, Act I, Scens II,
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morality and immorality. The role of Fridolin leads to death in this
story, but only as an incidental consideration., In defense of the posi-
tive viewpoint in Schnitsler's writing Willlam Rey sayst

« » « Schnitzler erscheint als Reprisentant des sogenannten

8sterreichischen Impressionismus oder der Wiener Dekaden: und wird

suweilen recht bedenkenlos identifiziert mit elner Gestalt aus

seinem Frihwerk, nlmlich mit jenem notorischen Anatol . . .°
Schnitsler belonged to a literary circle and to a soclety of thought
which was representative of Vienna. Eenno von wiese saysi

£s gibt im heutigen Usterreich keine Gesellschaft . . . Das Wien

Sehnitzlers und Hofmannsthals hatte noch eine Cesellschaft. ifine

Jesellschaft mag dekadent und korrupt eein, so lange sie existiert,

vermag sie ein Urama su produzieren,®

Although the role of Fridolin leads to death, it is more impor=-

tant to consider that Schnitzler, with this novelle which was written
late in his career, presents elther a heretofore unseen, or a new and
positive outlook on life, Fridolin's role does not end in "nothing,"
which was an end so often found in Schnitzler's early writings,.
Schnitsler uses fridolin's role as a device to postulate the belief
that a positive outcome is possible for moral man., In Rey's study of
Traumnovelle he concludes: "Aber wir haben dennoch allen (rund su der
Annahme, dass das Wagnis des Guten nicht vergebens unterncmmen

wird . . "7 The study of Fridolin's role here supports this conclusion.

5williem H, Rey, "Das Wagnis des Guten in Schnitzlers Traum-
novells,” The German Quarterly, XiXV (May, 1962), No. 3, pe 254

éwoltgang Kayser, B. von Wiese, W, E-ri(.ch, F. Martini, M, Wehrli,
Fr, Heer, Deutsche Literatur in unserer Zeit (Jottingen: Vandenhoeck &
Ruprecht, 13959 5, Pe 150.

They, op. cite, pe 26k,
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1862

1879
18685

1886
1686
1889

1690

1893

1695

1896

1898

1899

SIGNIFICANT DATES IN THE LIFE AND WORK
OF ARTHUR SCHNITZLER
May 15, Arthur Schnitaler born to Ur. Johann Schnitzler and
Louise (Markbreiter) Schnitsler, in Vienna,
First dramatic attempt at the age of nine,
Pegan medical study, University of Vienna,
Received the degree, Loctor of Medicine,

Until 1086 served as assistant surgeon at General Hoepital,
Vienna,

First published work appeared in various journals,
Wwork on Anatel, continued until 1091,

Publication of his work: Uber funktionelle Aphonie und ihre
tehandlung durch Hypnose und Suggestion,

Heginning of letter exchanges and friendships with Hugo von
Hofmannsthal , iiichard beer-fofmann, and Ueorg [randes,

Premiere performance of Abschiedsscuper from inatol at the .tate
Theater, Fad lschl,

Premiere performance of Mirchen in Vienna, which was considered
a failure, FE

Premiere performance of Liebelei at the Purgtheater, Vienna.
Publication of Sterben,

Beginning of life-long friendship with Otto brahm, berlin theater
producer,

Firat public performance of Dle Frage an das Schicksal at Leipsig,
Premiere performance of Ireiwlild in Berlin,

Premlere performances of several pieces from the Anatol cycle.
Publication of Der grine Kakadu, Performance in Berlin forbidden.

Fremier performance of Ler grilne Kakadu together with Paracelsus
and Die Cefihrtin in Vienna.


http:l._.,_�.�

1500

1901
1903

1504
1506

1910
1917
1520

1926
1931

76

Schnitazler privately printed 200 copies of Heigen for distribution
to his frienda,

Premiere performance of Der Schleier der Beatrice at Ereslau.
Fublication of Leutnant Justl,

Publication of Die lststen Masken,

Married Olga (Ouasmann,

Premiere porformance of Ler Puppenspieler in terlin,
Fremiere performance of Uer einsame wWeg in Berlin,

Fremiere performance of Der Ruf des Lebens at Lessingtheater,
Eerlin, ‘ )

Premiere performance of Uer junge Medardus, Vienna.
Publication of Urosse Ssene,

iirst performance in Austeia of previocusly banned Professor
ternhardi.

Publication of Traumnovelle,
October 21, Schnitzler's death,



