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PREFACE

A classification of a group of plays by different
authors written at different times under a general title
of domestic drama 1s of necessity arbitrary. A further
classification of certain of these plays as tragedies and
others as problem plays 1s also arbitrary; but while
there may be little objection to the first classifi=
cation, 1t 1s almost certain that some objection will
arise over the second because there is a suggestion that
those plays not included as tragedies must have some
fault and are not as good as the ones selected. Such
an impression 1s not at any time intended. All of the
plays analyzed in this paper have been proven to be
good..drama., Therefore, there 1s no intent to disparage
the abilities of the playwrights nor the value of the
representative plays as good drama. Rather, an attempt
has been made to ascertalin exactly what 1s the one
factor which all tragedies must possess; and by using
this standard, which of course is also arbitrary, an
attempt will be made to discover which of the included
domestic dramas may be qualified as tragedies and which

of them may not be,



There has been no intent to include a particular
“authort!s best work; but instead, that work which lends
itself best to the purposes of this paper. Moreover,
questions may arise over this cholce of representative
plays, or why certain plays have not been included.
According to the limits of the paper, 1t would be
impractical to include all the domestic dramas which
have been written; therefore, the plays which have heen
chosen should be considered aa a oross=-section of
domestic drama,

The supporting evidence for the conclusions found
in this paper has been acquired by a careful analysis
of the plays themselves balanced againsat the opinions of
recognized oritics of drama., Ideally, one should see
each of these plays performed by some competent thea-
trical group instead of merely reading them, Perhaps
a more accurate analysis would be the result, but such
an opportunity 1s almost impossible to arrange. Thus,
instead of seeing a living drama acted, it has been
necessary to project the characters in the mind's eye
as I imagined they would appear, This naturally makes
my oconclusions even more arbitrary, Therefore, I
humbly offer this attempt at an analysis of the charac=-

teristios relative to tragedy, and 1f disagreement



arises over my conclusions, my wish 1s that at least
the intent be recognized as honest,

I am deeply indebted to the oritics cited in this
paper and moat especially to Allardyce Nicoll, upon
whom I have relied heavily for background material
necessary to transitional portions between the plays

as well ag to the analysis of the plays themselves,
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CHAPTER I

CHARACTERISTICS OF DOMESTIC DRAMA AND QUALIFICATIONS
NECESSARY FOR TRUE TRAGEDY

The domestic play has now become one of the
primary means of expression for the serious dramatist,
However, serious doubt exists as to whether these plays
can be considered as the proper vehicle for true tragedy.
Allardyce Nicoll restricts many of them under a general
classification of drame; that 1s, "simply a serious
problem play where emotions never rise to tragic height
and where the dénouement 1s in harmony with the general
atmosphere of the plot."l This 1a all too often true,
but fortunately some domestic dramas rise above this
level, It is the purpose of this paper to investigate
some of the better domestic dramas and attempt . to prove
that these plays succeed or fail as tragedies because
of the magnitude of the protagonist as a person, Before
considering the plays themselves, it 1s necessary to
examine exactly what constitutes this drama and attempt
to establish the criteria by which these plays may or

may not succeed as tragedy,

1 Allardyce Nicoll, British Drama (London, 1946),
page 363,




Drama 1s a changing art, It satiafies the wants of
a particular age and must appeal to current taste in
order to achieve suwcceas, Of course, great drama 1s
timeless, but all dramatiasta of note have written with
thelr audiences in mind; and 1f thelr particular work
becomes established as a perennial favorite, 1t 1s
because they have succeeded 1n creating characters with
timeless qualities. OCritics have continually endeavored
to establish rules, harking back to Aristotle!s Poetlocs,
The neoclassic oritics devised a definite 1list of
qualifications which they felt tragedy had to possess,
Such regulations will, of themselves, quite naturally
stifle any development in drama; and further, 1f tragedy
must conform to a strict formula, 1t will soon become
an oddity, for there will be no room for development,:
and there will be no allowance made for changing tastes.
This 13 not to say that centuries of oriticism must
be caat aside. But there must be a constant re~evalua=-
tion of the aims of drama i1n general and the qualities
of tragedy in particular.

Perhaps the best starting place would be an inves-

tigation of domestic drama 1tself. Domestic drama, as

the name implies, deals with family life~-~-its difficulties

and problems. The plays are realistic, and they are



concerned with the falthless husband, the erring wife,
the arbitrary parent, the prodigal son, the common
causes of domestic dissention, be 1t parental tyranny,
Jealousy, revenge, infidelity, boredom, selfishness,
sex antagonism, or any other circumstance which may
cause clashes within a family oircle or with immediate
associates.? There are also to be included within the
scope of this drama the misfortunes caused by the direct
influence of environmental circumstances beyond the
control of the characters which may be natural or man-
made, Under these qualifications Sophocles! Oedipus
the King and Shakespeare's Othello are domestic dramas.
Oedipus and Othello are persons who, in addition to
thelir domestic difficulties, are involved in responsi=-
bilities of state., They are 1dealized personages, and
their sufferings and passions are of a great magnitude.3
This may be the chief objection to classifying “domestic
dramas as valid tragedies., Robert Metcalf Smith says
of Othello and Oedipus that "they have the universality
that distinguishes them as heroes of world tragedy."4
The interpretation of the term "universality" ocauses
certain difficulty. The most distinguishing feature

of domestic drama is the universality of the characters

2 Robert Metoalf Smith, ed., Types of Domestio
Tragedy, (New York, 1928), page 1.
Ibid.
TbId.




in the sense that the man of today can i1dentify himself
with the characteors in domestic tragedy. It can be
elther himself or his neighbor, and the forces operating
within the play are those which may operate on him,
Characters who have universality in this sense are

sul table then as characters in real tragedy,.

To return to domestic drama as a type, A, E, Morgan
has noted that drama 1s greateat when kept close to
common life, and the playwright who places too much
emphasls on the beauty of hia oreation often loses
contact with humanity., The natural result 1s that
the art 1s removed from 1ts source of nourishment,®
Even a staid but practical coritic like William Archer
could firmly assert that 1t was the duty of the astage
to "look 1ife straight in the face and not from any
predetermined angle."6 Domestic drama does look 1life
in the face and does it in an honeat fashion, Nelther
special diction, except that which 1s in keeping with
the personality of the characters, nor nobility of
station, except the nobility of the human spirit, nor
rigid form 18 required., Realism 18 achleved by a
natural presentation of domestic 1life, W%hether this 1s

an advance or merely a transition according to the timesa

5 A, E, Morgan, Tendenoies of Modern English Drama,
(New York, 1924), pazg~I2es

6 Wi1l11am Archer, The 01d Drama and the New,
(Boston, 1923), page 18, — —




and thelr demand for a certaln expression in drama
remalins to be seen, Archer does continue to say that
the progress in drama 18 not only negative by purging
unnecessary elements, but 1t 1s also positive because
there has been an attempt to acquire a technlque where-~
by the audlence will be interested in a "sober and
acocurate imitation of 11fe."7 Often because of the very
acocuracy &f domestic drama, 1t becomes banal, The
characters are often too petty and, when they are, the
material for true tragedy is missing,

Another element of domestic drama 1s, as Smith
puts 1t, the tendency to "moralize the age" and hold up
for indictment and warning the sins of the erring
parent, wife, husband, or lover, or to philosophize on
the extraneous forces contributing to the plight of the
charactersa 1n question.8 This didacticism has greatly
harmed many of the domestic dramas,

The chief detriment to many domestic dramas 1s,
as mentioned before, the pettiness of the characters,
They are too common as persons; they have no redeeming
feature, However, Smith 13 very general when he

concludes that since domestic problems are special, the

7 1vid., page 20.
8 Smith, page 2,



maln emotion aroused 1is pity.9 But when domestic drama
qualifies as tragedy, 1t does succeed in doing these
things because of the dignity inherent in the protago=-
nist. Further, what are special problems? Many of the
problems encountered in the greatest tragedies are
certalnly speclal, Few of us experience the difficultles
of-an Oedipus or a Hamlet, The fall of states and king=
doms 1s difficult to imagine today as depending upon the
fall of a single person. Iife 13 no longer that simple,
Everyone 13 caught 1n an enescapable mesh of foroces
which present a multitude of problems, Theae might be
considered special if they do not immedlately affect us,
but they are quite personal--hence universal-~in that
they can happen to practically any member of the audience,
Therefore, the concept of katharsis 1s as valid today
as in the time of Aristotle, In a domestic tragedy the
audience can 1dentify 1itself with the characters, and
there 1s a proper purgation of emotion during these few
hours of quite intense, honest feeling, When this
occurs; surely the domestic drama involved 1s worthy
to be called great tragedy,

Niocoll cautions that there are certain aims which

no dramatist can violate. He groups these aims proper

9 Ibid,, page 6.



to tragedy, comedy, and drame, and any confusion of these

aims can only result in either fallure or medioarity.lo

But Nlcoll goes on to say that tragedy "requires some

atmosphere of what may be called majestic grandeur,

and this in many domestic plays 1s entirely laoking."ll

An understanding of what 1s meant by majestic grandeur
must be ascertained, and 1t may be helpful to turn to
Aristotle's Poetics, which provides a very important
point of departure for any analysis of tragedy. The
following definitions establish a definlite criteria
which should aid in a differentiation between tragedy
and drame, Also, these definitions provide a key to
what actually constitutes majestic grandeur and from

whence 1t may spring.

Tragedy then, 1s an imitation of an action
that 1s serious, complete, and of a certaln
magnitude; in language embellished with each
kind of artistic ornament, the several parts
being found in separate parts of the play;
in the form of action, not of narrative;
through pity and fear effecting the proper
purgation of these emotions,

[ ] L] L] L] L] o o o o [ ] L] L] L] e © L] L] L] L] [ ] [ ] [ ]

The plot then 1s the first principle, and as
1t were, the soul of tragedy: Character
holds ‘the second place,

Tragedy 1s an imltation not only of a complete
action, but of events terrible and pitiful.

10 Allardyce Nicoll, The Theory of Drama (New York,
1923), page 174.

11 1paa,



e« » oplty 18 aroused by unmerited misfortune,
fear by the misfortune of a man like ourselves,

[ ° L ] * ° ° L] - L] [ [ ] L] L] L] L] L] L] L] [ ] [ ] L] L]

The the protagonist must be one who 1s
highly renowned and prosperous, . « «

N J o L] [ ] [ ] [ [ L] L] L] [ ] L] L] L] L] L] [ ] ® L (] * o

Tragedy 1s an imitation of persons who are

above common level.

His observations are essential in any attempt to discuss
the characteristics of tragedy, but 1s must be remembered
that they constitute tragedy as Aristotle witnessed 1t,
Values have changed, and audiences have changed in
attitude and erudition; therefore, the drama must of
necessity change. But in the beat domestic tragedies

all of the mentioned elements except the status of the
protagonist are there,

If we may depart from the concept of princes and
kings as being the only fit subjectas for tragedy, 1t
8t1ll remains to be discovered what tragedy should be,
From where are to come the awe and grandeur? The diffie-
culty may be attributed to the neoclassicists, who seem
to have felt that the rules they formulated would prevent
romantioc notions from destroying the sternness of

tragedy.13 Granted, there should be something stern and

12 Aristotle, Poetics, in Criticism: T, e Major
Textg, ed. Valter Jackson Bate (New York, » pages 22-9,

T ————————

13 Niocoll, The Theory of Drama, page 121.




maJestic in this art, But in our present world, persons
of a lower station of 1ife are quite capable of being
powerful enough within thelr own sphere of influence to
glve thée impression of majesty, and by thelr aots provoke
awe, Plty 1s not the emotion to be aroused, because pity
soon becomes associated with the sentimental. Many do-
meatic plays are gullty of this fault, However, those
domestic dramas which should be included within the
oonfines of tragedy do possess persons with sufflolent
potential, Henoe, awe and majesty are evoked by observa-
tion of some affront to noble human dignity of such
proportions that the personts station in 1life 1s of no
conoern, -Such charaoters have counterparts widely

spread throughout all strata of soclety, and the audience
can 1dentify 1tself with them. N1coll agrees that there
13 a spirit of universality found in every great drama
regardless of where or when that play was produced.
Although thls universality 1s often only aymbolic, 1t
ralses a set of ocircumatances to a'higher plane, and the
~traglo 1ﬁpfqasion 13 aroused.l4 Nicoll'is referring to
the subject. The same observation applies when speaking

of universality of character as herein defined, It

14 1p1d., pages 101-2,
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should be noted that the better domestic dramas, those
that should legitimately be classed as tragedy, conforme-
with necessary adaptation to our times==to the cited

portions of the Poetics,

There 13 one essential difference in domestic
drama, Character ia perhaps still second to plot, but
often, especially in the domestic tragedles, 1t 1s the
character who gives the plot 1ts significance, His
actions and reactions to extraneous or self-inflicted
forces, which may be mental, physical, or symbollcal,
are of utmost importance., Herein 1s the very heart of
universality., Awe and grandeur are provoked by the very
nature of the character in question, and 1t may safely
be said that in the beat of these dramas katharsis 1s
achieved, Ludwig Lewisohn felt that in modern tragedy
man fails to achlieve peace with his universe, There 1s
a losa of certitude, a "orying out after a reconcilia-
tion with an uncomprehending world,"15

It must be ascertained what sort of character might
possibly fit into a domestic tragedy. He is no longer
required to be a person of greatness as far as atation
13 concerned; yet there must be some feature within
hlis make=up which elicits the discussed attributes of a
tragic figure, If we agree with Nicoll that "It 1s the

15 Ludwig Lewisohn, The Modern Drama (New York,
1915), pages 4=5.
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hero who gives significance and tone to a trageay,"16
then 1% 13 the actlions of that charuoter which deserve
our attention, The important concept of the tragloc
flawi:has been further oconfounded with the entanglement
of external influences and wills with which the hero
cannot cope.l? Moreover, until the time of Marlowe,
tragedy was a thing of princes and kings., Marlowe,
through the influence of Machiavelli, developed the
superman in Tamburlaine, Dr, Faustus, and Barabaa:
These characters overrode the common moral codes 1n
their effort to realize their particular 1deals,l8
After thia came Hamlet and Macbeth, wherein, "The
tragic hero is placed in a position no other character
in the trugedy holds; he becomes not a superman, us
- with Marlowe's hero, but a figure stunding high above
his oompaniona.“19 The stage wus set for a man of
lower station, but with certuin attributes of greatness
inherent in his own human dignity, to assume the role
of a protugonist of a tragedy,

Regardless of the station of the protagonist, an
eggential factor in tragedy is the qtruggle. In the
domestic tragedles 1t 1s not a strué%le upon which the

16 Nicoll, The Theory of Drama, page 147,

17 1vi4., Pages 147-5%,

18 Nicoll, British Drama, page 179,

19 1414,
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fate of nations depends; instead 1t 1s a struggle with
unfriendly forces pertalning to domestic life. The
forces have to. be powerful, too powerful to overcome, bub
a traglc filgure must have the chance to fall honorably,
Most important 1s that we see this struggle with fate, 20
Lewlisohn explains this change in the struggle when he
says, "Thus the emphasis of the drama was shifted from

what men do to what they suffer,"2l .

EARLY DOMESTIC DRAMAS

In the very heyday of Elizabethan drama there
appeared the first serious domestic play,EArden of
Feversham, Its author was probably either Kyd or
Shakespeare; and 1t was acted between 1586 and 1592.22
This shift from royal themes was perhaps inevitable
as the classical restraint of rules and precepts wes
broken., This play does make the first definite break
with tradition.2® 1In an age that loved blood tragedies,
this play 1s in keeping with its theme of murder by a

wife and her lover., The favorite element of revenge

20 Barrett H. Clark, A Study of the Modern Drsama,
(New York, 1925), page 340,

21 Lewlisohn, page 3.

22  yohn Gassner, Masters of the Drama (New York,
1940), page 202,

23

Nicell, British Drama, page 95,
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13 missing. It 1s a medlioore play of coriminal passion
in whioch the wife, Alice, 18 infatuated with Mosble,
and the two plot to kill Arden. The characters are
unrealistic, Arden vaclllates from weakness to strength
with no precise delineation of character, - Arden of
Feversham fails as a true tragedy because it deals with
a ‘sordld event, and character development is subordinate
to the story, If it 1s thrilling, 1t 1s only because of
1ts graphic description that ie without broader significance,
The play remains an oddity; but 1t 1s important,
for it provided a definite opportunity for English drama
to take a new tack with a new type of tragio endeavor .24
Gassher has noted that although there were a few imita=~

tions during the Elizabethan period, like A Warning to

Fair Women (1599) and The Yorkshire Tragedy (1608),

the play 1s significant in foreshadowing the middle~

class drama of a later age,?® The Yorkshire Tragedy

shows some advance over Arden of Feversham because there

18 an attempt at a loftier appeal. Neither play succeeds
as successful tragedy, Tucker Brooke 1dentifles thelr
- fault when he says that these plays are "fine instances

of a class which, ‘because 1t concerns itself primarily

24 Ibld., page 95,

25 Cassner, page 203,
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with actual physiocal horror, can scarcely rise to the
level of high art,"26 e forces of romantio tragloc-
comedy and the horror tragedy brought doom to these
early attempts at domestic tragedy. The herolc senti-
ments were to transport the minds of men from the
contemplation of ordinary sorrows and joys.27 The
material fpr drama became restricted and conventiona-
lized. Consequently, a love for the impossible, the
stupendous, and the supernatural evolved. The c¢riminal
ramifications of 1llicit love had superseded the endea-
vors of Marlowe and Shakespeare to depict emotions with
artful taste. Stook situations and stock characters
became the vogue.28

In 1603 there appeared a play worthy.to be called
a domestic tragedy. This was Thomas Heywood!'s A Woman

Killed With Kindness, It 1s an 1solated piece and had

no imitators, probably because of the above reasons,
The theme of infidelity is nothing new, but as Otelia
Cromwell states in her study of Heywood, "it is the
Judgement of the husband that railses the play ot «

26 C. F, Tucker Brooke, Ed., The Shakespeare
Apoorypha (Oxford, 1908), page xii.

27 Nicoll, British Drama, page 203,

28 pghley H. Thorndike, Tragedy (Cambridge, 1908),
Pages 337~8,
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out of the haokneyed."29

The play offers a fine starting
place for a detalled study of the character of the
protagonist of the seriouas domestic dramas. In the
theatre of the day, infidellty was sufficient grounds
for blood revenge., Usually this theme was presented
within the atmosphere of a court with its wvarious
intriguea among personsa of noble lineage. In this play
the setting 1s the household of a well=to=-do business=
man, Frankford; his wife, Anne; and his supposed friend,
Wendoll, During Frankford!'s absence, Anne sucocumbs to
Wendoll's amorous advances, On his return, Frankford
1s told by a servant of his wife's infidelity, but his
faith in his wife 1s too strong for him to believe this,
However, during a card game that night between him,
Anne, and Wendoll, every play, every comment, and every
gesture strengthens & growing suspicion, The symbolism
and tragic irony of this scene contribute effectively
to atastate of dramatic suspense, It 18 finally too much
for the tortured man, and he must quit the game.

Here 13 a new Hamlet who also muat be sure before

he acts, On the excuse of business out of town, he and

hils aervant leave only to steal back into the house that

29 otelia Cromwell, Thomas Heywood, A Study of the
Elizabethan Drama of Everlaaz'ﬁife Eﬁew ﬁaven, I%EE),

page 55.
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night, and they discover Anne and Wendoll in each
other's arma. This would have been enough for Hamlet
or for any other character in Elizabethan tragedy.
Frankford, in a fit of passion, is about to kill Wendoll,
but a moment'%istay by one of the maids causes him to
change his mind, It 1is evident that he 1s an uncormon
man when he says!

I thank thee maid; thouj,; like the angelts hand,

Hast stay'd me' from a bloody sacrifice,-=-

Go villain; an my wrongs sit on thy soul

As heavy as this grief doth upon minel

When thou recordtst my many courtesies,

And shalt compare them with thy treasherous heart,

Lay them together, weigh them equally,=-

fTwill be revenge enough, Go, to thy friend

A Judas; pray, pray, lest I live to see 30

Thee, Judas=like, hang'd on an elder=treel
This 1s not the speech of a weakling, but rather, they
.are the words of a man who knows the insufficiency of
. death as revenge, Death: only satisfies custom and pro-
vides escape for the guilty, A man of Frankford's
.introspection would not mete such punishment to a be~
traying friend, However, Wendoll is not of admirable
character, and we remark this turn of events as merely
worthy of contemplation of a man who acts differently

from the prevailing custom, The horror and then the

30 & woman Killed With Kindness, LV,V.
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awe and majeaty evoked by his actions do not ocour
until we hear his pronouncement on his wife:

‘My words are registtred in Heaven already.

With patience hear me! I'll not martyr thee,

Nor mark thee for a strumpet; but with usage

0f humility torment thy soul,

And k111 thee even with kindness.Sl
From the lips of another person this would be considered
diabolical. But Frankford is a man with manifest love
for his wife, and he 18 also to suffer, not with blood
on his hands, but with oompassion, Further; he 1s an
ordinary man and not a king, and when Frankford
exercises his power of human spirit, he transcends any
titular station in life, A kingdom does not fall because
of his fall, yet one feels 1t could happen to him or
someone like him, This aroused fear 1s in true keeping
with Aristotle's theory of purgation. In the world of
reallity, moral people are fully aware that murder and
sulcide are not condoned. What 1s to be done then?
The alternatives mentioned are easy; Frankford'!s action
rises above both, There 1s majesty in such a man,
and 1t 1s his character alone that qualifies this
domestic drama as true tragedy.

The play taken as a whole has numerous faults and

should not be considered as great., The card game scene

Ibid.
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1s worthy of note, for it 1a one of the stronger points,
It primarily serves the purpose of bringing .together
the different figures in the play in one atmosphere as
well as connecting them with both the audience and the
world beyond. The effect 1s, therefore, that there

are forces operating apart from those presented on the
stage.32 Many great tragedies contain that air of
forces beyond the ken of ordinary human beings. These
forces of destiny, if they may be ,called such, are part
of what every person associates with any wrongs he suffers
that cannot be identified readily., However, 1t 1s the
character of Frankford which establishes this early
‘domestic drama as tragedy and therefore demonstrates
that this type of drama can rise above the level of the
serious problem play,

Jacobean dramatists showed 1little concern for the
domestic drama, The theatre after the death of Eliza-
beth was certainly active enough, but themes of political
and religious satire became the favorites. The plays
themselves were bescomeing more polished and less coarse,

- but quite often they were also more indecent ,5° The

52 Nicoll, The Theory of Drama, page 117,

Martha Fletoher Bellinger, A Short History of
the Drama (New York, 1927), page 247,
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_theatre was thought of as a thing of kings and lords,

and the jJjibes against the rising Puritans became food

for arguments concerning the abolishment of the theatres,
The playhouses werle considered as breeding grounds for
riota and disease; and this, coupled with the previously
mentioned religlous lssues, caused Parliament to suppress
stage plays in 1642, In 1648 all playhouses were ordered
to be torn down, Bellinger has noted that in a city

the slze of London these ordinances could not. be com=
pletely enforced, but for all intents and purposes, the

playhouses were closed from 1642 until 1660.34

Naturally,
when writers do not have the opportunity for practiocal
experience, the dramas written only for reading will
guffer, Moreover, during these years no signifiocant

play treating a serious domestic theme was written,

It 13 difficult to say why taste shifted to more
spectacular themes. Perhaps the middle class was tired
of 1ts dradb existence and wanted. to escape. At any rate
the playwrights turned to the Bast and Orlental heroes,

and the emphasi:s was placed on terror arising from

physical action.,°° Certainly this 1s evident from the

54 Ibid., page 248,

85 Nicoll, British Drama, pages 296-297.




20

popular heroic plays after the reopening of the theatres.

Thomas Otway did write one domestic drama, The
Orphan (1680), two years before his masterplece, Venice
Preserved,.:56 .The plot concerns the rivalry between
twin brothers for: the love of the heroine, Monimia,
their father'!s ward, She georetly marries one, but
by-_.a trick the other substitutes himself on the marriage
night, It 1s a shoddy situation wlth paraillels 1in
preceeding plays, and interest 1ls sustained, as Thorndike
points out, only. by "Otway?'s power to depict love and
distress.“37v~A1though saved as a play, it 1s hardly a
true tragedy. Monimia 1s a pitiful character who elicits
our sympathy but 1s soon forgotten, Too infrequent are
exchanges sauch as. the one when her seducer, Polydore,
guggests running away, and if they have a child, to kill
i1t. Monimia protests, and the following exchange hints
at the possible power of the theme?

Mon. No, sure, that may live?

Polye, Why?

Mon. To become a thing

More wretched than its parents; to be bragaed
With all our infamy, and curse its birth,

S8 Gassner, page 248,

37 Thorndike, page 217,
8 The Orphan, IV,
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Perhaps Nicoll's term drame would most aptly be applied
to this play., It 13 serious and presents a problem, but
because of the handling of character, 1t must remain as
an 1isolated example of domestic drama during the Reatora=-

tion, along with Southernets The Fatal Marriage and Rowe's

The Fair Penitent and Jane Shore.

It was not until several decades later that the
middle class was sorutinized, and this was in George

I1llo's The London. Merchant or The History of George

Barnwell (1731). This play may be accepted as definite
proof that. the merchant class by 1731 had a positive
and respected place in the English soclal system.39 In
his dedication to the play ILillo expresses a didactio,
moral purpose in writing the piece, for he felt that 1t
was through the medium of tragedy that his end might
best be acoomplished. Most relevant is his opinion
on the protagonist of tragedy because he insists:

If princes, etc,, were alone liable to mis~

fortunes arising from vice or weakness 1in

themselves or others, there would be good

reason for confining the characters in tragedy

to those of superior rank; but since the con-

trary 1s evident, nothing can be more reasonagae
than to proportion the remedy to the ddsease,

%9 Smith, page 81.

40 Tbid,, Dedication by John Lillo to The London
Merchant, page 83.
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It was his intent to enlarge the province of tragedy
by having characters which could come closer home to
the anvdience. With such a definite moral aim, the
subsequent scenes are often quite undramatic, Accord=-
ingly, Barnwell never rises to tragic proportions, but
Lillo was daring enough to make the hero a mere appren=
tice and from his fate draw tears from a fashionable
audience.41

The protagonist, Barnwell, is a young man who 1is
no matoh for the clever prostitute Millwood. Iillo
definitely asserts his theme when he has Barnwell &day:$

yot, for a moment?!s gullty pleasure, shall

I lose my innocence, my peace of mind, and

‘hopes of, s0lid happiness®42
Barnwell i1s simply too petty a person to be a:tragioc.
fiigure. He might move some to pity and indeed still
provoke a few tears as he did with an eighteenth cen~
tury audience; but too much consideration i1s devoted
to the moral implications of the play and not enough
to the development of Barnwell., Thorndike!s judgment
that "Barnwell’s repentence 1s much dwelt upon and the

moral lesson 13 enforced in every line,"45 18 indica=-

tive of the inevitable flatness of character whioch

4l N1c011, British Drama, page 297.
42

The London Merchant, I, 111,

43 Thorndike, page 315,
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ensues when an author uses his characters as mere
mouthpleces for his own convictions,

An 1lluminating speech, which 1s perhaps a coritique
of the English middle-class mind of this time, 1s pre~
sented when Barnwell says:

Isa virtue 1nconsistent with 1tself, or are

vice and virtue only empty names? Or do

they depend on accidents, beyond our power

to produce or to prevent--wherein we have

no part4 and yet must: be determined by the

event?4
His confusion 1s evident as the confusion of a class of
people now assuming more and more responsibility 1s
evident. The forces which are not tangible enough to
combat are to be later, as in this play, a vital fea=
ture of domestic drama. The ory of Barnwell 1s the
ory of a class of people when he says:

But why should I attempt to reason? All

13 confusion, horror and reverse, I find

I am lost, cast down from all my late

erected hopes, and plunged aﬁgin in gulilt,

yet scarce know how or whye-

Although this play was to have great influence on
continental, especially German, drama, 1t 1s, as Gassner

called 1t, "olaptrap."46 However, the importance of

44 The London Merchant, II, xiv, . -
45 gpid.
46

Gassner, page 285,
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this play exiats in the influence of the theme and not
of 1ts characters. Thorndike called it, "The most im=-
portant contribution to the general development* of
European tragedy 1n the eighteenth’centhry;"47 ‘ Poor

as the play may be, Nicoll believed that 1t "marked

the downfall of the classlaal f{ragedy, drove outworn
themes from the stage, and established the basls for the
modern theatre,"48

The type did not develop in England desplte the
popularity of this play., The Gamester by Edward Moore

a quarter of a century later 1s only slightly better

than The London Merchant. The most significant reason for

this failure to arcuse a larger following in this type
of drama was that comedy had taken possession of both
domestic sentiment and morallty, The speclies of
sentimental and tearful comedy which had appeared by
1730 in both England and France soon flourished in

49 The early eighteenth century reactions

both countries,
agalnst the Restoration comedies inspired the senti=-
mental comedies of Cibber, Steele, Colman, and Cumberland,

According sto. Smith the reason for this was as follows:

47
48

Thorndike, page 314,
Nicoll, British Drama, page 297,

49 Tnorndike, page 319.
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a perverted taste for sententious moralities,
and high-=flown sentimentalities, for tearful and
penitent heroines in distress, rescued from
catastrophe by a happy end, robbed domestic
tragedy of 1ts opportunity upon the stage,
Only I11lo's George Barnwell and The Fatal
Curiosity (1737), Moore's Gamester (1753) and
Cumberland's Mysterious Huaband {1783) remain
as examples of what the eIghteenth century
domestic tragedy might have become if it had
not been overwhelmed by the tradition of
sentimental comedy,%0

Then, as always, it was the audience which dic-~
tated the type of plays which would be popular, Ex«
cessivelexpenditure of money in the times preceeding
Queen Anne had impoverished the aristooracy, and they
no longer hesitated to make alliances with the wealthiséy
bourgeolisfe. The sharp cleavage between tradeaman and
aristoorat was closed. Thelr union produced people
who liked ocomedy, moralizations, sentimentalism, and
pathos.51 The power of appreciating tragic intensity
was rapldly being lost, and sentimentalism inclined
toward the drame instead of real tragedy.52 The audiences
became drude,~and the plays became mere melodrama; and
the better writers turned to plays to be read rather
than aoted.s3 As mentioned earller, such a departure

from the practical side of the theatre naturally causes

50
51

Smith} page 4.
Niocoll, British Drama, page 261.

52 Ibid,, page 299,

53 1p14., page 301.
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a decline., Goldsmith and Sheridan checked 1t a 1little
with their comedy of manners, but taste continued to
run to Gothic plays, melodramas, and imitations of
Shakespeare's histories, It was not until the later
nineteenth century that domestic drama returned to
England. Since the time of Pinero's The Second

Mrs, Tangqueray (1893), the English stage has had scores

of domestic dramas,

It 18 better to turn to the Continent before con-
tinuing with English domestic drama, The Continental
realists proved themselves masters of themes which
English writers were quite afraid to touch, However,
once the English playwrights learned from such men as
Ibsen, Strindberg, and Tolstol, to name but a few, the
methods of handling starkly realistic themes, the

English stage became modern.



CHAPTER II
REPRESENTATIVE CONTINENTAL DRAMAS

With Frederic Hebbel interest in serious domestio
drama on the Continent was begun, Prior to Hebbel's

Maria Magdalena (1844), German dramatists were concerned

with conflicts between the standards of the aristocracy
and those of the middle class., In this play Hebbel
breaks with tradition and confines his characters to
the lower middle class, for he felt that they contained
within themselves the elements necessary for tragedy.l
The protagonist of the play, Master Anthony, governs
his own 1life and the 1ife of his family by strict codes:
the codes of the lower-middle-class German who values
honesty, hard work, class consciousness, and strict
morality. He 1s adamant in maintaining these codes,
and when they clash with the changing society, the
result 1is the ruin of the entire family,

Anthony has no patience with his son Karl, who,

though a hard worksr, also loves to play and has incurred

1 Robert Metoalf Smith, ed., Types of Domestic
Tragedy (New York, 1928), page 151,
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a few samall debts at the village taverns. When Karl

13 accused of a jewel theft, Anthony readily accepts
his guilt. Sooclety in the form of the baliliff Adam
collaborates in this tragedy because according to A
Anthony's code a bailliff was not the equal of an honest
craftaman, and Anthony had once refused to drink with
Adam. Adam naturally seizes the opportunity to avenge
this slight by making a publio display of Karl's arrest
and the search for the jewels in Anthony!'s house. The
mother, who has been 111, dies from the shock. Clara,
the daughter, was to wed Leonard. He is a scheming,
young man who had intended to marry her because he knew
her father had a large sum of money which he wished as
a dowry. When he learns that Anthony no longer has the
money, and then the thought occurs to him that having for
a wife the sister of a thief would be disabling to the
career of a town cashier, he breaks with her, Clara 1s
pregnant with his child, but she knows she cannot tell
her father because i1t would kill him, Instead, she
oommits suicide. Karl, when exonerated of the orime,
returns home; but he 1s going to run away to sea because
he 13 no longer able to abide with his father's tyranny
and lack of faith in him. The entire family is ruined

because of a combination of incidents in collision
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with a code of ethics which 1s defined by convention
and not by expedience or right,

The play 1s not a true tragedy. Anthony 1s repre-
sentative of a class and 1s used more as a type than
as a real character, His redeeming features are only
abstract representative conventions, and hls actions
are directed toward satisfying these rather than a
sincsre concern for his famlly. He never tries to adjust
to the changing times; but instead, he remains ensconced
in this inflexible code of ethics which can only mean
defeat. His stubbornness is not of a noble kind, It
is a blind adherence to a code, and when he says at the
end of the play, "I don't underatand the world any more,"2
one notices that 1t 1s a class of people who are confused
and not only Anthony; he 1s of secondary importance,
Therefore, the play 1s a serious problem play and
nothing more. L. H, Allen, in his introduction to
Hebbel!'s plays, noted that Hebbel felt that "tragedies
arise not from the direction of the will as Christlanity
would have 1t, but from the will 1tself."3 It 1s a
shame that Hebbel did not execute this theory in

2 Maria Magdalena, trans., Barber Fairley, IIT,xi.

3 L. H. Allen, ed., Three Plays by Frederic Hebbel
(London, 1914), page x1iv,
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Maria Magdalena. If Anthony had not merely conformed,

but instead, 1f he had given hils code an honest appraisal,
the play might have developed to tragic proportions
because of the potentialities for a great struggle.
Despite the fact that this successful and impressive
drama does not achleve traglic proportions, Hebbel's
influence both with his naturalistic style and cholce

of theme 13 evident in later Continental dramas,

The effects of Soandanavian, and especially Nore
weglan, drama are still being felt in all creative
literature, In theme, method of exposition, conception
of character, and style a whole new vista was opened,
Although Ibsen and Strindberg are perhaps the most
popular, Bj8rnatjerne BjBrnson's importance in the rise
of Scandanavian drama cannot be overlooked.4 Moreover,
Bjbrnson must be given credit for writing the first

truly successful social reform play, The Bankrupt

(1874)., As Gustafson has noted, this play probably
encouragzed Ibsen to continue with this type of drama
which he had only halfheartedly worked with previously.5
The Bankrupt (En Fallit) 1s a serious domestic drama

which was dlsmissed as dry and trivial by early oritles,

Alrick Gustafson, "The Scandanavian Countries,"
in A History of Modern Drama, ed, Barrett H, Clark and
George Freeé!ey {Wew York, 1947), page 44,

5 Ibid., page 45.
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but 1t soon became one of the great successes of the
Scandanavian theatres.6 The play 1s nelther a tragedy
nor Bj8rnson's btest work. However, 1t is important for
the purposes of this paper because the play contains

a conception of character as well as the effects of
circumstances on a group of people which were to play

a vital role in later domestic dramas,

At the opening of the play, the Tjaelde family 1is
presented as an 1dle, upper-middle-class family. The
daughters, Signe and Valborg, care only for the sham and
pretence of socilal position, Valborg disdains the
displays of affection by Sannaes, her father's confidential
clerk who has uncouth "red hands.” The mother's whole
concern 1s to prepare varied meals that will give
oredit to the house and thus enable her husband, Henning,
to make a. good impression on his business assoclates,

The foreboding of tragedy is introduced, however, for
the other businessmen in the area are falling, It 1s
apparent that Tjaelde will also fail. The following
speech by Valborg 1s :constantly remembered as the play

proceeds because of 1ts powerful irony:

6 R. Farquharson Sharp, Introduction to Three
Dramas by BjBrnson (London, 1912), pages x-xij
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Well, I cannot imagine how one. could be more

cruelly wronged than to be allowed to assume a

position that was nothing but a lie, to live

up to means that had no real existence but

were merely a sham--one's clothes a lie, onets

very exlstence a lie! Suppose I were the sort

of girl that found a oertain delight in making

use of her position as a rich man's daughter--

in using it to the fullest possible extent;

well, when I discovered that all that my father

had given me was stolen-~that all he had made

me belleve in was a lie--I am sure that then 7

my anger and my shame would be beyond all bonds}

It 13 soon apparent that all really 1s a lle, and
not even a last moment appeal to a Mr, Lins, a rich
banker, can save the TjJaelde business, TJaelde has
cheated; he has kept false accounts; he has practiced
poor business ethlcs; he has deoceived his friends; but
he has worked like a demon to hold 1t all together.
Under the ruthless investigation of Berent, all this 1s
discovered, and Tjaelde 13 doomed. Tjaelde considers
running, shooting Berent, and shooting himself; but after
liatqning to Béiént's terrible'aréument, he rises above
these things. The second act, which contalns Tjaelde's
desparate sparring with Berent, 1s a masterful blit of
work. From the standpoint of finance, the heart of
the play 1s provided by Berent, who says, "You have

mixed up falsehood and truth for so long that you have

7 The Bankrupt, trans F. Farquharson Sharp, I,
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forgotten the simplest laws of oommeroea"8 " However,
this 1s not the true importance of the play. Tjaelde
has lost himself, and in doing so, he has lost his
family. The possible course for salvation 1s made
clear in the following exchange:

Tjaelde., Oh! =--How shall I ever dare to look
any one in the face again? --I, who
have deflled everything and deceived
every one?

Berent. The man who has enj)oyed the respect
which he di1d not deserve must some day
undergo the humiliation which he has
deserved. ‘That 1s a lag; and I can~
not save you from that,

TJddelde gives in and calls for his wife to comfort him,
and the curtain comes down at the end ofha tremendous
act, '

During the ensuing action, humlliation 1s heaped
upon the man, but the famlly 1s drawn together. They,
with the faithful help of Sannases, agree to work as one;
and in the final act the bankruptoy has been pald off;
Valborg and Sannaes are:'to be married; Signe becomes
a useful human being; the mother 1s cared for; and all
1s sweetness and inspirational light. In fact, 1t all

becomes rather common melodrama with the reunion of

friends and the regained respect of all., The lessaon

8 1v14., II
® 1p14.
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that a "united family 1s invinciblel" 1s voiced,lo and
true as this may be,. one has the feeling that nothing

was really lost; no sacrifice was really made; no odds
were really very strong. .

Of course, with such an ending the play would not
be called a tragedy under any reasonable definition,

All has paid off; patience, humility,. hard work, and

love have triumphed, There 1s a definlte tragic air

at the termination of the second act when Tjaelde actually
does become ennobled in the eyes of the audience, If the
play had ended there, or if BjBrnson had continued in a
different vein, the play could have possibly developed
into a tragedy. Such was obviously not his intent.

The play 1s very important, however, in light of what
BjBrnaon demonstrated could be done. It took Ibsen to
extend what Bj8rnson started into tragedy.

Henrik Ibsen must be considered next, for all serim s,
modern domestic drama 1s in one way or another indebted
to his influence., In addition to Hebbel and BjBrnson,.
Ibgen undoubtedly owed much to Eugene Scribe's concept

of la pibce blen faite. . Early in his career Ibsen was

stage manager in Bergen, and he staged many of Scribe's

plays. This contact with the practical side of the

10 1p14., III.
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theatre 1s evident in Ibsen's oraftsmanship. But Ibsen
went beyond a mechanical presentation of time-worn
plots and entered into the realm of psychologiocal realism,
Domestic drama 1s Ibsen's forte, and the intensity
he 1nstills in his characters as they struggle against
problems which are often commonplace, but vital and
relevant in that they are integrally associated with
both the tangible and intanglible world of his own times,
allows some of them to be worthy of consideration as
true tragedy. Heywood and Lillo anticipated his treate
ment of these themes, but as Nicoll has noted,

Ibsen wove together the tragedy of the
individual soul with the tremendous forces
which move in social 1ife like some blind
destiny searing and destroying, mankind

in their path seeming no more than an in-
sect fluttering ineffectually against the
mighty barriers which loom up against 1it,
Ih:Ebsen we have not merely domestic tragedy,
but soclal tragedy, the forces of 1life
forming dominating dramatis personae who
move unseen across the stage and ralse the
whole work to the level of the greatest
traglic passion,il

While Ibsen demonstrated that tragic character did
not have tc be remote, he also realized that the drama-
tist had to have characters of a sufficient magnitude

in themselves; and further, he had to know each of hils

1l Allardyce Nicoll, British Drama (London, 1946),
page 340,
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chargcters inside and out, - James Huneker referred to
Ibsent's plays as soul dramas, for ‘in them the human
soul was both a shadowy protagonist and a stake for
which the characters gambled.l2 It 13 because Ibsen
knew hls creations, knew thelr subconscious as well as
their conscious thoughts, and then knew the :relation of
each character to his surrounding society, that Ibsen
wag able to portray such vital, llving persons. It
was the will of these people, the individual will
struggling against the forces of soclety embodied in
other people, that could be recognized; and hence there
1s the universal concept that permits his dramas to be
considered as more than the exposition of a problem,
Although Ibsen 1s concerned with an immediate social
problem in his plays, in general all of his plays are
concerned with the individualts total relation to society,
In unfolding his story and developing his characters,
Ibsen characteristically employs what Alrik Gustafson
called "retrospective analysis"; that 1s, he begins his
action.in-the middle of a orisis and reveials in the subse~
quent diaiogue:with telling dramatic skill the whole of

the circumstances ieading up to this crisis.13 It 1s

12 yames Huneker, Iconoclasts (New York, 1909), page 1.
13

Gustafson, In 8lark and Freedley, pages 9=10,
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by his subtle analysis of character that Ibsen created
living dramas, Moreover, 1t 1s through the subsequent
greatness of these characters=--even when diabolical==
that the impression of witnesslng the fall of a truly
worthy‘figure provokes awe, If the term "universality,"
as defined earlier, can be taken in a more limited sense,
Archibald Henderson, when speaking of Ibsen's pisys, has
precisely identified the focal point of greatness ine
herent in them, He saild, "Ibsen's plays, his greatest
plays, are universal because they are laid in the inner
nlé

1ife, the region of moral consciousness,

In Rosmersholm (1886) Ibsen created two principal

characters, Rebecca West and Johannes Rosmer, who 1in
thelr braodest sense may be thought of as representing
rebellion and liberalism in the former, and tradition

and conservativism in the latter., If Ibsen had presented
these two people as types, the play would never be more
than a serious problem play., But Ibsen ocreated two real
persons whose wills clash with each other as well as

wi th society, Further, he placed his setting in an
ultraconservative atmosphere, Rosmersholm, whereln no

rebellion could be endured,

14 Archibald Henderson, Furopean Dramatists
(Cincinnati, 1918), page 156,
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Rebecca West 1s a very complex character, Huneker's
interpretation may cause one to miss her greatness. He
sald, "As cunning as Becky Sharp, as amorous as Emma
Bovary, as ambitious as Lady Macbeth, Rebekka [gid] West
13 the most complete portralt of a designing woman that
we know of "% At first glance Rebecca 13 all of these
things. But one cannot forget that she 1s also an
1dealist, . She 13 the emancipated woman who can allow
nothing to stand in her way. Rebecca believes in a
new freedom, political and soclal, and she has had no
restraining background to inhibit her from promoting her
purpose, - Chandler has noted that she 1s unmoral rather
than immoral, for she i1s true to her inner convictions
despite her sins.l6 Rebesca chooses Johannes Roamer as
the vehicle for her ideals because she intends to achleve
her purposes through him, Roamert!s wife, Beata, was in
the way, and Rebecca persuaded Beata to commit sulcide,
thus removing herself to permit Roamer to achieve
greatnesa unhampered. Rebecca almost succeeded, except
for two things which led to her fall, First she fell in
love with Roamer, and 1t 1s doubtful she ever originally

15
Huneker, page 865,

16 Frank Wadlelgh Chandler, Aspects of Modern Drama
(New York, 1918), page 22.
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intended that to happen; mecond, she did not count on
the tremendous fored of tradition inherent in Rosmer's
character,

At the opening of the play Rosmer is almoat totally
under the power- of Rebecca, He has broken with the
Church, and shortly after, he announces his intent to
Join. the liberal party. He has agresd with the ideals
of the party's cause, but he has no conaept of the
praoctical side of revolt, Confused by a rebuff by the
editor of the liberal newspaper who wants Roamer's
name a3 a conservative Christian only, and later the
painful -knowledge that Rebecce waa responsible for
Beatafs death, he naturally retreats within the traditims
which are so much a part of him., Roamer 1s not, and
could nsver be, a fighter, The past 1s too much with
him, and he cah nevar break completely with it, Tnhis
same pasis~Rosmersholm itself-~also breaks Hebecca,

There 18 no room for consciencs in Rebecca's mind,
1t would appear strange, then, that she could have such
an altrulstic outlook~-such a dedication to ideals,
Perhaps ulizt 1s tho blind spot in all revolutionariege=
and a necessary one, Only the end 1s imporusui, hot the
means. - $he would have succeeded with Rosmer if he had

been a man with a weaker tradition behind him, But
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then there would have been no tragedy. Rebecca 13 faced
wlth inviucidble odda, and her supreme will does not
allow for. compromise. Chandler has noted, however, that
sheer individualism can only defeat itself, Once flerce
individualism acquires a sense of moral responsibility,
a person who willls must also will to renounce,l? Come
promise 13 impossible bescause of the pagan strength
behind Rebvecca's will, ¥Yhen she sees that nothing more
can be done with Rosmer, she remains firm in her cone
victions and chooses to lsave rather than ascocept his
offer of married love. Henderscnhn has expressed her
plight most aptly when he sald, "we feel that he spirit,
not her oonviction is broken."18
It 18 doubtful that the sympathy of the audlence is
consclously with Rebecca until the last act. Certainly
many of her actions have been far from admiradle. But
near the oend of the play she is orushed and quite rcady
to bow out and return to the North, ©One doss not know.
Just what her purpose means to har until she tries once
more to prcd Rosmer into the fight, She atlll belleves

that 1f ne would t»y, he could ennobls men's minis, and

he protoats:

17 1b14., page 23.

18 Hendersoti, page 140,
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Oh Rebecca==I, who no longer belleve in my
own mission}
To this Rebecca anawers:
But jour mission has stood the tast élready-
You have ennobled one human being at leagt==
me you have ennobled for the reat of my days.
However, Rosmer muat have proof, and he demanda:
Have you the courage=-have you the willwe
. gladly, as :Ulric Brandel sald--for my sake, Lo~
to=night=~gladly-=to go the same way as
Beata went?
Rebecca, who oan never compromise, willl do 1t3 and the
audienae at this point feels exactly as Rosmer, who saya:
There 1s a horrible fasoination in thls-=-31°
¥Yhen Rosmer realizes she 13 1In. earnest; he knowa he too
must dle,  Only through death can he break the bonds
with which Roamersholm holds him, George Rernard Shaw
analyzed this turn when he szid, "What has really
selzed Rosmey 1s the o0ld fatal 1dea of explation: by
sacrifice,"20
Rosmer pronounces Hebecoa his.wife and volees his
desire to go with her, Rebecca, frue to har will, must
know if sho has suoceeded=--1f 1t has not all been 1in

vain . Tha play ends thus:

19 Rosmersholm, V,

20 George Benard Shaw, The Quinteassence of Ibsenism
(New York, 1905), page 112,
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Rebeccas  Yes, But tell m: thia: Is it
you who followsa me? Or 1s 1t
I who follow you?

Roamsay, We shall never think that
question out,

Rebecca, But I should like to know,

Rosmer, Ve go with each other, Rebacoawe
I with you and you with me,

:_ Rebecca, I almosat think that 'is the truth,

Roamer, Por now ve Lwo ore one,

Rebecca. ' We are one, Come} We go gladly.2}
They go to their end togethsr, and what could not be
accomplished in life was accomplished.through union in
death, Rebecoa did not completely losa, even though
deatroyed. She is thuas ennobled in the eyes of the
audience, On rather wishes that:she could have succeeded
in life, Everyone has certain ideala, and too often
one must compromise thess ideals to remain alive. At one
time or another everyone faces some declalon of this
gort; thus, one cannot help 1dentifying oneself with
Rebecca's plight, Ibsen sald in a letter to a debating
club:

The pisy deals with the struggle which all

serious minded human beinga have to wags
with themselves in order to bring their

21 Rosmersholm, V,
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1lives into harmony with their convictions;
the heroine Rebecca ¥est after such a
struggle rises to the standards of true
nobility, prererg%ng to dle rather than
win by cheating, : :

It 48 evident that Ibsen d1d just that with Rebecoca,
and the play succeeds as a true tragedy.

A later play by Ibsen, Hedda Gabler (1880), invites

compariason with the one just disocuased, O©$nce agaln the
central character is an emancipated woman, Hedda, howe
ever, has no, purpose in life, Vague aspirations and
dreams of a glamorously intoxicating 1life stir her,

but she 13 too sterile to face them in actuality,
Gassner has desoribed her perfectly as "a orystal clear
example of a maladjusted woman"2® In using the title

Hedda (ablar, and not Hedda Tesman, Ibsen showed that he

wished to present an independent being and not a wife,
Her husband 1s a plodding scholar who she feels can not
possibly understand her, Life 1s an lmpossible bore, and
she oraves excitemant, Basioally, the thesis %az ¥hat

does a person do.who has renounced old responsibilities

22 Henrik Ibsen, Letter to a student's debating

chapter, Number 1€7, in The Correspondence of Henrik Ibsen
quoted ty A, e Zucker, Ibsen-The Naster Bulider (New York,

1929), page 205,

23 3ohn Gassner, Masters of the Drama (New York,
1940), page 377,
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but cannot or will not assume now onea? Ibsen presents
the destiny of such a person within the framework of the
sooclety of the day; but characteristiocally, he goes far
beyond the surface of his characters by vividly rortray=
ing their emotions, reactions, and attitudes, both
oconscious and unoconacious, with penetrating skill,

-. Hedda never rises above the repulsive, but there 1s
fasocination in watching her just as thers 1is in watching
a snake, Utterly malicious, she destroys the reformed
L8vborg and shatters the love between him and Mrs, Thea
Elvated, though she can gain nothing by it, When forced
by her deeds into an intimacy with Brack to prevent
discovery, she cannot face the reality of this, and she
shoots herself, Iike Rebeocca Weat, Hedda has no soruplesj}
but unlike Rebecoca, she 1s not capable of any spiritual
growth, She i1s, as Guatafson has noted, "as inwardly
empty and 1limited as she assumes her environment to be."24

The play offers an excellent example to prove the
point of thls paper, 1If presented as a serious drama,
with an audience anticipating a serious problem play,

Hedda's plight is pathetic despite her maliciousness,

It besomes a condemnation of the empty people of the

24 Custafson, in Clark and Freedley, page 17,
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world who, given freedom to act as they choose, can do
infinite damage before they are stoppeds Their seemingly
motiveleas actiona are an indictment of a whole group of
people vho have no honest reason for existence, Perhaps
Henderson was right when he said that the play songht
"the moral regeneration of the individual and indirectly
of apoiety."zs

The play never assumes tragic proportions because
Hedda, herself, 1s not a tragic figure, 3She 1s incapable
of any noble deed, Her death comes as juat retribution
for one who does not astruggle honestly to raise herself
from the doldrums of boredom. The audience can sympa=
thize with her plight and feel sorry that she never
found herself, but there 1s never a feeling of horror
because she commi ts sulcide, If her will were gulded
toward selfe~realization, which 1s a universal struggle,
perhaps an honesat identification could be made, There 1ia
no indication that Ibsen ever intended such a thing. At
the first pressure of adverse circumstance, Hedda gives
in without a atruggle, and no possible admiration can

be aroused for such a person,

25 Henderson, page 153,



46

¥oreover, this drama has been presented aa a comedy
and gquite successfully, Vhen one analyzes the play,
Kicoll seems right when he says, "Hedda 1a really not
frightening; she 1s mordantly funny."26 After Hedda
has shot herself, her husband characteristically says:

Shot herself! Shot herself in the templel
Fanoy ‘that}

Judge Brack then exclaims:

Good Godl e~=paople don't do such thinga.gv
Certainly such sentiments would be quite out of place in
the great hightragedies when the hero finally succumbs,
But once again, Xicoll has analyzed this turn when he
said, "instead of aiming at the traglc, Ibsen has written
what in effect 18 high comedy,"2®

This, then, 18 in essence what constitutes the
difference between true traéedy and a problem play,
Depending upon the attitude taken, a problem play can
be serious or light or a combination of the twé. A

true tragedy has no room for a conflict in emotions on

the part of the audience, A true tragedy iay have

~26sA11ardyoe<Kiooll, ¥orld Drama (New York, hH.d.),
page 541,

27 Hedda Gabler, IV,

28 Nicoll, World Drama, page 540,
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comic relief, .but it is never funny as a wholes Neither
the setting nor the station of the characters is important;
these are subordinate, It 1s the basic stuff of which
the protagonist is made-=~a nobility.of character struggling
honestly for what he believes despite the means used,
ocoupled with a positive identification that 1s universal
in that all thinking people are capable of comprehending
the tragedy of this person?s demise,

‘This 48 not to detract from Hedda (Cabler as a great

play, Conatyuction 18 perfect, and the characters are
drawn realistiocally, emerging as living human beings,
Ibsen presents a pioture of life that is wholly believable,
Hedda 1s brilliant in her own way, but she has nowhere

to direct her energies except in malicious deeds, She

is bored as any person is bored who has nothing but
emptiness to look forward toj therefore, she 1s doomed,
Also, Ibsen ironically gives the victory to the stupid,
unimaginative George and Thsa, Perhaps Huneker's
oriticism desoribes both the fallure of the play as a
tragedy and the power .of the play as a careful analysis

of domestic life, He said, "It 1s all pilteous, all
hopelessly banale=and 1t ia also dally 1life to i1ts central

oore.”ag

29 Hyneker, pages 105~106,
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gunnar Helberg should be oonsidered as belng in the
tradition of Ibsen and BjBrnson, Iike these men, he also
had a firm background.in the practical sitde of the theatre,
becauge he was at one time the theatrical manager at Bergen,
However, deaspite these origins, with their corresponding
emphasis on sosial problems and stark realism, hia work
may be thought of as representing a break with the tradi-
tiona of the eightiesa, for it correasponds more 0losely
to Strindbérg‘a experimental expressionistioc drama.so
The 0ld method of a carefully oonceivad plot 1s abaent in
his work; instead, Heliberg concerns himself with character,

Gustafaon has identified the theme of The Tragedy of Love

(1804) as being "a oonfliot between love and man's strive

ing for higher cultural 1deal§."31

: Theraefore, the drama
is a problem play with a serious domestic setting. The
play 18 alao a tragedy in the trueat sense,

-Ag the play opens, the two principals, Karen and
Erling, have met in a cattle herderts huty They had
agreed a year before, neither to see hoi to write each
other as a teat of thelr love., Bub they are again toe

gethor and deeply in love, . Erling sees himself as being

S0 Gustafson, in Clark and Freedley, pages 51=52,
51 1b1d,, page 53,
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ennobled by thia love=~~now he can do anything because
the thought of Karen ocomforta him and drives him: on,
However, Karen sees this love a3 being a physical bond,
nothing more than a thing of isolatlion which insulates
them from the rest of the world, Then Hartvig Hadeln,
a wandering poet, enters; and in speaking to them; he:
outlines the theme of the plays the battle of love,
wherein "he who loves most 18 always the loser, for he
loses the loved me."aa
- fladeln eontinues, attempting to explain that the
transports of the. early romantic love must soon die. He
suggests that somothing deeper and more profound must
develop between the two lovers, When the physical aspects
of sexual love are identified,. congummated, then there
must be a growth in relationship, Helberg propounds
this philosophy in the following speech of Hadeln:
-The soul 1s a later invention, madam,. The
feeling of shame springs from the transports
of the body, That feeling produces sesreocy,
And from the seoreocy oomes what we call the
soul of love, But when we divulge tho seoret,
then there 1s not much laft of the soul,y And
‘that's the way love dles, poor thing-~saorsd
love, man's nmost beautiful dream, the great poem
of life, the sublime. stupidity, the divine:

madnesss__Pooh~~-gone as soon as the seorecy
vamosed 133

;2 The Traszedy of. Lova, tranai Edwin Bjorkman, I,

33 rp1a,
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A few months later when Karen and Brling are still
on thelr honeymoon, 1t 13 oleay. that the battle has.begun,
The gay round becomes boring to Erling, He wants o get
back to hls work, Karen, howaver, is fllled with joy3
she dees3 a perfoct balance of love betwesen them whioh.
wvhe wants to continue forever, Two yoars latser it ia
apparant- that a breach has widened between the two,
Erling 1s about. to leave for an inspection tour to the
plantations, Me is happy, absorbed in his work, and he
more oy less talas the love of Karen for granted, But
within Karen fires of torment are burning, ¥%rling has
not raalized this, but when 4t is foraed upon him, he
attempta to explain what haa happaned,

Our life 1a real 1ifs, Karen, You, who havs
such a refined nature and who are so quiot and
genalble in all your ways, don't you fesl that
the softer and more subdued note characterizing
our life lately haa a far greater human value,
than the=~=the sensual transports of that first
-time?' It seems so0-strange that I should have
to ask suoh a question, Think for yoursell,
All that we.have lived together these years,
all that we have in commone=does 41t mean nothing
at all to you? . Our common joys and our common
- mishaps~~all the inertia with which I have had
“to contend, all the 1ll~will and stupidity?
And our memoriea? Our seorets? .Our work? Our
‘gomhon faézh in the future? Our plasce lisre?
Our -home? T,

8¢ rv1a,, III.
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Karen can asee none of this, Erling has developed fayr
beyond her, The only think that matters to her 1s that
he loves her, conatantly and completely. She possesses.
& monamaniacal attitude which forces her to say:

%han you loved~me=eniot now, wheén you: zo

around in the woods longing for ms««~then

I had a feeling of life~-0of splendld, -

perilous life, with death close at hand, -

Then everything waas grand and glorious, : :

Then everything was luminous and logioal.

and T understood everything,S8 R oy

¥iikont arriving at any definite understanding,
Frling goes off on his tour, and immedlately aftsr he
leaves, Hadeln arrives, Xaren, in her torment, attempts
to seduce Aadsln, though it is quite obvious that 1t 1s
not Hadeln whom she desires, She 1s almost mad with her
frustration, and when Erling returns unexpestedly, she
taunts him by telling him ghe has besen unfalthful, He
reacts as a normal husband would, inquiring who it was
and where he went, This 1s the final blow. Karen kills
herself at the termination of the play.

Karen struggled agalnst odds too invineidble to overe
comes These 0dds were an intsgral part of herselfe=the
basis nature which cannot be altered, She strugglei,

both with heyr own feelings as well as in hey attempt

35 1pia,
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to make Erling understand,. But 1t was an impossibdle
fight, and.she was arushed, Hadeln tells Karen shortly
before the end of the play that love kills

The one that cannot 4ole 1t out grain by

graine=the one that has not turned love into

a hadvdt, And you have not done so, You

cannot do 1t, You are atrong, But love

18 atronger than you, You arec at 1ts.

mercy., And 4t will triumph over you,36.

It 18 a true tragedy when the emotions aroused are
those of awe and not the lesser feeling of pity, and in
Karen's situation, such ias the case on the part of the
audience, There is horror in realizing that a person,
fundamentally good and filled with love, 18 going to
be destroyed by that love, One can argue about the
rationality or maturity, ifvauoh a word can be applied,
of Karen's love3 but one cannot argue with the integrity
and sinaerity of her feelinga. PFor that reason there
is a true purgation of emotions on the part of the
observer in watohing a person such as Kareﬁ, wrong as
she 18, struggle for what she belleves, Furthermore,
her struggle means har doom,

Alao, a3 18 the case in many tragedles of the first

order, thore is exultation at the ena. Hadeln, who

36 1p1d., IV,



53

believes 1t 18 more beautiful for love to kill than for
1t to.d1e, sayas to Erling at the play's end:?

Be proud; EBrling Kruse, Nake & croag on your

door, A oross of bloods As a sign that love

has visited your houses Behold the stargee

her atara(s?

It.is strange that thls drama.s not better known,
It 18 carefully cénatructéd. The philosophy. and argue
mentation is never didactio or heavys but réhhev. thege
things evolve naturally as a part of the astion, Even
in translation the poetry of the lines breaks through,
Purther,.this early example of shrewd psychological
1nsight into the deepest feelings of married people has
seldom been surpassed, Deapite all these virtues,
the play 1s rarely performed today, Horeover, it does.
not even appear in many anthologlies, Perhaps 1t is too
d1ffioult, Whatever the reason, it cannot be denied that
one of the finest tragediea written with a domestioc
setting exlists as proof that no more 18 rehuired for
tragedy than the inherent potential of. the dramatis
personae regardless of station of 1life or setting of
actlion,

Dramatists st1ll return to the playa of Auguat
Strindberg in search of the key to unlock the mystery.

37 1mid,,
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of o?eat;ng living, intense characteras, In Strindberg's
The Fﬁthéfg(lasv) there exista, as Smith haa noted,

one of tha firat dramas "to present unflinchingly the
psycho~physical intricacies and struggles of sexe
antagonism whioch, in Strindberg'!s view, predetermine
domestio tragedy.“sa 4Perﬁ§pa to understand the "why®-
of Strindbergl's dramas, one must first understand
3trindberg, for much nf his work 1s definitely suto=-
biographical, But a play must be taken for 1itself and
not be dependent upon an intimate knowledge of the mood
or background of the dramatist, In The Father Strindberg

oresated the wife Laura who invites comparison with Hedda
Gabler and Rebecoca West, for she, thoughshe destroys her
husband, 18 as much a fallure as they are. 'Gassner has

m39 o1 e

called her an "emotionally hip;ﬁreoked ﬁoman.
i: vary shrewd, diaboliocal, and utterly lacking in morals
when dealing with her husbandj yet she 1s ignorant of the
worth of his work, displays orthodox morals to others, emd
can be quite kind to all save her huaband.4°. On the sure

face the theme of this play seema to oonslat of a atruggle

%8 smith, page 213,
59 Gassner, page 391,
40 1p44,.
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between Laura and her husband, the Captain, over the
possession of their daughter, A deepeﬁ interpretation,
which also may be correct and would give a proper tone .
of tragedy,; has been offered by Archibald Henderson,
He aald that. the play represented

the teryibdle plea of the elemental male for

the rightsof fatherhood, the patriarchal functions

-0f a man as the ruler of the famlly holdlng

within hia hand the directive control of the

future of his posterity.4l

Strindberg certalnly conceived of his characters in
such & way that there could be no doubt of the outecome,
The Captain 1s intelligent, essentially good, and sensie
tive, Taura is leas intelligent, but also less moral
and more thickegskinned, Although they both possess
powerful wills, the Captain is no match, for as Gustafson
has 3aid, "The weapon she employs with a deliberate,
sataniec skill to gain her end is that of mental suggese

nd2 No Iago ever used such posionous, suggestion

tion,
with more skill than does Laura, She artfully implants

the idea in the Captainta mind that he is not the father
of his own chllds This becomes a manla with him, and he

1s driven insane, Although the Captain does put up a

41 Hendeﬁson, page‘48‘
42 Guatafaén, in Clark and Preedley, page 28,
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vigorous fight, he .must struggle against a-somplete:
matriarchys his wife, his 0l4d nurse, his deughter,
and even the memory of hia mother,: ¥When laura has.
triumphed and has the Captain in a stralt jacket, she
asks if he thinks she is his enemy; he answers:?

Yesa, I do think so, ‘I do belleve that you:
are all oy enomlssal  Hy.mother, who did not

--want to bring me inte the .world bscausse I
wad to be bor~n with pain, was my enemy when .
she deprived my embryonic l1ife of 1ts noure
ishment and made a weakling of me, Wy aistey
was ny anemy wneén she taught me that I was
to be obedlent to her. The firat woman that
.1 embraced wag my enemy, for she gave me ten
yoears of 1llness in payment for the love I
gave her, ¥y daughter became my enerry when
she had to choose between .me and you, And
‘you, ny wife, you have been my arch=eneny,
because you have never left me until I lay
here 1ifelensn 43

%hlle the.struggle is still in progress at the end
of the second act, Laura tells the Captain that she.has
mesna of putting him under control, and one is filled
with.a sudden horror when there comes the realization
that she means to deatroy him by commui tting him as
insane, In this short, intense drama there are elements
of great tragedyj and yet the play is only & near=great
tragedy becausge,.to quote Ludwig Lewisohn, "There 18 no

11f£ting of the soul to a larger vision from the bondage

4% e Pather, trans, Edwin Bjbrkman and ¥, Erichsen,
III » Vii [
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of immediate pain, that 1a his [Ehe captaina'é] limie -
tattons"%? Strindverg simply put too much in the path
of the Captain for him ever to try to rise above the
imediate'rightg Strindbergfs intent is oleay that he
intends that the Captalin 1s never to stand a shance,
There 18 never the element of hope that the Captalin may
win or that lLaura may ohange her mind, FPerhaps Strind=-
berg's own personal rancor made it impopgible for him
to present 1t in any other manner, but there can be
11ttle doudbt that ‘he knew what he was doing. He has the
Captain and Laura recall their early life together, and
the Captalin asysat

Think how beautiful life was, and what it 1s

nows You d4i1d not wish to have 1t so, and

neither did I, and yet i1t happenedy W¥Who then

rules over our 1ife?45
The answer 1s slear enough, but thias i1s the soclety of
Strindberg!s oreation,

In 1882 Henrl Beoque wrote Les Corbeaux, In this

domestio drama Beaque combined naturalism and the praotie
cal elements formulated by Scribe, However, as 3. A. Rhodes
has pointed out, Beoque stands equally apart from pure

naturalistic drama and from the thesis play, for Beogue

44 1nawig Lewlaohn, The Modern Drama (New York,
1915), page 28,

45 the Father, III, vil.
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never had "a great liking for assassins, hysterical and
alooholioc charaaters, or for those martyrs of heredity
and victims of ev01utlon."46 There is no single protagoe
nist, but rather a whole family 1s concerned, Baslcally,
the play oconocerns the fate of a totally unprepared widow
and her children at the hands of her late husband!s
businsss &ssooclatss, It must be called a serious problem
play despite the faot that the members of the family
possess some of the very traits essential for a true
tragedy. They struggle, their plight is universal, and
the daughter Marie's oconsenting to marry the sordid
Tessier 1s a noble ant whioch saves the rest of the family;
yot, in all the struggles, there is a negative quality o
reaignation which evokes pathos and nothing more, The
audience knows what 1s to happen to these people and can
sympathize with their plight, but these are little
people and their struggle is commonplace,

The play is competent and entertaining drama arising
from the oclash of temperaments and oirocumstances, A whole
family 1s affected, but there 4s no attempt to present

a definite thesis except the one that "life 1s 1like that.“47

46 8., A, Rhodesa, "Frenoch Drama,® in Clark and
Freedley, page 242,

47 114,
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Perhaps Rosalle, the mald, best sums up what
happened to this family in her answer to Merkina!
inquiry., 8he says:

‘Ruinees, mon cher monsieur, ruindes, la pauvre

dame et ses demolselles! Je ne vous diral pas

comment ga s'est falt, mals on ne m'6tera pas

mon 1dée de la taéte, Voyez=vous, quand les

hormes d'affaires arrivent derriere un mort,

on peut bien dire: v'la les corbeauz, ils ne 48

lalssent que ce qu'ils ne peuvent pas emporter,

It was a vital problem, a problem bound in the growing
complexity in which the rising middle class was becoming
ensnared, and one can feel a definite impotency in one~
solf at watching this drama, Pity, and perhaps a sense
of being glad that it 1s not happening to the viewer,

is aroused, but no awe or horror is possible. It remains
as a serious problem play and nothing more. However,
Huneker asserts that Les Corbeaux became the Bible of

the dramatic realiata.gg

Becque used a modified realism,
1t 13 true, but the character and the exposition emerge
from the asmosphere, Therefore, he constructed, and 1t
is to hils oredit that his construction 1s close to life,.

Of course, Les Corbsaux 18 often classed as a comedy,.

and slnoe ocharacterization was of prime importance to

48 Les Corbeaux, IV, 1,

49 Huneker, page 180,
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him, this play provides an excellent example to show
how the characters he ocreated were suitable for comedy
and not. tragedy,

After the Franco~Prussian ¥ar, triumphant and united
Germany looked forward to a great literary movement which
proved slow to appear, However, Germany's writers were
learning from tha other Continental playwrights, Before
the founding of the Freie Bfhne, Iiterary magazines, such
as Die Geaellschaft (1885), edited by Michael Conrag, :a
Zolaist,.and then Dursh (1886), which declared that the

writer must give ocreative embodimesnt to the 1life of the
present, and the passions of flesh~and«~blood human beings
must be shown with ridelity.so There was a rather tense
atmosphere in the theatre of searching and.adjusting:to
the progress made in other lands, Fortunately, a young
German dramatist, Gerhart Hauptmann, came of agej and

in 1899, with his first drama, Vor Sonnenaufgang (Before

Dawn), he achieved great success, Even the often caustio
Ashley Dukes claimed that there is some truth in the
statement. that Hauptmann was the only dramatist who had

passed Ibsen.51 Lewisohn also praised the great originality

50 The Dramatic Works of Gerhart Hauptman, ed,
Ludwig Lewisohn (New York, 1912), Vol,. 1, paces xili-xiv,

S1 Ashley bukea, ¥odern Dramatists (Iondon, 1911),
page 79,
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and power of Hauptmann's dialogue by ¢laiming that the
dramatic speech found in the works of Ibsen, Tolstol,
and Pinero seemed conscious and unhuman in oompariaons52

Before Dawn 1s not Hauptmann's greatest play; surely

The Weavers and The Sunlten Eell are finsr pleses of work,

But for the purposes of this paper, 1t 1s perfectly
sultable, Basically, i1t 1s a study of a nevwly rich family
which, finding 1tself unable to cope with the freedoms
of wealth, has sunk into depravity. The father, Krause,.
hags become a drunkard, His second wife carriss on an
affair with a stupid churl who 13 to become heyr step-
daughterts husband, One daughter 1s a dipsomaniac whose
first child supprosedly inherited a love of alcohol and
died from cuts sustained breaking a vinegar bottle which
he thought contained rum, Her husband, Hoffmann, 18 a
shallow, moneye=grabbing chap who 14 not beneath making a
pass at his sister~in~law, Helen,

Into this atmoaphere comesAlfred Loth, an old friend
of Hoffmann, ' Loth s an 1dealist who wishes to change -
the very system for which Hoffmann stands, the explolitae

tion of the Silesian coal miners, Loth becomes infatuated

62 Lewisohn, ed,, The Dramatic Works of Gerhart
Hauptmann, page xix,
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with Helen, and they fall in love; but when Loth hears
from a doctor, who 13 also an old friend, that the
dipsomania of Helen's slater may be inherited from the
drunken father and that this may also be passed on to
any children.which may result from a union with Helen,
Loth deserts,: ‘He 1s an idealist also in the sense of a
proponent of the pure race, and he refuses to take a
chance with Helen, Perhaps the. following speech made -
in another situation by another person would have an
alr of the traglic, but here 1t 1s only hateful when he
tells the doctor that he has to leave, Loth considers
all angles and decides -

that kind of thing can't help me, Schimnmel.

There are just three possibilities in this

affalr: Either I marry her and then...no,

that way out simply doesn't exiat, Ore-=the

- traditional bullet. Of course, that would

mean rest, at least, But we haventt reached

that point yet awhile; can't indulge in that

luxury just yet, And so: livel fight!}

Farther! farther o3,

It 1s ridiculous, but it adds terrific irony to the
altuation, .Helen, who 13 truly a tragic figure, has
struggled against thia household which 1s rife with
iniquity. She finally sees her chance for what she

hopes will be happiness with Loth==a clean, wholesome

53 Before Dawne Ve
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1ife away from all this depravity, She had honestly
tried to'explain the entire situation to Loth, but the
fatuoua scamp d1d not want to hear, and she thought

that he i.understood, - When Helen discovers that Loth:

1s gone, she kills herself, However, this 1s not done
withvthe conventional off~stage soream, : Instead,
Hauptmann coreates an atmoaphere of electric intensity as
Helen utters sharp expletives indicative of her deterio=
rating mind while in the background. 18 heard the 4runken,
returning fathey singing a bawdy song,

- This play is not really a tragedy according to the
restrictions ‘of this play. However, 1t cmat be noted
that the concept of the naturalistic hero often pree
cluded his even being considered as a tragic figure, But
this play does scome very close to being a tragedy, and
the play fails az a tragedy because Helen besomes a
haunted, furtive animal at the end, and she does not
achieve any senge of understanding of wvhat has happened
to her. She 8imply does not know where to turn when she
1a deserted by Loth, and she 18 probably mad when she
kills herself, There is horror in this situation, but
therse 1s no concept of the undaunted protagonist struge
gling with overwhelming odds that evokes dry~eyed fear,

Instead, when Helen 1s crushed, one feels only sorry
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that she chose a weakling such aa Loth on whom to base
her hopes of esocape, .

Hauptmann does not state his moral lesson in so
many words,: but what he 1s driving at 1a evident through=
out the play. Gassner has identified the flaw in this
play when he sald, "Adolescent doctrinairism on the
subject of heredity vitiatea this Tobacco Road play, and

Hauptmann'!s approval of Loth's conduct smacks of emugneaa."54

Hermann Sudermann invites comparison with Hauptmann,
for he too was a-leader in the German theatre who wrote
excellent domestic dramas, - Stdermann was solididly
apprenticed in the practical side of the theatre, and
with this firm background he matured into a skilled dramae
tigt=-a flawless Techniker, -However, his work 1s imdbued
with the intellectual ideas of the time, and thus he often
wills his charactars into a mould of his own making, and
he causes his atmosphere to blend with hias thesis,
Hauptmann, on the other hand, 1s jusat the opposlte; he
portraya the lost souls in whom there 1s great spiritual
stress, The basic difference batween these two contemw
poraries 1s that Sudermann was cerebral while Hauptmann
was emotional,

Probably the bsat example of Sudermann's work in

54 Gaasner, page 453,
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domestic drama 1s in Magda (1893)., Ibasen's influence

i1s evident, ‘as 1s also Hebbel's, for the theme of revolt
of the new'against the old is propounded. The entire
firast act 1s in preparation for the prodigal daughter's
return,. Twelve years before Nagda was gliven a cholce by.
her stern Prussian father of obeying his wishoes or leavig,
She left and became a famous opera star, Ever since she
departed, her father has not permitted her name to be -
mentioned in his presence,

014 Schwartze, Kagda's father, believes in the old
order, He has rejected Magda, but he astill remembers her}
and he endeavouyrs to malntain his code that he, his wife,
and his other daughter shall not make the same mistake,
He, unlike old Anthony in Maria Magdalena, knows what he

is up againat, and he asserts his determination to resist
vhen he says: -

And gshall we not hold togethsr, we three% -

But the age goes on planting rebellion in

children's hearts, putting mliatrust between

man and wife, and it will never be satiafied

$3111 the last roof=-tree smokes in ruins, and

men wander about the streetas, fearful and alone,5d
Further, when 1t 13 disclosed that Magda i1as indeed back,
Sohwartze thinka that she has returned to humble her
father by showing him how she rose in the world by treade

ing fil1al duty in the dust,

85 Magda, I,
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Sudermann carefully constructs hls frame by astressing
what 18 to be. the conflict, 'He has Paator Heffterdingt
pregent the new-~that which Magde has accomplished and
represents,:

.My . dear Colonel, I might ask, what speaks in

you? A father!s love? You could make no

-pretence to that, Your rights? I think.

rather 1t would be your right to rejoice in

. -the good fortune of your chlld, Offended

sustom? I don!'t knowee Your daughter has
-doneg so.much through her owmn atrength that

even offended custom might at least corndone

1t. It appears to me that pride and arrogance

speak in you=-and nothing else,

Magde finally}arrivea home, but she 1is oondescending
to her family and makes ironic speeches apioed with
Italian phrases, 3he prates on about the world outaide
this provincial former home of hers, The rastor prevalls
upon her to stay zat her fatherts house; bht during
their talk Sudermann has Magda give an explanation for
her being at the town festival and why she returned home,
She felt she had to return because she had an inner com=
pulsion which told her:

Go in the twilight and atand before the

parental house where for seventeen years

you lived in bondage, There lcok upon what

~you were, BRut 1f they recognize you, show

them that beyond their narrow virtues there
may be something true and good, 7

56 1p14,
57 1v1a,, II.
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Hafftordingt's arguments areé strong, and she agrees to
atay 1f she will not be queationed on her pest,

"It 1s later disclosed that a friend of Schwartze,
the pompous Concillor Von Keller, had fathered a child:
of Magda's when she was atill a struggling actress,
Magda detestas him, but she also promises not to disge
¢lose. the secret, However, when Schwartze questions
Von Keller on Nagda's 1life in BRerlin, ho does not answer
certain quesfions, and he gives the impression that
Magda led a wild 1life. Irmediately, Schwartze forces
Hagda to tell him everything, and despite her efforts
she becomes ohce agaln a browbeaten child in his presence,
She does not want him to do anything; but he, with his.
code of honor, feels that the whole family is shamed,
and he 13 going to avenge her name, Von Keller offers
to marry Magda, which would seem to solve everythingj
however, he 14 a very self«centered person, and he wants
Magda- to become servile to him and his career, She
could give up her career, but then he refuses to acknowe
ledge their child. This 1s too much, and XMagda refuses
hiw,

Sudermann becomes didactic and'arailn asays the new
13 far guperior to the old, Magda speaks for the new

freedom in glowing terms, and it is too much for the
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-0ld man. He has an attack, and although he blesses his
other daughter, he refuses to forgive Magda before he
dles,

It 58 a well=wrought play, propouniing a valid thesis
in a oonvinoing manner, and 1t oontains some eonvinoing
dramatic action, But the charactexa are not really
flesh~and«blood people; they are mechanical. Sydermann
presents a situation, places his characters in 1it, and
forces them to perform as hé wishes, This can rasult in
good theatre 1f skillfully done, It does not result in
good, or valid, tragedy, Magda struggles, and struggles
well, but the odds are not natural, They appear with
the regularity of those in a melodrama, Schwartze,

Von Keller, and the rest are all types, The conflioct
between types can perhaps momentarily arouse sympathy,
and the total situation may indeed be pathetic, but it
1s not tragic, It 1a all too analytical to arouse any
transport on the part of the audiences There is no real
ennoblement of any character in the play; there 1s no
growth to a high astate of human dignity before the fall
when the odds are such that the protagonist cannot win,
Hagda 18 a viotim of circumstances, juat as her family
18 a slave to the same circumstances, :Disaater ensues

when they collide} although it 1s patheiic, 1t 1s not tragic.
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The Russian dramatists also found a fertile field
in domestic drama, Althoungh Russian drama dates from
the simple, religious folk plays of the sixteenth
century, 1t was slow to develop. It 18 only during the
last one hundired and fifty years that the Russian people
have svolved a theatre of their own, The remoteness of
Russia, the strict Tsarist censorship, and the Russian
Orthodox Church all contributed to retard the develop=
ment ol a national theatre.sa To trace the develorment
of Russian drama and the contributions of such men as
Knyazhin, Pushkin, Gogol, Turgnev, and many others is a
study in 1tself which extends beyond the 1imits of this
paper, Therefore, two of the great names of Russian
literature, Tolatol and Chekhov, along with two of their
representative domestic dramas, have been chosen to
demonstrate the work in this genre in Russia,

Leo Tolstol was not content merely to present the
social scene in a realistic manner; he set out to reform
society. Gassner has noted that Tolstol was intentionally
didactic, and only his great talent and vigorous persone
ality enabled him to rise above the level of didactiolam

69

which 18 often a part of the realistic theatre, Tolstol

58 H, Wi L. Dana, "Russia," in Clark and Freedley,
page 372,

59 Qassner, page 505,
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did not write The Pomer of Darkness until 18863 but when

1t was performed that year, students walted outaide the
theatre after the performance to catoch sight of Tolstoi
and to kiss his hand-eo
It 1s a grim play, starkly realistic, and the setting
is the very dregs of Russian peasant 1ife, A young laborer,
Nikita, has an affalr with his master's wife, Anisya,
Nikitat's mother Katryona convinces Anisya that she should
polann her husband, and she doea, After Nikita and Anisya
are married, Hikita seduces Akoulina, the halfewitted
stepdaughter of Anisya; and vhen she has a child, 1t is
decided that the child must be killed before she can be
married off, Matryona forces Nikita to crush the child
with a board, However, Nikita is overwhelmed with remorse,
and he confesses his guilt at the wedding of Akoullna,
The action 13 certainly sordid and horrible, but it wvas
not Tolstoi's intent to present a photograph merely for
the sake of an accurate ploture, QGassner observed quite
accurately that to this tragedy of sin and explation,
Tolatoli added the dimension of humanitarianiam.el
The play 1a definitely a tragedy, perhaps the greatest

folk tragedy ever written, becaunse of Tolstol's portrayal

60 Bellinger, Page 348,
61 Gassner, page 506.
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of Nikita, He 4is flrst presented as a simple, neter~do=
well, lazy churl who, because of his good looks, is able
to attract women, He 1s dominated by his mother, and he
readily agrees to marry Anisya for the financial gain,
He has no moral scruplesj in fact, he hardly concelves
of the moral ramifications of his acta, However, when
he 13 foroced to kill Akoulinata ohild, ths whimpers of
the infant reach even his callous souls This is more
than just being afraid of being caught and punished by
the law, In his torment he lsarns from }itritoch, a
drunken laboror, that it i1s foolish to fear menj there
is something far greater, WNikita goes to the marriage
ceremony and confeases everything. But he confesses
exultingly when he aska forgliveness of his father, Akim:

Father, dear father, forgive me too,-=«flend

that I am} You told me from the firat, when

I took to bad ways, you saild then, "If a claw

1s caught, the bird 1is losti{" I would not

listen .to your words, dog that I was, and 1t

has turned out as you said} Forgive me, for

Christ's sake,
Akim angwers hims

God will forgive you, my son! You have had

no mercy on yourself, He will show mercy on

you! God-~God} It is Helb2

It 183 to Tolastol'!s everlasting credit that he could take

62 The Power of Darkness, trans, Loulse and Aylmer
Maude, V, 11,
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a sompletely deapicable character and present him as
such during the firat part of the play~gnd then change
him in a logical and believable manner==endow him with
a moral regeneration, Only a writer with the tenderest
of feelings for his people, the peasants, could do such
a thing, Only a writer with the greatest of skill could
make this aeonvineing, Nikita struggles with his greedy
mother and his avaricious wife; this 1s a astruggle on
one level, But Nikita also strugglos with his soul, and
the inherent good, which has long been dormant because
of the sordid surroundings, finally breaks through and -
triumphs, This play 1s a tragedy because Kikita achieves
a nobility by coming to grips with both levela of antago-
nists} and although he will be destroyed, he has achieved
a peace with his world and with God,

Agshley Dukes, who does not think The Power of Darke

nesg 1s a great drama, dismisses the play as having "cer=
tain grand barbaric simplicity, and that 1s all."63 In
oritioizing this play Dukes has unwittingly identified
the very thing that makes 1t great, It i1s barbaric, and
1t 13 11fe on 1ts simplest level., It also concerns

' people existing in their most elemental statej; thua there

- 8% pykes, pages 183-184.
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oen he displayed a more honest good, a good not confounded
by convention, but instead, a good founded on the feelings
of the heart and the basic relationship to God and to
family, There 1a3 a oomplete purgation of emotions in
watching this simple soul find himself before his imminent
destruction, His 1life has been a horror, but by dint of
human-nobility he has risen above all of that, ¥o more
can be asked of a tragedy; no more can bhe closer to the
truth of life and human existence with i1its constant riddle.
A repeated oriticism of Anton Chekhov 1s that nothing
happens in his plays, This 13 valid oritiocism; 1t 1s also
life, Chekhov's characters talk, eat, argus, laugh, and
think, They are sometimes driven to despairj but they do
not kill themselves. In real 1ife people do the same
things, and while some people do kill themselves, when
they realize that. their whole 1life has been a sham, the
majority do not, This 1a at the heart of domestic drama;
it 18 also at the heart of domestic comedy. Uncle Vanya
(1899) 1a titled a comedy, It 1s a comedy when one exa=-
mines Uncle Vanya, who often makes.one laugh at his.
foolishness, But the play also has a tragic aiy because
of the pathos elicited by the knowledge of what 1ife has
done to him, Therefore, the play is a good example of

the confluence of tragedy and comedy=-mixing the two as
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1s the case in life~-and while the total effect 1s not
that of high tragady, the feelings for Uncle Vanya go
beyond those of mere sympathy for an apparent bumbler.
In brief, the action opens with the return of
Professor Serebrakoff and his young wife, Helen, to the
family estate, Uncle Vanya, Serebrakoff!s first wife's
brother, and Sonla, Serbrakoff's daughter by the first
marriage, have slaved to produce enocugh from the estate
to enable him to continue his career aa a scholar,
Vanya falls in love with Heleh, and he realizes that he
has dedicated his 11ife %o supporting an incompetent
man, . Sonia, too, feela the impact of theae people when
her admirer Aatroff, the village dootor, also falls 1in
love with Helens ¥hen Vanya leams that Serebtrakoff
intends to expel him from the farm, Vanya goes berserk
and tries to shcot him, but naturally, he misses,
Serebrakoff and ,Helen leave and 1life on the eatate
continues much as it was before they came. However,
this 1a not to say that it 1s really the same. The
oconcept -that nothing happens in Chekhov!s plays is found
to be erroneous when one hears Vanya say to the departing

Serebrakoff, "Everything will be tra same as before."64

64 Uncle Vanya, IV,
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One knows full well that this really cannot be, though
i1t may appear that way on the surface, Vanya has
changed~«<his 1dol has turned to clay, He will work as
before, but his old purpose has been destroyed; 1life 1is
novw empty.

- The total impact 1s not of tragedy, nor 1s 1t of
comedy=«=if used in the sense of comedy meaning something
humorous, It is the tragic comedy of humdrum, ordinary
life, of 11fe that has been wasted, Uncle Vanya has
given his 1life for another; he -has effaced his whole
personality to galn vicarious pleasure from the expected
attainments of Serebrakoff, W%hen Vanya leams that 1t
has all been in vain, he ories outs

My 1ife has been a fallure, I am clever and

brave a nd strong, If I had lived a normal

Jife I might hav85beoome another Schopenhauer

or Dostoleffski,

Perhaps he would have, but not now, He has given
too much of himself, and he has been disappointed by the
failure of the one to whom he gave 1t all, It 1s sad;
1t 1s pathetic; but 1t is not tragic, One feels
immensely sorry for Vanya, >ut emoticns never reach the

same pealt whioh they reach in high tragedy. Rather, it

13 resignation and acceptance at seeing life with

65 tn1a,



76

ordinary people in a soclety that 1s deoaying, wherein
there can be 1little more than mediocrity and final
oblivion in boredom, However, there.1ls still hope, a
quiet hope,; which reaffirms a faith in 1life and a sense
of peaoce after seeing this aslioe of 1life for a fleeting
moment., All the characters have been affected, but they

are not destroyed. Sonia speaks of their ultimate future
at the end of the play,

.What oan we do? ¥e must live our lives?
Yes, we shall 1live, Uncle Vanya, We shall
live through the long procession of days
before us, and through the long evenings;
we shall patiently bear the trials that fate
imposes on usj we shall work for others withe

-, out rest, both now and when wa are old; and
when our last hour comes, we shall say that
we have s uffered and wept, that our 1life was
bitter, and God will have pity on us. Ah,
then, dear, dear Unole, we. shall see that bright
and beautiful life; we shall rejolce and look
bagk upon our sorrow herej a tender smile~~ande=
ve shall rest., .I have faith, Uncle, fervent,
passionate faith, We shall rest,%6

Nelther tragedy. nor comedy, the play 1s none the less, mm e
of the finesat dramas of domestic life ever written.

No summary of Continental drama would be oomplete
without mention of Arthur Schnitzler, He was a dosotor
and a Viennese., He also possessed a more than ordinary

8k1ll as a playwright. It is necessary to keep &n mind

66 1ni4,
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that at the turn of the century German and Auatrian:
drama were two entirely different things. Vienna was
more cosmopolitan than most German oities, and 1ts .
inhabitants. were less bound: to stern traditiona than
thelir German neighbtora, Schnitzler had great power in.
conatructing atmoaphere, or as Dukes called it, "the
dim twilight atmosphere as of autumn eveninga crowded

n67 -Also, Schnitzler wrote for an

with reminiagence,
enlightened audlence, one that was sophiastioated enough

to understand his subtelties, However, his characters
always act like human belngs, naturally, and not according
to any preconceptions, It 1s simply that Schnitzler
delved deeper into his characters and had these characters
follow thelr innermost inatincts. MKoreover, Schnitzler
chose to pervade his dramas with a melancholy which
alludes to the feeling of 1life!s transitory and vanishing
happiness,

Intermezzo (1904), which 1s called a comedy, is a

comedy only in the sense that i1t 1s an ironic picture of
domestic 1ife; the outcome of mutual misunderstanding

on the part of -the husband and wife borders on the tragla,
Edwin BjBrkman believed that this play could be intere

prated as an attack on the new material conventions

67 Dukes, page 153,
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which abolished the former demand for mutual falthfulness
by substituting mutual frankness, Thus 3t 1s really

a discussicn of juat what constitutes true honesty in

the ever delicate relationship between wirfe and husband.68
But Bj8rkman's words, true as they may be, would be mise
leading Af one falls to mention that the presentation of
this theme 13 in a wholly natural sstting with real
people.

In thias play the husband Amadeus Adams is a composer, .
and his wife Cecllia 1s an opera singer, They both follow
thelr separate careers, and they must often live apart,
Also, because of the nature of thelr work, they are often
very close to members of the opposite sex, Amadeus has
had affairs before, but he insists that he and his wife
are people apart from the ordinary, between whom there
can be no secrets, He knows that Cecllia walks often
with Pringe 8igismind, but he is also sure there 1s
nothing between them, When hls friend Albert questions
him on his own indiscretions, Amadeus, who has sarefully
displaced them from his mind, can anawer:

-Your worry.1s quite suparfluoua} Haven'!t you
known us long enough=~me and Cecilia~~to know

* that our marriage 1is based, akove all else,
on absolute franknessg?S

68 pawin BiBrkmann, Intro, to Thrae Plays by
Arthur Schnitzler (New York, 1915), page xxv,

€3 Xntsrmezzo. I.
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He can add further:?

And besidesa, 1t would be quite hopeleass for

Cecilia or me to keep any seoreta, ¥e know

each other too well=~I don't think two people

ever existed who understood each other so

completely as we doe’
This 18 the tragioc element in the play, Admadeus never
does understand his wife, He fatuously bloocks from his
mind his own indisoretions, and he refuses to admiitto
himself that his wife could ever keep anything fyrom
him, Therefore, he can asuggeat to Cecilia that they
enter into a relationship of just friends, chuma betwsen
whom there 1s complete faith and no secrets, Xe doss not
wish to lose her; in fact, it 1s unthinkable to him,
Therefore, by having this new relationship, they ocan
proceed to greater things without the encumbrances of
love in the normal sense, In the following speech he
outlines a plan, which he cannot admit to himaself that
he shall ever keep, and which Cecilia completely mis-
underatands

All right, We'll discuss everything frankly,

Just as we have been doing~«nay, we shall have

more things than ever to dlscuss, Truth be=

comes now the natural basis of our oontinued

relationship=~truth without any reservation

whatsoever, And that should prove highly

profitable, not only to our mutual relatione
ship, but to each one of us individually.

70 1p1a,
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Because,.,.you don't think, do you, that either
one of us could find a bstter chum than the
other one?,..Now we shall bring our joys and
sorrowa to each other, ¥e shall be as good
friends as ever, 1f not bettsr still, And our
hands shall be jolned, aven 1f chasmsa open
between us, And thus we shall keep all that
we have had in common hitherto: our work, our
child, our home=~all that we must continue to
have in common 1f 1t 1s to retain its full
value to both of ua, And we shall gain many
new things for whioch both of us have longed==
shings in which I ocould tagg no pleasure, by the
way, 1f I had to lose you,

Thia 1as, of cocurse, an impossidble thing, Moreover, this
demand for a frankness to exist between man and wife
exlsting only as oclose frilends must end as Albert says:

Friendship between two people of different

sexes 13 always dangerous==even when they are
married, If there is too much mutual under=
standing between our souls, many things are
awept along that we would rather keep back}

and when our senses are attracted mutually, the
suction affeats much more of our souls than

we would care to have involved., Thatts a unie.
versal law, my dear chap, for which the profound
uncertainty of all earthly relationships between
man and woman must be held responsible., And only
he who dOean'gzknow 1t, will trust himself or

Admadeus wants to eat his cake and have 1t too, He cannot
face the stories that Cecelia may divorce him for Prince

Sigismund, He even seeks a duel with Sigiamund, but they

71 Tbi4,
72 yv14,, III.
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talk 1% over, and the Prince agrees fto .step out of the

ploture.: Admadeus .things that he once again has

Cecelia to himself.

Cecolia is.the true protagoniat of the play. It 1s

around her -that the deepest struggles are waged, Admadeus

does not take into acocount her thoughta on the subject,

for he 1s so sure of her, But she knows .that the pro-

posed experiment 1s doomed to failure. She knows full

well that they have nevar really been honest with each

other, Frankness i1s one thing; but honesty, honesty 1in

displaying the true emotions 1s something quite different,

She rises to an elmost traglc figure when she answers

Admadeus! avowal that they have .always been honest,

No, I cantt think so any longer, let every-
thing else have been honest~=btut that both of

us should have resigned ourselves so promptly
when you told me of your passion for the

Countess and I confessed my affection for
81gismund~=that was not honest. If each of us
had then flung his scorn, his bitterness, his
despalir into. .the face of the other one, instead

of trying to appear self=controlled and superiores
then we should have been honeste=-whioh, as 1t was,
we Were Not. o

And this 1s precisely why the play 1s not a true tragedy,

Amadeus and Cecelia made an agreement wherein they were

to approach in a oivilized, sophisticated manner affairs

alien to normal married love., It simply di1d not work,

However, although the two probably really did love each

73 1ma.
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other, they 414 not strugzle in an honeat fashion, It
was all too analytical, TEmotiona on the part of the
audience can never. be aroused to the plans of tranaport
by such a presentation, 1Instead, there 1s only pity for
these people vwho were rulned by mutual misunderatanding,
- The Continental dramatista demonstrated the potene
tialitiss of domestic drama for tragedy. Thelr influence,
though often indircct, was quite profound on t@g English
dramatistas, In turning back to British drama if is
important to keep in mind that although there 1s no
intent to show how domsstic drama developed, 1f it can
really be sald to have developsd, any oreative work 1s
not a thing of isolation, Extant ideas, methods, and
techniques plus a cognizance of all that wg?t before
are an integral part of a dramatist'a heritage; and. the
English writers, even of today, owe a great.deal to

their fellow ocraftamen on the .Conhtinent,



CHAPTER III

REPRESENTATIVE BRITISH AKD IRISH DRAMAS

During the latter part of the eighteenth century
and on through most of the ninetsenth century, British
drama in general was in a state of decline. The
Licensing Act of 1737, which restricted dramatic pere
formances to two mein theatres,; Covent Garden and
Drury Lane {although there were many outlaw houses),
seriously curtalled drametic development. The theatres
were too largej the arowds were very rough; and the
plays made little appeal tO'thevlntelligence.lﬁ’with
the Aot of 1843 other theatres were permitted to open;
and as & result amaller houses were bullt whereln the
actors no longer had to declaim in ranting volcea to be
heard, The rising middle olass began to attend the
theatres, and the coarser elements were removed, . The
great, gaudy presentations of melodrama and vaudeville
were gradually superseded by more artistic prcduotions,

But the new theatres did not irmedlately galn fresh

1 5, W, Marriot, Modern Drama (London, n.d.),
paes 2«4, passim,
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interpretations, The long run was one retarding factor,
Another factor was that the managers of the new theatres
were often men interested in making money rather than
producing "good thaatre."2

This 18 not to say that there were not dramatists
during thls long psriod of decline who were interested
in art, Such men aa Tennyson, Browning, and Swinburne
tried, but as George Freedley has pointed out, "these
Viotorian writers lacked dramatio passion, sincere
curioalty as to peoplé's motives, and conscious applie
oation to the payshology of man's aotiona.“3

In 1865 Thomas Robertaon's comedy Soclety was
produced, It is not a great plece and is of no relation
to this subject at hand except thnt 1t demonatrates
how Hobertson's 1deas were to revitalize the theatre,
His araftamanship was superb, and he demanded natural
acting along with a realistic production, This was a
significant step from artificiality to naturalism,
Perhaps most important was his interest in real people;
rmoreover, these psople wera of the same middle class

as wore the majority of the audience. XNicoll haa said

ey

2 pllardyce Nicoll, British Drama (London, 1948),
pages 234-238, passin,

3 Barrett H, Clark and George Freedley, ed., A
History of Modern Drama (New York, 1647), page 160,
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that Robertaon demonstrated that "ordinary life could be’
brought into the theatre for the good both of the drama
and the speatatoras; that the problems of social existence
were olamouring for expression inliterary form."*
The influence of Ibsen at this time must also be

mentioned, Edmund Gosse in an article in The Fortnightly

Review (1873) firat introduced Ibasen to the British
publid.5 Thomas Diockinson has pointed out thafywith
Ibsen it was neceassary to take a strong position, eilther
for or against him, but that strangely, his direct
influence has never been great.6 It was Ibsen's indireot
influence, or what his great promotor, Willlam Archer,
called "pervasive influence™ that was most 3.mport:ani;.‘7
The theatre was ready for the talents of such men
as Sidney Grundy, Henry Arthur Jones, and Arthur ¥%ing
Pinero, Grundy made a orude attempt at domeatic tragedy

in A Fool's Paradise (1892), Although worth mention as

a piloneer in this sort of drama, he d141 not completely

4 §10011, British Drama, page 348,

5 John W. Cunliffe, Modern English FPlaywrlizhts
(New York, 1827), page 37,

6 homas Diokinason, The Contemporary Drama of
Bngland (Boaton, 1922), pagos 60-=6d,

7 W1111am Archer, The 0ld Drama and the Kew
(Boaton, 1923), page 307,
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break with the harsh characterization of melodrama, or

as A, E, Morgan has pointed.out, "There is till the harsh

contrast between white virtue and black vice.“8
Henry Arthur Jones 1s a gignificant figurs in the

developmant not only of domestic drama, but in a larger

aerse the-whole of PFritish drama, Morgan calls his early

play;- Saints and Sinners (1884), a "van of dramatic

development™ because 1t was an attempt to consider
Bnglish 1ife in a serious manner, and at the same time 1t
was a condemnation of English puritanism. Further, Jones
was active in promoting the Copyright Bill, for he felt
the practice of printing plays was beneficial to theatri-

cal development.9

Although Jones recognized what Ibsen
was trying to do, the tradition of melodrama was too
strong, and his attempt to drive home a point results in
an inevitable collection of types rather than real
people. Dickinson agrees, for "when he bullds a play
around a character, that character 1s an embodied point

of view, a orux in the social fabric."lo

8a. E. Horgan, Tsendenciss 1n }odorn English Drama
(New York, 1924), page 20,

% Tvid., page 29.
10

Dickinson, pages 93«94,
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Vith an immediate aim of attacking hypoorisy and
commercialism inherent in the English middle class,

Saints and Sinners achieves this through the medium of

domestic drama, Honeat, nalve Jaaob Fletchser, an un=-
assuming pastor of a small chapel, has two loves, his
religion and his daughter Letty.. He is simply too good,
Tthen :his daughter has been ruined and he losss hls
position, he does not struggle, His action in resigning
from his chapel because of Letty's shame la admirable and
8o 1s his allowing the merchant, Hoggard, who caunsed his
downfall, escape from the violence of & mob at the end
of the play. Somehow onhe cannot identify oneself with
him, Perhaps i1t 1s simply bscause he 1s too good to be
true; or it may be hecause Jones! villains are too bad,
%hen Fanshawe saya, "You turned me out of your house
yesterday, you may find your deughter has left it
tomorrqw--,“ll one can imagine the stook villaln twirling
his mustachlos, :and the impulse 13 to hiss as in an old

melodrama, All of the dramatls personae are t&ﬁes, and

tragedy demands charactera==real flesh~and=blood people.
The play is not even a serious problem play, but inatead
1t must be called melodrama in apite of ita vigorous

theme. The author himgelf sald in the preface to this

play,

n Saints and 3inners, II, i,




I have fulfilled my main design in presenting
this play, for I do not claim any great merit
-for Saints and Sinners apart from that of
represanting wlth some degree of falithfulness,
and with due regard to the requirements of the
modern stage, some very widely—sgraad types of
modern middle~class Englishmen,l

Perhaps Jones tried too hard, Even in his later, and

much better, Michael and The Yost Angel (1856) he 1la
atill;toeﬁ;entimental. N1coll belleves Jones was too
serious and "because of that seriousness refused to move
rapldly encugh to keep in touch with his age."l5

Arthur Wing Pinero was a successful sctor and play=
wright, ‘He also was amaater technician in stagecraft
who posgsessed the abllity to exhibit life in a reallstic
manner with realistic characters, At the height of his
career he wrote The Second Mrs. Tanqueray (1893), which

13 a definite break with the formula plays of his earlier
career, He discarded the solliloquy and the aside and
blazed the way in a new and powerful direction, Clayton
Hamilton felt at the time of the original productlion of

The Second Mrs, Tanqueray that it was the only great
14

play written in the English -language for 116 yoars,

12 menry Arthur Jones, preface to Saints and Sinners
{(New York, 1914), paze xxv,

13 %10011, British Drema, page 367.

14 Clayton Hamilton, ed.,, The Soclal Plays of Arthur
¥ing Pinaro (lew York, 1917), vol, I, DPare .
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On all counta 1t 13 the beat play since School for

Scandal (1777), but 1t 1s not a. tragedy--inatead, it 1s
only a sgerious problem play.

The problem or thems of the play 1a this: Can a
proatitute be redeemed by marriage to a good man who
knows her past and 1z wllling to help her? Pinero is
quite_able to give ns a definite noy for as Paula
Tanqueray says; "I believe the future is only the paat
again eﬁterad throﬁghlanother gate."ls

Herein liea the reason for both the potentiality
of tragedy as well as the play!s fallure as a tragedy.
Paula can never escape from the past, But she does not
really attempt to break the grip the past has on herj
she does not really change, It i3 too much with her,
and 1ife with her huaband soon becomes a bore. Not long
after heyr marrlage to Aubrey there is the following
exchange:s

Paula, Bxaoctly 8ix minutes,

Aubrey, Six minutes?

Paula, Six minutes, Aubyreay deag, gince you.
made your last remark.1

18 The Sedond Mrs. Tangueray, IV.

16 1bid,, II.



Paula, like many people, feels utwanted., 3he has
universality (as defined in this paper), for if we have
not met someone like her, we can certainly conceive of
her. Boredom 1s the bane of her existence, but the
rebuffs she receives at the hands of Aubrey's daughter
Ellean offer her a challenge for a successful 1life as a
respected and accepted member of the family., But she
does not know how to go about 1t, Her struggles become
mere weak protesats, Jealousy soon .arises within her as
she sees the affeastion between Aubrey and Ellean and then
the easy manner with whioch Mrs, Cortylyon takes charge
of Ellean, Finally, the paste~the ever~present pagtee
confronts her again in reality in the guise of her former
lover, who wishes to become the husband of Ellean,
Rather than do more damage she commits suicide,

True, this is a noble gesture, and she becomes a
very sympathetic character, The result is pathos,
whioch hag no place in a tragedy. There are tears, but
something more than tears 1s desirable: dry-~eyed fear
and awe, It 1s doubtful that Pinero actually saw Paula
as a tragic figure, He portrayed a single instance,
what feaslbly could be a problem in modern, domestic
1l4fe3 and he created charactors in proportion to 1t. If

Pinero believed in Hovalis! doctrine that character is
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fate,.then we must agree with Clayton Hamilton's
assertion that "destiny is nothing but another name for
character, and the only tragedy in 1life 1s the tragedy
of falling in the future by reason of the fact that we
have falled already in the past,“17 The dice are loaded
against a play which contains a charaster whose past
forbids the ability to struggle., Tragic height cannot
be achleved, and Paula ia such a.perason. She 1s only
an average human being~=really no better or worse than
anyone else. She 1s merely an unfortunate, who, whether
she 18 on the stage or in real.life, evokes sympathy
but nothing else.

In Mid-Channel (1809) Pinero once again has bored

charascters. The playwright employs a raisonneur in the

form of Peter Mottram, who provides the thesis.of the

play: Married life 1s like crossing the English Channel
from Folkeatone to Boulogne; at the halfe-way mark.there

is a ridge which affords rough sailing. Zbe and .

Theodore Blundell are thoroughly bored with each other,
Early in their marriage they rsassolved to have no children,
and now there 1s no common bond between them: Selfishneas,

vulgarity and, after separation, sordid affairs on both

17 gamtiton, page 46,



sides can lsad only to eventual disaster, It 1s =

gerious play concerning modern soclety, but 1t is cer=-

tainly no tragedy. RBoth of the principals are petty

peraons, unintelligent, selfish, and dissatisfied. 1In

a word, they are shallow. The charactera do not

struggle honestly:with thelr problem, Any attempt at

understanding or at doing a single decent, noble thing

18 half~=hearted., Again the misfortunes of the characters

in the play ocreate an atmosphere of pathos, but that is

all, V¥illiam Archer pinpointed the problem when he called

this play a tragedy of empty people "without any of vhat

might be called the shock absorbera of life.“18
In fact, there 13 no climactic incident leading to

ZBe's sulocide, Rather, there is a chain of events of

which the infidellty is only the final stroke.r'? Thus

it 1s a fine problem play, but not a tragedy, Every~

thing 1s too mechanical with characters subordinate to

the plot. Finero had the opportunity to create much

stronger characters, but he may not have wished to, Hany

oritics agree with George Freedley, who claima, "He aimed

at tragedy, but never achieved 1t because his serious

18 Apcher, page 320,

19 prank Wadleigh Chandler, Aspects of ¥odern Drama
(New York, 1918), page 176, -
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plays were mundane affairs which never purged the

audience."20

+Intent on the part of the author and later
oclassification of .his oreation by oritics are two different
thinga, . One cennot deny Finero!s abllity as a playwright,
and a great dramatiat doea not have to write great
tragedles. If his plays ars not tragedies, it is because
of the characters he orcated to people them. Usually the
human stuff of his characters is too mean. There is no
plty and terror at seeing their downfall, A, E«. Morgan
conceived of them as lacking "that grandeur which 1s
necegsary to elevate the psychological struggle to a
suffiolently high levelu"21
In the midst of a host of domestic dramas which in
the final analysis are only problem plays 1s to be found

a true tragedy~~John Masefleld's The Tragedy of Nan

(1908), Diokinson has said of this play, "KMasefield has
harmonized the point of view of o0ld tragedy with modern
circumstance., « « + Nan 18 a majestic figure, Her tragedy

glorifies her sordid fate."22

In the preface to this
play Masefleld expressed his theory of tragedy, which 1s

relevant to this study,

20 ¢1ark and Freedley, pazs 165,
2l Morgan, pages 38«39,
22 Dickinson, page 217,
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Tragedy at 1ts best 1s a vision of the heart
of 1ife., The haart of life can conly be laid
bare in the agony and exultation of dreadful
acta, The vision of agony, or spiritual con=
teat; pushed beyond the limits of the dying
personality, 1s exalting and cleansing. It 1s
only by such wvision that a multitude can be
brought to the passionate knowledge of things
exulting and sternal.

Commonplace people dislike tragedy because
they dare not suffer and cannot exult., The
-fruth and rapture of msn are holy things, not
lightly to be scorned, A carelessness of 1life
and beauty mariks the glutten, the 1dler, -and
the fool in their deadly path across hlstory.

The poetic impulse of the Renaissance 1s now
spent. The poetic drama, the frulit of that
impulse is now dead. Until a new poetlc 1ime~
pulse gathers, playwrights trying for beauty
must try to create new forms in which beauty
and the high things of the soul may pass from
the stage to the mind, Our playwrights have all
the power except that power of exultation which
gomes from a delighted brooding on excessive,
terridble things., That pcwer 1s seldom granted
to man; twlce or thrice to a race perhaps, not
oftener, But 1t seems to me certain that every
effort, however humble, toward achieving of that
power helps the genius of a race to obtain it,
though the obtaining mag be fifty years after
the strivers are dead,%v.

Masefield justified his own criticism. In this play
he has o6reated real characters, The FPargetters are so
grasping, selflish, and mean that they make one cringe
when they appear, In the sordid atmosphere of thelir
home, Nan 1s like a rose in a swamp., She 13 doomed to

23 John Masefleld, Introduction to The Tragedy of ﬁan,
in The Plays of John Hasefield (New York, I91B8J, vol, II,
page l44,
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suffer becauge her father was hanged for sheep-stealing.
Love 13 denied her} yet she loves others, She can trust
no onej yet she tru;¥§;; Cuffs and maltreatment cause
her only to turn the other cheek, Nah can bear anye
thing except false love and false kindness. She belleves
that the shallow, splneless Dick'éunvil loves her; and
she believes her plety has been rewarded, but then the
Jealous ¥rs, Pargetter tells Dick of Han's paat, and he
scorns hey for Jenny Pargettery It 1s the blow which
lan cannot take, and all her tragedy ls contained 1n the
line "I thought I was a ;appy woman, Dick,"24

Already there is horror at seeing a pure and noble
person in such a predicament. This horror is heightened
when Nah revolts and:forces Jenny to eat a polsoned meate
ple, Later,:what could be called a theatrical trick
in a lesser play, or the final blow to a lesser person,
oacurs when Nan receives fifty pounds from the governmsnt
as retribution for the execution of her father, who has
since been proven innocent. The intensity of the action
1s almost unbearable, £1lling one with awe when she tells:
¥rs, Pargetter:

;Dont't you speak, Don't you threaten, ¥You'll
listen to me, You 'ad me in your power, And

24 Tragedy of Nan, II.
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wot was good in me you sneered at, And wot’
was sweet in me, yow soured, And wot was bright
in me your dulled, I was a fly in the spidertsa
web, . And the wedb came Yound me and round me,
till 1t was a shraud, till there was no more
Joy in the world., Till my 'eart was bitter as
that ink, and all choked, And for that I get
1little yellow round things, (Pause and change
of voice.) And all of it-~No need for any of
1t, Xy dad's 1life, and your taunts, and my
broke teart, All a mistake, A mistake, Some=
thin! tc be put right by fifty pound while a
‘gentleman walits for a coach, 'E though nothin
of 1t, 'L thought only of gettin the coach,
tE.-4idnt ¢ even pretend, (A ory within.,) It
were a game to 'im, 'E laughed at it. (A ory
within,) Yes., ©Sho has seen herself, MNo
wonder she c¢ries, She sees the parish death=
- ear$ -coming,25 N

Nan %1lls Dick and goes éo drown herself 1la the inebming
tide,

- She 18 truly a tragic figure, Kasefleld has demon=
strated that 1t 1s the stature of the protagonist as a
person that 1s the most vital factor in a true tragedy.
There 13 a majesty about Nan., Her fall, if 1t can be
"called a fall, simply enables her to soar to greater
heights==as great as the nobillity of the human spirit 1s
capable of, Nasefield has added anothar element to
this play which 13 worth mention--the symbolic sounds of
the sea and the coach horn and the musings of 014 Gaffer.
There is an unreal sense of destiny that 1s almost tangible,

25 1m14,, IIT,
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and yet projects the plece beyond the limits of the
household, the stage, and even 1life, Once agaln A. E,
¥organ provides an excellant analysla of what Kasefleld
has acacomplished,

By moving his persona on a high social plane,
by magnifying his characters to a superhuman
aize, or by removing his theme to a fare-off -
land or distant time, the tragic writer has
'1ifted hia drama above the level on which his
audience normally lives and feels, By these
methods the dramatlist fulfills an essentlal con=
dition of tragedy. He sublimates the peraon he
evokes, purging 1t of that personal quality
which 4t will possess if 1t 1s too close to the
ordinary conditliona of ‘1ife. It enables hinm
safely to produce deep passion without risk

of dragging down the spirit to the level of our
everyday experience and mingling it with ths
-gorrow that pertains to our own livea, On the
contrary 1t opens a window through which the soul
rmay see wilder vistas of human woe, and above
all, 1f 1t be great tragedy, 1t will show a
vieglion of ‘the indominiteble greatness of humanity,
The offect will not be depression but elevation,
no% debasement but enoblement of spirit,<6

Hever agaln was Masefield able to equal  thlis play.

Cunliffe has said that critics see 1t aa "a leading

rmodern exazpls of domestic tragedy, worthy for 1its artiatic
restraint and imaginative power to be compared to Synge'!s

Riders to the Sea, "2

- In this brief play, Ridera to the Sea (1504),

J. ¥, Synge created a masterwork which in one sense 1s a

26 Morgan, page 265,
27 Cunliffe, pages 18l-182,
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‘domestioc drama, and in another sense has ‘a gquality of
unreality that deflea category. However, in all respects
it 18 a trhd.;;agedy. By placing hia setting in the
Aran Islanda, he crested naturally a remoteness wherein
1ife 128 atripped to the very eassentials of man ard
nature, Of principal interest to this peaper is the
charaoter of the mother, Maurya, who, as Chandler noted,
"through stress of suffering, has acquired a Stolec
strength of soul1,"28

¥asurya 1s a poor, uneducated woemsn who lives to see
all her menfolk lost to the sea, 7In referring to her
remeining son, Bartley, and his trip to sell some horses,
she says prophetically:

He'a gonhe now, God spare us, and we'll not see

him again, He's gone now, and vhen the black

2§§hﬁoiidfgéling I'1)l have no son left me in

.

Later, when she speaks of her vision of the lost Michael,
one sees in this simple woman the gulet resignation to

what muat be, She has known a lifetime of losing thoae

dearest to her, for as she sayst

In the big world the old people do be
leaving things affer them for their sons and

28 Chandler, page 264,
29 p1ders to the Sea,
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children, but in thils place 1t is the young.

men do he leaving thinga behind for them

- that do be o0l4,v

Although Maurya accepts her lossea wlth a calm
resignation, she has 2 vallant w1lll, It 1s her will to
g0 on living in deep humility and accepting losases aa
her lot that projscts her nlight to tragic proportions,
Her philcsophy 13 expreased in the cloaing speech:

Michasl has a ¢lean burial 4in tha far north,

hy the grace of the Almighty God, Bartley will

have a fine coffln out of the white boards, and

a deep grave surely, What more can we want

than that? . o man at all can be_living for

ever, and we must be satiafied,dl

There 18 no room for tears, Instead, one 13 filled
with awe at Maurya'as gqulet dignity that lends a tone of
majeaty to the play. PFreedley believes that katharasis
1a achieved in this drama and that it i3 a "modern

no2

example of the traglec impulae. Perhaps Edward J,

0'Brien best expressed the significance which this play
holds
The pity and the terror of it all have brought

a great peace, the peace that pasaeth undsrstanding,
and it 1s because the play holds this timeless

30 11h14,
31 114,
52 Glark and Freedley, page 220,
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peaos after the story which has bowed down overy
charascter, that Riders to the Sea may rightly

. take 1%s place as the §reateat modern tragedy
in the English tongue %o

Elizabeth Baker pressnts a powerful critique of the
growing discontent in the middle classes of her time in
Chains (1909). Charlie ¥Wilson, a clerk with a "safe®
job in the ol%y, has vague stirrings of disoontentment,
He 18 tired of his regimented 1ife, tired of living in
a row of ldentical houses, tired of catching the aame
train every morning, and.tired of walting forlaiow ade
vancement . in his job, Charlie desires liberty-=-the
liverty, aa he sees 1t, of working with the soll, He
hag a small garden, but the earth 1s poor, affording
1ittloe satisfaction.toward easing his need for ;elf-
expression, A boarder in the house, Tennant, 1s qulte
ting his job~=also “safé"n-and‘ie heading for Australia
to try his luck, Charlie sees his chance, and at the
close of the play, he resolves to go with Tennant, Then
his wife Lily tells him that she ia going to have a baby,
and his hopes are shattered,

It 1a & serious problem play developed with great

'8ki1ll, Baker provides a sharp contrast between the . -

33 Introduction to Riders to the Sea by ZEdward J.
0'Brien (Boston, 1911), DPage 5.
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unimaginative Lily and the romantio Charlie, Lily says
of Tennant's pending departure, "And he really is mad,

Throwing up a moat excellent situation, MKy dear, I oall

.7

him juat stupid, Charlie, on the othor hand, suma up

the thesis of the play and his own feelings as well when
he argues thus with his in-laws:

-I'm not a scoundrel juast because I got an 1idea,
am I? But I'll tell you what, marriace shouldn't
tie a man up as 1f he was a slave. I don't want
to dessrt Lily=-=She's my wife and I'm proud of
it=-=ut because I married, am I never to strike
out in anything? People like us are just cowards,
We selze on the first soft jJob=--and there we
stiock like whipped dogs. We're afraid to ask
for anything, afraid to ask for a ralse even=~
we walt until 1t comea, And when the boss says
he won't give you one=-«do we up and say, 'Then
I'11 go socme where I oan get more?! HNot a bit

of 1¢t..

¥hy can!'t a man have a fit of reatlessness _and
all that without being thought a villain?3b

The play 1s not a tragedy.. One 1s interested in
Charlie's predicament and can i1dentify oneself with him,
but he i1s a small man who, prodded by his imagination,
feebly satruggloas but soon sucocumhs to the chaina of
circumstanoe., Cunliffe has called 1t the "1life of the

Ignobly deoent."36 The rlay does have porer as a

34 Chains, I,
S5 1btd,, III.
56 Gunliffe, page 161,
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problem play, but ita weakness as a tragedy has been
shown by Nicoll, "Hare once more we come uron a
Galaworthian drama, one to which not the characters, but
the oircumstancea and the forces of soclety give greate
neas,“sv This is fine 1f the intent was to alm at
something lower th&n tragedy, but 1f tragedy was intended,
greater characters should have bsen areated to cope with
the eircumstances,

Waste (19807), by Harley Granville-Barker, ia basioally

a domestic drama, M uch of the amction 1a concerned with
high politics, but this 1s done to develcp the prota=-
gonlst, Trebell, in the 1light of hls importance in English
politica at the time of the play, and then to show how
the adultery by Trebell leads to hié‘finaiﬁdoédfall.
Henry Trebell 1s a well=conceived character. He can be
oconaidered as the embodiment of what a layman thinka eof

" a8 the power behind politics and perhaps also the embodie
ment of the type of man those in politics would like to
have worlking with them. Trebell 1s a brilllant man whose
1ife 13 devoted to his work, Othey people do not enter
into his 1life except as puppets whoZe 8trings he masters

and then employs to his own purposes, He doesa not love

87 Nicoll, British Drama, page 382,
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Amy 0'Connell, but he has an affair with her to prove
himself in something outside politics. She insiats
he tell her he loves hor, but when ha ansawers, "I'11l

say whatevor's neoeaaary,"sa

one realizes that with hinm,
fselings never enter into affairs with othor reople,

Trebell is cold, of necesaity cold, and this cold-
ness has won for him both loyalty and hatred, but at
the same time admiration from each faction. FPolitical
setbacks do not wrry him because he is not poraonally
involved, His perfect self-confidence and sublime knowe
ledge of the people vith wvhom he works enable him to
ocontinue to enjoy his power. Fven rvhon confrontod with
the fact that Amy is pregnant with his child, he is sure
he can handle the situation, Amy tells him that her
husband will seek a divoroce and then raise a great row,
The folloxing exchange 1is indicative of the characters
of both, and at the same time 1t 1s a hint of vhat will
finally ruin Trebells

Amy, And that'd smash you,

Trebell, At the moment, . . yes,

Amy . I'd LYo an sorry, 3till, . . you'd
marry me,

Trebell, That is the usual thing,

58 waste, I, 11,



104

Amy. Then you'd hate me the movre, I
suppose, for being the smashing
of you, But we could get along.:
People dos I'm good company. .
and I'm at1ll pretty., X cant't.
ses why you don't love me. « «
just a 11ttle,

Trebell, i van say that I love you. It's
easlly asld.

Amy. You never once said it, . . you'd
no need. That's pretty shameful,
Did you think I wouldn't notice?
Trebell, It'a a sort of thing I dislike. . .
uging words that have no meaning
to me,
Trabsll dces not actually hato Amy; rather, he hates
to have made a mistake, Howevar, his greatest mistake
13 not realizing what a atuﬁid, shallow person Amy 1s,
Because he wlll not say hs loves her, she has an abortion
and as a result, she diess Further, he has made the
mistake of having written her a letter which falls into
the hands of her husband, Justin 0'Connell, ¥ithin an
atmoaphere of arguing and cajoling, polliticlans interested
only in saving thelr leader and thus saving thelr own
party from ruin, a far greater battle 1s waged, O'Connell
and Trebell both realize they have been harmed by Amy.
0'Connell promisea not to reveal Trebell’s letter at the

inquest, bdbut- that no longer matters to Trebell, He

392 1p1d., II, 1
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has lost something mmuch greater, and his losa is indicated
in his words to Cantilupe, fthe churchman who 1s.concerned
over Trebell's adultery and the moral 1issues which are
involved:

Oh, I ocan repents, . . the thing done, . . the

SRR Hs e R

P .
Trebell conscludes th:t he haa erred as a person and not
as the politipal machine he hoped he was, Because he has
thus erred, he knows he must be judged as a man,
However, to the politicians he casts the challenge of
whether or not they will keep him as thelr lsader. They
later refuse to take the chance with him because scandal
may leak out, and his political career 1s ruined,

This is a hard blow., Perhaps he could bounce back
again. He could fight them; or later, when people have
forgotten, he could start again. But then he knows ho
cannot ever walk the same path. Hias brilllance 1s intaat,
tut he has had a glimpse inside himself, The child, his
ochild, which Amy was carrying represents to him how easily

all of man's oreaticna and aspirations may be znuffed out,

He has had at lasgt an insight into the timeless problems

40 1vta,, 171, 1.
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of humanity and oreation and knows he is a part of them,
He also knows that he is a fallure by theiy standards,
There 18 nothing else for such a man to do but to die.
The play is not a real tragedy. Seldom do we find
a charscter of such strength and wholeness, but Trebell's
lack of human syhpathy on a personal level gcausesa him
to fail as a traglc figure, It 1s a pilty that he 1is
ruined, but one cannot help feeling that 1t was his
own fault and that he deserved 1t., Asaguredly, 1% 1s a
waste that a man of his abllities must be loat because
of a silly woman, but one feels thait she too 1s entitled
to hapriness and to life. The title of the play affords
the reaction of the audlience; it 13 a waste but of no
;greater consequence,

3t¢ John Ervine created in John Ferguson (1915) one

of the noblest figures in domeatie drama., John Ferguson
with his humble dignity faces the wagaries of fate and a
mul ti1tude of misfortunes with a head unbowed except to
God, It 1s the character of old John which qualifies
this play as a true tragedy because, despite his being
a poor farmer, there 1a universal identiflcation with
hime In the preface to tl:is play Ervine wrotes

John -Perguson 1s a tragic play, but I think I

may claim that 1t 1s not a depressing play.
It does not disgust with humanity those who
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read ‘it or see 1t performed, An audlenoce

should leave a theatre, after seeing a

tragedy in a state of pride., s '« proud

as the tragle lgares. o WAL o Srectes
This 1s = high standard to achieve, and Ervine has
succeeded,

It 1s neoessary to take into consideration the
importance attached to owning one's land in Ireland, It
has never been as cusatomary to pick up and move to one
place or another in Ireland as 1s 'oustomary in Amerioa,
The family holdings were sacred; they were, indeed, all
that peopls like the Fergusons hads In this play,
because of lll=-fortuns, the farm has been doing poorly
and 13 heavlily mortgaged with the notes due, At any
moment a letter 1s expeoted from John'!s kin in America
with enough nioney to relieve the debt: Henry Witherow,
the antagoniast, will write off the mortgage if John's
daughter Hannah will marry him. Salvation of a sort
is offered by James Caesar, a piddling little grooer,
who will pay off the d2bt 1f Hannah marries him. John
Perguson will not force his daughter to marry, nor will

he attempt to persuade her to do anything againat her

4l g4, John Ervines Preface to John Ferguson
(New York, 1928), page 1K,
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will, She decides to marry Casesar, btut when she changes
her mind, for she knows she can never marry auch a man,
and she goes to Witharow to tell him he can take the
farm, She 18 raped by Witherow and, when she returna teo
tell about her experience, Caesar vows to kill Withorow;
but 1t 13 apparent thut he doss not have the nerve,
Johnts ason Andrew knows that Caesar will do nothing, and
he takea the family gun and goes out into the night,

The next morning, when ¥Witherow 1a found dead, Caesar 1is
immedlately arrested. Then the lotter arrives from
America with the money. In a legseyr play this would be
melodramatic; here 1t 13 but another turn of the sorew
of fate,

Andrew 1s also a powverful figure. Although he has
killed Witherow, he could get off by oesocping elther to
Forthern Ireland or America; and then by confessing,
he could free Caesayr, However, he will not do it desapite -
his motherta urgings and sven a 8light bending of old
John's rigid prinoiples, The quiet dlgnity of the fol~
lowing exchange 1ifts the emotlions from pity to some~
thing greater:

John Ferguson, I d4id take pride in him, but

T take no pride in anything
now, I muat have sinned bite

terly againat God to bs punished
this way, It muat have been



109

something I done that's
brought calamity on us,
I'q be willing to pay
what ever price was de~
manded of ms, « . but
Andrew}

Andrew Ferguson, Da, a man must clean hime
self mustn't he?

John Ferzuson, Ay, ay, son!
Andrew Ferguson, It's no good other people
doing things for him, _He
must do them himself.42
Andrew 2nd Hannah go to the police, He intenda to turn
himself in, A struggle of the soul has been involved,
and righteousness triumphs,
The family, although 1t still rosesses the fam, 1is
ruined,. A, E. Morgan believes that John Ferguson 1is
2ll but dead, The final note is not unalleviated pein,
but instead, une feela that human nature has been Justie-
fled--that the soul is 1ndestructible,?>
John and his wife, Sarah, sit talking in a masterful .
and dignified close:
-John, We've been married a long while, Sarah,
and shared our good fortune and our bad,
¥e've had onr pride and our humiliation,
God's been good to ua and He's been

bitter hard, But whatever 1t was we've
born 1% together, haven't we?

42 gozgl geggugogh IV.
43 Mbrgan, page 241,
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.3arah, Ay, John,

John, And we'll bear this together too,
woman, won't we?

Sarah, It 1a a hard thing for any one to
bear, Your own son to be talzen
from youe o & o
John, Ay, wife, 1t 13, but we rmat bear
1t, for God knows better nor we do
wvhat's right to be done, (He takes
up the Bilble agniné) Liasten to
God's word., , . . %4
He then reads David's lament for Absalom and the play
closes. One 18 filled with awe at the power of such
simple people, and espeaially the raw stirength of a man
close to the soil who thinks of 1ife in the fundae
mental relation of his responsibility to God, One is
indeed proud that there are such people who, deapite the
greateat of tragedies, continue to astruggle in an honorabdble
and humble fashion and strive to redeem themselves
before thelr God., The audience 1s both drained by the
emotion of the play and ennobled by what they have seen,
The play 13 a true tragedy,
Although not atrictly a domestic play, Sean 0'Casey's

The Plough and the Stars (1926), which has as its setting

the Raster Week Rebellion in Ireland, 1s related with

44 John Ferguson, 1V,
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reference to the effect of the rebellion on the residents
of a tenement house in Dublin., Bessie, one of the tene~
ment people, sees the futility of she fight when she sayat

There's th!' men marshin! out into the! dhread

dimneas o' danger, while th' lice 1s orawlin!

about feedin! on the fatness o! the land}

But yous'll not escape from th' arrow that

flieth be night, or the sickness that wasteth

be day. ¢« « ¢ An' ladyship an'! all, as some

o! them may be, they'll be aoazghered abroad,

like th' dust in the darkness!}
It 18 not a pretty ploture, and at firast the measage of
the play was ocompletely misunderstood, ¥hen it was pro=-
duced by the Abbey Players in Dublin, on February 8, 1626,
the audience rioted because they thought it was antie-
Iriah.46

Jaok Clitheroe and his wife, Nora, are of especial
signifiocance to this paper, Jack 1s an idealist, one of
that breed of Irishmen who aotually flght and do not
merely talk about it. Cunliffe has noted that Jack was
neither aoward nor hero, "asimply, a poor human being torn
in oppositie direations between genuine patriotism and
love for his young wife."47 Nora 1s really the mosat

powerful figure in the play and ia the true idealist,

45 The Plough and the Stars, I,

46 yohn Gasaner, Masters of the Drama (New YOrk
1940), page 569, - T ’

,47:0un11ffeg page 248,
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All she desires is to get away from the dradb tenement,
away from the fighting, and live a happy life with her
huaband, She pleads with Jack to stay, but he cannotj}

and she, out of fear that he may be killed, gives birth
prematurely to a dead child, She becomes insane, and as
the fighting swirls around the tenement, she can only
poignantly ory, "0 Jack, Jack., Where are you?" completely
oblivious to all that goes on about her,

None of the figures 1s great enough to warrant
calling this play a true tragedy., It is a serious study, .
intersapersed with humor, of Irish 1ifej it is also a cone
demnation of war, The characters are little people who
do not realize the asignificance of the. iassues being
fought, Their only struggle ia for a happineas they are
unable to realize, One can pity them but do little else,
for there is never dry-eyed fear at seeing their fate,

It 1s a well=-written and memorable play, but the plight
of the characters never rises to the tragic level,

As the final Britiash domestic drama to be considered,
T. S Eliot's The Family Reunion (1939) affords the

greatest difficulties in evaluation, Freedley has noted
that while it has been called the greatest English
tragedy since Elizabethan times, the fact that Eliot

tried to force a modern English domestic tragedy into
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the ancient Greek mold resulted in his failure to do
Justice to either.48 ¥oreoever; the drama is written in
verse, Eliot has argued that poetry muat justify itself
dramatically, and 1f 1t is only an embellishment for the
pleasure of thonse who lie to read verses, it is super~

fluoue.49

It seems that, although Eliot's use of verse
1s at _times effective, most of the poetry is stilted and

unnatural and inevitably causes the characters to lose

Certainly Eliot has employed, except in the case of
the Eumenides, contemporary characters, The setting 1isa
domestic, but the inhabitants of the old English manor
house, Wishwood, 1live in a rarefied atmosphere, The
past 18 in conatant collision with the presente~a
- favorite Bliot theme. The protagonist, Harg Lord
Monshensey, returns home after a long absence. Whether
or not he 18 responsible for his wife's death 1s un=-
important; he believes that he has killed her, and he ia
tormented by the pursuing Eumenides, . Harry thinks that
all is guite hopeless at the beginning of the play, for

in speaking to his cousin Mary, he says!

48 clark and Freedley, page 215,

49 p, 3, Ellot, Poetry and Drama (Cambridge, The
Harvard Univeraity Press, iQSIi. page 10,
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One thing you cannot know:
The sudden extinction of every alter=-
native, _
The unexpected ocrash of the iron cateract,
You do not know what hope is until you
have lost 1t,
Yow only know what 1t 13 not to hope:
You do not know what it ia to have
hope taken from you,
Or to fling 1t away, to join the legion
of the hopeless
Unrecognized by other megb though
~sometimes by each other,

Furthermore, Harry seems to blame his mother for what
he 1s. He hardly knew his father, and during his entire
youth, as 18 true aven at the time of the play, every~
thing was done %o please her, W¥hat one 13 or will be
18 the result of all that went before, because

How can we be oonoerned with the paat

And not with the future? or with the future

And not with the past?®

Family affection was only a duty, and this attitude
muat have been transferred %to his relationship with his
late wife, However, he was only dimly aware of this
until he returned to Wishwcod, There .the past, present,
and future become onej and Harry finally realizeas that

he need not run from the Eumenides any longer. Rather,

he will now follow them«~presumably to his destruction,

80 The Family Reunlon, I, 1i.
51 1mia,, I, 1.
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but with an accompanying explation. Raymond Willlams
is probably right in thinking that Harry's experience 1s
the search for redemptiono52

The play may be called, 1f such a term ia valid,
a cerebral tragedy. The odds are overwhelming, and 1in
his struggzle Harry rises to a noble state when he comes
to terms with himsslf-=-vhen he emerges from "a world of
insanity." He exults that hs no longer runs from, but
now pursues, his fate, But 1s Harry ever a flesh-and-:
blecod person? Doea hls plight ever arouse awe and horror
in the audience? Are thoy ever transported by identi=
fication with his plight until their own emotions are
purged? No. The play 1s much too analytical. Eliot
presents a scientific evaluation of the problem, and
arguments are presented less on an emotlonal basis than
as a rational solution to a problem, This is hardly
dramaj 1t 1s certainly not effective tragedy on the
stage.

Although the traditions behind these representative
English and Irish plays are close enough to permit

grouping them in one chapter, American drama requires

52 Raymond Williams, Drama from Ibsen to Eliot
{New York, 1953), page 236,
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separate consideration, Naturally American drama hasa

been partially dependent upon both British and Continental
dramas, but the subject matter and the conception of the
characters in American drama have a distinctness of

their own. However, with our greatly accelerated transe
portation and communication, the people of the world are
becoming much closer in both ideas and attitudea. Perhapa
in the future it will be difficult to dlfferentiate

betwesn the domestic dramas of different countries,



CHAPTER IV
REPRESENTATIVE AMERICAN DRAMAS

The American theatre has also had its share of
domestic drama, but the early examples of the eighteenth
aeufﬁry had 1ittle dramatic content.1 The type, in fact
all of American drama, developed very slowly, It was

not until Mra, Henry Ward's East Lynne (1865) that an

attempt was made to present a serious problem in a
domestic aetting.2 Later Jamea A. Herne in his Margaret
Fleming (1860) further developed the type. In this play
he attempted to present hlis oharaotera as he saw them
rather than to write partaz for the popular actors of

the day.3 Clyde FPitoh, espeolally with his The Girl
with Green Eyes (1902), also made significant contri=

butions. Of course, the efforts of Steele MacKaye,
Peroy MaoKaye, Bronson Howard, and many others also

deserve mention, but 1t was not until after ¥World War I

1 Margaret G. Mayorga, A Short History of the
American Drama (New York, 1932), pagze 44,

2 tvi4,, page 112,

3 Baprett H, Clark and George Freedley, ed., .
A History of Modern Drama (New York, 1947), page 650,




118

that American drama came into 1ts.own, The great
touring companiass were broken up, and the Theatre
Syndiocate was abolished, In their stead, small companies
like the Frovincetown Players and The Neighborhood Play«
house ocame into existsnoe, The ocormerolial theatre cen=
tered in New York City, but dramatic activity was being
oarried on in ocollsges, on labor atages, and in Little
Theatre groups all over the country. John Gassner has
noted that, although the American stags had lost 1its
tremendous following, at the same time, "American drama
became a genuine art.“4 Inhibitions had been removed
and strict oensorship had almost vanished, Signifie
ocantly the theatre became a true vehilocle for the exe
pression of typlcally American 1deas rather than those
dictated by foreign influence.

Eugene 0'Nelll 1s perhaps the most imposing writer
of the post«~World War I period., Although he 18 now better
known for some of his other plays, Beyond the Horizon

(1920) won for him the Pulitzer Prize, and 1t 1s atill
a favorite of the Little Theatres.5 For the purposes
of this study 1t is his most representative domestic

4 John Gassner, Maatsra of the Drama (New York,
1940), paiie 632,

5 Arthur Hobson Quinn, A History of the Ameriocan
Drama (New York, 1945), page 173,
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drama, Robert Mayo, a dreamer who 1s i{illeauited to farm
work, marries the girl, and he cants aside his opportunity
to go to sea and learn something of the world beyond the
confining limits of the farm, His brother Andy, a stolliqa,
practical, but unimaginative person, departs in his place,
Robert cannot manage the farm, and soon hls small family
8inks into poverty. Only thelr daughter keeps him and
hia wife, Ruth, together; for after.their initial passion,
they no lecnger love each other,

Robert made the mistake of belleving that he would
find a happiness with Ruth that would compensate for
his yearnings to dliscover what was beyond: the horizon.
The dally drudgery of farm work fn which he sannot hope
to succeed,; the allienation and lack of understanding
by Ruth, his poor health, and:the conatant miafortunes
on the farm all conspire against him, He ajaln returns
to dreams of adventure, of escaping from what is now to
him a prison, At the same time he does his best to
preserve the farm, but it 1s useless. - However, his
pride prevents hias appealing to the now rich Andy for aid,
It 13 only at the end, while dying of a lung diseasse, that
he knows he will resceive hia release~~though death, The
play ends on a note of exaltation when Robert tells

Ruth and Andy:
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You pmstn't feel sorry for me, Don't you see

I'm happy at laste=free-~freel~=-freed from the

farm~~free to wander on and on=-eternally,

Look! 1Isn't it beautiful beyond? I can hear

the old volces calling me to come-=(Exultantly)

And this time I'm going! It 1an't the end,

It's a free beginning-~the start of my voyagel

I've won nmy trip=-~the right of release«=beyond

the horizon. o

‘The play 18 obviously an immature work, Some of ‘the
soenes lag, and the. play often becomes melodramatic, Ale
though not a great tragedy, 1t 1s nevertheless a true
tragedy, Gassner, who also recpgnized the weak spots of
the play, calls it a "sardonic and poignant tragedy of
attrition,"”’

Robert!s plight is universal because we feel we
would like to break away from some established order to
experience something new, Although thoroughly frustrated,
Robert 343 a dignified and noble character who struggles
decently against oircumstances from which he cannot
honorably escape, Even in the very depths of despair
and in the knowledge that he 18 inourably 1l1l, he becomes
magnificent when he says to Andy:

You--a farmere-=to gamble in a wheat pit with

scraps of paper., There's a spiritual signi-

ficanoe in that picture, Andy. I'm a failure,

and Ruth's another--but we can both Justly
lay some of the blame for our stumbling on

6 Beyond the Horizon, ITI, 11,

7 Gasaner, page 849,
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God, But you're the deepest~dyed fallure of the
three, Andy, Youtve spent eight years running
away from yourself, Do you see what I mean?
You used to be a creator when you loved the farm,
You and 1ife were in harmonious partnership. .
But part of vhat I mean 1s that your gambling
with the thing you used to love to create proves
how far astray==So you'll be punisged. Youtll
have to suffer to win back . +» . &
Only when Robert knows that Andy has returned for good
and g;ll assume his obligations does Robert succumb,
This play proves an exception to Lewisohn's claim
thst the protagonist of modern drama falls to achieve
peace wlth the world, The very exaltation at the end
relieves one of the mere sense of pity for Robert, He
has a certain grandeur about him as he goes to meet
the unknown~=the unknown he has always yearned to meet,
The audience cannot disregard this contagious feeling
and thus 1s uplifted through watching his final triume
phant release from his suffering. A purgation of emo=
tions 13 achieved, and i1t is a valld purgation hbecanse
there 1s an accompanying fesling that 1ife really 1is
not in vain,
The Hero (1922) by Gilhert Emery poses two inter=

related problems. In a sociological sense 1t concerns

the problem of the placse:for the returned hero in

8 Beyond the Horizon, III, 1, .




American soclety. In a domestic sense 1t concerns the
problem of what the famlly does when the hero comes back
into the home, The play 1s just as timely tody as 1t
was whan first presented, Although a dual problem
pervades the play, Emery never comes right out and
expresses either one, Instead, he allows the problems
to develop naturally through the action of the plays
moreoever, he never does give an answer to either one,
The play 1s. powerful bacause he deals with real prorprle
and not with i1llustrative types,

The prodigal hero son 0Oswald returns from France
to his brother Andrew!s home, He had run away from
home years hefore, leaving some bad debts which his
brother assumed, He 18 really an undesir&ble peace=
time ocitizen. Accustomed to a life of action, taking what
he wants with 1ittle moral reflection, he simply does
not fit in, - Routine work i1s not for him; mundane daily
affaira only bore him, He seduces a young Belgian
refugee whom his brother has taken in, captures the
heart of his brother!s wife-~and then spurns her, and in
the end atoeals the church collection, for which his
brother 1s responsidble, to enable him to return to France.

Yot he 18 not all bad, The love and affection he shows

his nephew, little Andy, 13 engaging, and Oswald does
die saving Andy from a fire,
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- The play cannot be called a tragedys Further, it
cannot even be called a serious problem play because of
the technique:employed, Perhaps 1t could best be classi=
fled as a serious portrayal of a "slice of life."” It
has a rather contrived plot, but 1t i1s saved from melo=- -
drama by the intereat created in the charaoters, which
goes far to exouse the ending, None of the characters:
13 of a type worthy of tragedy. Oswald is universal:
there are many like him aroutid who are personable as
long aa one does not get to inow them too well., But
~ he 18 really atill quite savags; or 1f not that,
immature., MNe does not want reaponalbilities, His
noble deeds are done less from thought than on impulse,
There can be no majesty about a person like him; there
can be no horror at seeing him fall, There might be
some sympathy for the Oswalds of the world, but there
should bs more for the Andrews,

Andrew, who assumes his responsibilities without
oomplaining, who 1s not very intelligent but not stupid,
who pathetically tries to be funny with stale jokes,
but who exists within a moral frame of reference and does
the best he 1s capable of, 1s perhaps the noblest
ocreature in this play., In the followlng tender exchange,
aftey Oswald has perished in the fire with the church
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money which must be repaid, Emery's irony is evident,
and one feels both pity and admiration for Andrewt
Andrew, Yhy, of courase, there doesn't any-
thing matter much, dear, as long
as I got you and the boy. Thank
God for that{ , . « Now I must go
an?! find ma, Poor maj And then--
go back there to=~him , . .

Heater, You are a good man, Andrew}] Now
I know! A good, good man,

Andrew, Me? I'm just old Andy9 I am,
But Oa~=0a was a hero,

It 38 a good play and susceeds in 1ts intent., More-
over, i1t isdoubtful that Emery ever wighed to oreate a
tragedy. Because he could ocreate characters go well,
he must surely have realized what he was doing with
Osw;id. Therefore, 1t may be that while 0Oswald comes
to,iif;‘oé the stage and 1s soon forgotten as a person,
what he represents in the form of the other heroea in
real 1ife, with whom members of the audience may come
into contaot, 18 remerbered; and the result is that
the same members of the audience may see their unad-
Justed heroes in a different light. In that way it does
succeed as a problem play perhaps much bettsr than the

more obvious problem plays., Yet another facet of domestio

® Phe Hero, III.



1125

drama has been presented, but in this case the results,
though sympathetic, are not tragic, No one in the play
18 of sufficlent stature as a human beingj and one, while
interested in them, 18 not moved,

Sidney Howard in The Silver Cord (1925) areated one

of the most memorable figures in American domestic dramaj
Mra, Phelps 1a the epltome of the overpoassesalve mother,
S. Marion Tucker believes the ocreation of Mrs, Fhelps
reflects the influence of the school of psychoanalysis

on Howard,10 but she 1a such a readily identifiable
person, a type of person the entire audience can under-
stand. Her whole 1life centera on her love of her two
grown sons, David and Robert, both of whom are still

her "1ittle boys®™ At the opening of the play, David
returns home married to an intelligent and stronge
willed woman, Christina, Robert intends to marry Heaster,
a high~strung, senaltive girl. The struggle immediately
begina between Mrs, Phelpa and the girls over the
poasession of David and Robert. Mrs, Phelps discredita
any of the abllities of the girla~-even their abllity

" to love her sona, To her, the girls are only playthings
for them, But when the girls make their respective

10 S. Marion Tucker, ed., ¥odern American and British
Plays (New York, 1931), page 63 ,




126

bids for Robert and David, she employs the powerful
argument of mother love. She really belleves she has
given her all to vhat she oconsiders the sacred duty of
motherhood, It 1a her purpose, shield, and justifioca=-
tion for all her actions with and about her sons, She
succeeds with the weaker Hester and Robert, but Christina
ls stronger, and David finally throws off his mother'!s
bonds and goea with his wife,

It 1s a serious problem play about a tender subject,
and 1t 18 exeocuted with superb skill, The dilalogue is
full of}aignifioant double meanings charged with emotion,
Socenes such as Mras, Phelps! placing David in his own
room (with his wife in a separate room) and then coming
in to tuck him in, or the climatic scene when.  Heater 1s
drowning and Mrs, Phelps! only concern 1s for her sons
who may catoch cold while rescuing her are done subtley
yoet with unmistakable venom, - Howard does slip into the
didactic in the following argument between Christina
and Mrs, Phelps:

Mrs, Phelps, %hat have you to offer David?

Christina, © A hard time, A chance to work

on his own, A chance to be on
his own, Very little money on
which to share wlth me the bure
den of raising his ochild, The

pleasure of my soclety. _The
solace of my love, The enjoyment
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of my body. To which ' 'if have
reason to believe he is not
indifferent,

Mra, Phelpa, (Revolted.) Ugh!
Can you offer so much?

¥Mrs., Phelps. I offer a mother's love, Or
perhaps you scoff at that?

Christina, 2 Not i1f itt's kept within bounds,
I hope my baby loves me. I'm
practically certain I'm going
to love my baby, But within
bounds,

Mrs, Thelps., And what do you mean by within:
bounda?

Christina,  To love my baby with as much and
as deep respect as I hope my
. baby will feel for ma 1f I deserve
its reaspect, To love my baby
unposaessivelii above all, un=
romantiocally.
However, this 1s in keeping with the development of the
play. The attitude of the audience 1s receptive to 1it,
and 1t 1s natural that the two should express their
feelings,

The play 1is certainly not a tragedy, Perhaps one
can feel sorry for people like Mras, Fhelps, although she
becomes éeapicabie at time, David and Robert are sym=
pathetio charactsrs, but they.are not worth fighting

over, 3Somehow one cannot help feeling that Christina

11 the Silver Cord, III, 1.
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willl be saddled with a weakling like David, Further-
more, the suffering happens to the wrong pecple, Mrs,
Phelps does not suffer; for, although she lcses David,
she still has Robert, ©Ona can see with a degree of
horror what the svsntual life between Mra, -Phelps and
Robert will be, and at the same time Mrs, Phelps assumes
a cartain ailr df majesty which provokes awe'at'hef gelf=-
righteousness when she says to Robert at the close of
the play:

And you muat remember what David, in his

blindness, has forgotten: that mother lova

suf fereth .long and 18 kind; envieth not, 1s

not puffed up, is not easily provoked;

AR S

’ my

Robert, who 1s engulfed forever, can only answer with a
submisasive yes. There 18 no purgation by experienceing
these things, Rather, there is perplexity on the part .
of the audience as to what one does with a woman such
as Mrs. Fhelps. Howard does not give an answer to thisj
perhaps no one slse can either,

Clifford Odeta, one of the most active playwrights
of the thirties, presented Awake and Sing in 1935,

In the opinion of many oritiocs it 1s his maaterpieoé.la

12 1p14,
13 Gassner, pa;e 690,
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In this problem play Odetas 1s concerned with the
disintogration of a famlly because of the demsnds of .
modern 1ife under a capitalistic aystem., As in many. of
his other plays, Odets presents very powerful scenes,:
but he does not achieve mach impact wilth the play as a
whols, Actually, there is no real hero,. Beasle Berger
figurea in all the aation as thedominating peraon,

She seems unimaginative and 1s a retarding factor which
prevents the other members of the household from breaking
the honds that keep them in nsar poverty in a tenement
house, The family has few plecasures because-she insisats
they must work to better themselves, She explains her
poaition when she aays:

My whole 1ife I wanted to go away too, but

wilth children a woman stays home. A fire

burned in my heart too, but now 1it'as too

late. I'm no spring chicken, The clock

goesa and Bessle goss,

There 1s aympathy for hsr because what she i1s doing
i3 really a great sacorifice to achieve a better life in
the future, buft in doing this she deeply hurta the other
membera of the family by stifling thelr dreams and effacing
their personalities. The play 1s not a tragedy., Not one

of the sharacters has the true dignity of human spirit

14 pwake and Sing, III, 1,
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hecessary for a traglc figure. Not even Jacob, Bessie's
father,; ocan measure up to tragic qualificationa because
he 18 an 1dealist with no power for action. 1In fact,
there 18 a confusion of impressions, In his laudatory
introduction to ths play, Harold Clurman said:
The play 1s about real people struggling humbly
with their evaryday problemsj it 1s tragic in the
~ sense that we are led to see that these problems
- are almost life-or-death matters; it is comioc
in the sense that the manner in which these pro=
blems present themselves for the characters in
the play (and for moat of us in the audience)
1s so amazingly casual and haphaaaig in relation
to thelr fundamental significance,
As noted earlier, there cannot be this oconfuslon of aims
in a tragedy. But s'nce 1t 1s the ocharacte»s in the
plays considered that are of importance to this paper,

perheps the falling of all the dramatls personae as

tragic figuwres keeps this play on a:lavel beneath tragedy.
‘Quinn's judgement that the ocharaotera "are not of the -
slightest importance spiritually or intelleotually, and
they neither awake nor aing‘,"’l6 points out the fallure

of the play as tragedy, no matter how intereating it is
agd a study of lovwere-middle~class domesatic 1life,

The Little Foxes (1939) by Lillian Nellman is a

challenging domestic drama to consider because 1t defles

15 Harold Clurman, Introduction to Awake and Sing,
in Three Plays by Clifford Odets (New York, 1935), rage Xl..

16 Quinn, page 300,
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definition, It 18 not actually a problem play, unless
one interpretas the thesis as being the deatruction-or
ratheyr, ths decadence of a famlly becauge of their
burning avarice. The decant people in the play are
totally ineffectual, and the rest are so despiocable
that nothing admirable can be found in them, The play
1s not a comedy by any definition of the word; 1t 1s
not a tragedy, except in the sense that it 1s tragic
that such people exist in the world., However, an exami=
‘"nation of these people may afford yet enother variation
of what can be done with domeatic drama,

The scene 1s the deep South in 1900, Regina Giddens
and ‘her brothers Oscar and Ben Hubbard belong to the
ocontrolling family of a small town. They have success=~
fully dickered with a northern manufacturer, William
Marshall, to have a cotton mill built in the town, All .
they now need 18 the necessary capital. Regina's huse
band, Horace, has the money; but he does not wish to
gupport the 1dea, for he knows that the people of the
town will be exploited by the mill, He 1s 11l in a
Baliimore hospital, and he refuses to discuss the affalr,
Regina contrives to bring him home to talk to him about
1t, but still he refuses to give in, MNeanwhile, Oscarts

son Leo, who works for Horace in the bank, has discovered
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a cash box of Horaco's which contains $88,000 worth of
bondas Since Horace does not ofton look in the box,
the brothers decide to have Leo "borrowx"™ the bonds for
a 1ittle while. He does, and Oscar leaves for Chiloago
to settle the deal, 8ince they intend to return the
money later, they think that no one will be the wiser,
and they will ocontrol the family share without including
Regina,

Horace, however, calls for the.cash box and dis-
covers the theft. Rather than make this public, he
tells Regina that he 1s making a new will, Regina's
inheritance vill bs the miasing money vhich will be
oonsidered as a loan to her brothors, Thus Horace
intends to get back at Regina for all the cruelties
which he has suffered from her, Before this can be
realized, he has a heart attack, and Regina declines to
goet him his medicine. le dies attempting to climb the
stairs to get 1t for himaelf. Regina forces her bdbrothers
to give her a seventy=five percent intoreat in the mill
by threatening to expose them for theft. Thus Regina,
who cares not what happens to other people, gets what
she has deaired all her l1ife-=enough money to leave the
provinocial homestead,

It 18 a nasty family, and their future promises
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to be equally nasty., This examination of a family
provides a study of the grasping people, psraaps pre=
clsely the type of people who built the industrial
emplires of our country, for Ben can 3till observe
optimistically:

Then, too, one loses today and wins to-

morrow, I say to myself, years of plane

ning and I get what I want, Then I don't

goet 1t, Put I'm not dilscouraged, The

country's turning, the world is open,

Open for people like you and me, Ready for us,

walting for us, - After all this is just the

beginning, There are hundreds of Hubbards

gitting in vrooms like thias throughcut the

country, All their names aren't Hubbard, but

they are all Hubbards and they will_ownh this

country aome day, We'll get alonge.l”

He will wait, for some day he may prove that Regina wasa
the cause of Horace's death; then all will be his,

In addition to the mentioned degree of meanneas,
there 18 also an interfamlily relationship wherein the
woeakar members are forced into submission. Oscar
married Birdie, who was of the o0ld Southern aristocracy,
only for her landj; he has treated her as dirt ever since.
She was pretty and genteel~~quite unprepared to cope with
someone like him, He has browbeaten her until she has
become an ineffectual alcoholic, He appears guite

proud of hia acoomplishment in breaking one of the

17 The Iittle Foxes, III,
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ardistooracy of which nefther he nor hie family wea ever

a part, Put he is alsoc a cowardly man complstely domie
nated by his brother, and he derives his plesasuros from
wanton k¥1l1ling of the game in the aurrounding lends and
then denying the apoila to the atarving Negroea, Regina
has been spiteful toward her husband and 13 trying to
dominate her daughter, but the girl is mads of a atronger
stuf? than hor father, and Regiha will probably not
gucoeod, Ben 18 a resl power with a single-=minded desire
for money. He glaims that he does evaerything for the
good of the family, but this 1s doubtful because it

seems moroe likely that he wants it all for himaolf,

All the struggles are on a primitive leovel with no
holds barred, This 1a not fit for tragedy boosugse not
ong of the gombatants rises above thia level, Even
Horase, who tries to hold the family 1in ocheck, does not
try very hard, Although he 18 one of tho few 1n the
play that haa oven a spark of decency and humanity, he
1s too weak to be considered ags a trsgioc figure.

Now, ths play is not to be thought of as a melodrama,
It 18 quite 8ltillful’y conatructed, and the oharacteras
are 8o realistio that thoy make one feol unclean jnst
watohing them, Perhaps 1t was }iss Hellman's intent to
show :the breakdown of the old order in ths South LYy
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presenting the disintegration of an individual family,
The central 1doa may then be aas Ben said, "the sounthern
arlstocrat oan adapt himself to nothings Too highe
toned to try.”le If the aristocrata of the play are
to be congidered as the protagonists, then 1t 1s not a
tragedy because they do not really fights they aimply
£all to the insuyrgent, grasping new order,

¥1lliam Inge presents a penetrating analyals of
1ife in.a middle~class, midwestern homs in hls Come

Pack, Little Sheba (1949), The play begina rather slowly,

almost to the point of dullnesa, as Inge lelsurely
develops Doc, the huaband who 1s a chiropractor and a
former dipsomaniac; Lola, his wife, vho 18 fat, bored,
and disillusioned; and Marie, a hoarder who 13 a college
gtudent. Doc sees in Harie all the beauty and hope of
youth=~glean and unsullled by the harsh realities and
misgfortunes of life, Lola also derives pleasure from
observing Marle's love affalirs, and she priss into
Marle's 1life 1in an attempt to regain aome of the joy
and excltement that has passed her by. It i3 a2ll quite
mindane as we are shown Doc's conforming to the princi=-

ples of Alcoholics Anonymous and Lolatsa running her

18 1ma4., 1.
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house in a slovenly, bored fashlon, However, Lola atoams
open a telegram from karie's flance, Bruce, and lsearns’
that he is comlng. She cleans the housée 1n expectation
of a 1ittle innocent matchmaking, Marie, who has beon
dating Turk, an earthy college athlete, decides to have
one last fling with him before meeting Pruce, Doo
discovers the affalr the next morning, and his dislle
luslonment 1s 80 strong that he begina drinking sgain,
Bruce arrives, and the next day Marie announces that they
are leaving to be marriad, Boc 18 taken off to have a
cure, and vhen he returns, there 1s a reconciliation
between him and Lola,.

Within this frame Inge presents passions as stroug
g3 those found in the dramas of Ibsen and Strindberg,
Doc and lola have both been hurt by life, Loc'a desaire
to be a medical doctor was thwarted, and he had to be
satisfied to become 'a chiropractor, He and Lola had
an affalr before marriasge, and wvhen she foolishly went
to an abortionist, the child died, 1ife has been empty
for themr==-a dull round during which Doc wasa drunk for
a long tims, He has quit dArinking, but the fires of a
loast youth and a wasted 1ife still burn deeply inaide
him, Lola too burns inside to know and experlence all

the things in 1ife vhich she feels have been denied her.
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In a ssnse thay both 1live in the past, and Lola's
plaintive oriss of "Come Back, Littlo Sheba" are crios
for a return of their lost youth and happinesa,s The
play does close with a foesling of hope, but this 1a a
rather hegative hopas, When Doc returns from the hoapital,
Lola tells him of a draam shs had 4n which thouch Little
Sheba was dead, she could not stop to do anything about
1t. In the following exchange Doc asls har why she
could not atop %o help,
Lola. I wanted to, but you wouldn't let me,
You kept aaying, "We can't stay here,
honey;.vwa gotta go on, We gotta go on,"
Now 1sn't that atrange?
Doc, rasma are funny,
Lola, I don't think Little Sheba's ever
coming back, Doc., I'm not going to
oall her anymore,

Doec, HNot muoh point in iti Baby e ‘I guess
she's gons for good,l®

It 13 a poignant resignation on the part of them both,
Perhaps 1% ocould even be interpreted as a happy endingj
but actually, it-1a immeasurably sad. Ono feels a great
amount of pity for such people who are denled happiness
because: of both their mistakes and their own human

limitations, However, this 1a ocertalnly not tragedy.

19 come. Baok, Little Sheba, II, 1v.
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Doc, when he meets with a corisis, gets drunk, He does
not fight, but he attempts to.escape. Lola 13 lost,
irrevooably lost, Thare 1s no r=al hope for her, and
she 13 of insufficlent stature to eliocit more than
aympathy--even that 1s transitory. Once again:: though
passions rage 1n the bdbreasts of these commonplace
‘people, 1t 1s all banal, not the sort of stuff worthy
of  tranaporting the obssrver beyond the immedlate scene,
This, of course, 13 the failing of many sarious domestio
plays., It 18 good drama-~entertaining, and perhaps
thought=provoking; btut ths. action remains on the one
level, The characters never move far beyond thelr
immediate situation. There 18 no reconciliation with
anything except the present problem, and they 4o not even
struggle nobly with that problem,: But then, Inge never
chose characters of any greater proportions than those
demanded by the particular situation. The dramatist
must. know what he 13 oreating, and 1f a competent play=
wright 1like Inge chooses to uze characters unsultable as
tragie figures, 1t 1s not %o his damnation, A success=
ful play does not have to be a tragedy, However, this
play has baen included to afford examples of real
characters in a domesatic situation who, by thelr very
endowments as human beings, preclude the possibility of
the play being called a tragedy.
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One of the moat powerful playwrighta on the present
American scene 13 Tennessee Williams, The 1lilting,

unrezl quality of such a play as The Glass MNenagerie

18 indicative of his abllity to enchant an audience,
Although that drama could be conasldored as a domestic

drama, A Streetony Hamed Desire (1947) 1s much more

apropos. The setting is the French Quarter of New Orleana,
and Stanley and Stella Kowalskl are quite happy with they
bohemian exlatence. The domestic scene 1s upset with the
arrival of Blanche, Stella's sister, She at firat gives
the irmpression of utter gentility, aristooracy, and
refinement«=all out of place in her new surroundings,
She oriticlses the uncouthness of Stanley and brags
about her own rich, gentleman admirers. However, Stanley
soon exposges her, 3he 1s & nymphomaniac, a drunk, and a
gpendthrift who has squandered the family esatate. Une
stable vhen she arrives, shs is driven completely insane
when }¥itch, one of Stanley's frisnda, deserts her; and
$0 add the final blow, Stanley shattora her last defensew=
her world of fantasy. At the end of the play she is
removed to an institution, and llife 13 presumed to go
on aa baforej strangely enough, 1t probably will,

Williama creates a very intense sltuations yet he

does 1t more with his charaoters than anything else.
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Stanlsy 1s an animal; but he is also a prond sort,

driven psrhaps by primal emotiona, but Hot stupld, BRe

gets what he wants aa dlrectly as possible; and although

he 1s crude, his orudensss can be excused besauss 1t is

the only way he knows how %0 act, He 18 happy with Stellaw=
on an earthy plane; but 1%t 1s an honest, fundamsntal love
batween them, Stella also loves him, Her background -

is entirely d4irfferent fros his, but ahe has adjusted to-
Stanley's ways, and lovea him so intensely that she
overlooks his more obvious oruditles,

Blanche muat bs conaldersed as the protagonist,
Howaver, ia she a tragle figure? One must proceed rather
cautliously before Judglng her as such, because 1t is
vholly posgible that she 18 insane during the entire
play. Insane people are difficult to consider as: tragic
figures hecause thelr lives are onea of delusion; theye=
fore, these people muat be seen flrst as sane to provide
the proper perapective, =2But 1n the case of Blanche, if
1t can be belleved that she was a sheltered, sensitive
glrl, 1n love with a Jdegensrate young man and that she
had a great emotlonal shock when her lover killsd himself,
perhaps she cah be viewed in a different light. That i1,
she can be viewed as a person seeking happiness in a life

of disappointments, But then, other factas of hser exiastence.
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cannot be ignored, She 1s provon to have been notoriously
promiscuons in heyr home town;. furthermore, after helng
expelled from that town, she continues to delude herself
when she gomes to liew Orleans, Ia thls an attempt at:
happinesa? Or, 13 this the machination of a madwoman?
It 13 a fine polint upon which any analysis must balance,
granted that she 1s only momentarlly insane and that she
1a attempting to achisve happlness rationally, she still
emerges as too.false, She does not struggle with her
problems ;. instead, she sldetracks and goes off 1into a
limbo of fantasy whereln she conoceives of harself as
belng somsone who she really 13 not, This 1s not the
material for a tragic hero, WVhen she.1s exposed, 1t 1ls
apparent that she has never raally done anything good or
noble. It ia unfortunate that her demlse comes at the
hands of a brute 1like Kowalski, but he is not expeoted
to be undarstanding; and besides, he provides an excellek
contraat., He takes things as they appsar to him; facts,
not analyses, are of prime importancs in hls mind, Thus
she i3 exposed, and finally, she 13 destroyed, Howaver,
though plty 13 aroused, and one muat sympathize with her
plight, nothing more exlsts, If Willlams aimed at
tragedy, a character like Blanche forbilds success,

Actually, Williams could have 1natilled even greater
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pathos into this play 1f he had chosen to allow Stella
to belliove that Stanley seduced Blanche on the night that
Stella gave birth to thelr child. But Stella has great
falth in Stanley, and in the followinz exchange between
Stella and Eunice, a neighbor, when Blanche 1a to be
comultted to an asylum, 1%t &8s clear that 1ife will continue
a8 before, Stellats failth in Stanley will not be shaken,

- Stella, I don't knew 1f I did the right thing,.

- Bunloce. What olse could you do?

Stella, I couldn't believe her atory and go
on living with Stanley,

Bunice, Don't ever helleve it, ILife has got
to go on., o matter vwhat happens, you've
got to keep on going,20
Life does have to keep going on. Blanche was a dsngsrous
interruption in the Aomestic round, Her feelings are
of minor Iimportance except to her. It becomes simply a
matter of development of a oharacter, one who is never
really strong enough, although quite real and believable,
on a level beneath that demanded of tragedy. All the
reat merely makes for a good play,

Another popular and competent dramatlist, Arthur

Killer, has heen very successful with his typlaeally

20 5 gStreetcar Named Deaire, I, x1,
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American domestic dramas, All Xy Sons (1947) and Death
of a Salesman (1949). Xillsr discuasses his plays at

length in an introduction to his Collected Plays, Cone

cerning Death of a Salesman he says, "I set out not to

write a tragedy 1n this play, tut to show the truth as

I saw 1t."21 He continues mwith an interesating discussion
of tragedy and ths tragls hero which glves the imprsssim
that he feels that this play ends as a tragedy, lore-
ovar, NMiller feals that Willy Loman 1s a very brave
spirlt who receives the final kunowledgs "which i3 that
he 13 loved by his son and has besn embraced by him

"22  An author's own comments on a play are

and forgiveh.
very helpful, but not everyone 1s aware of these comments
when reading or seeling a play; further, onhe 1s never as
closely assoclated with the characters in a8 play as 1is
the author, A play must exist on i1ts own merlts and
require no introductory comments about what has or has
not been intsnded,

Death of a Salesman 1s a akillfully constructed

play, and there is employed a method of scene transition

which avolds the abrupt change brought on by the use of

21 Arthur Miller, Collected Plays (New York, 1952),
page 31,

22

Ibld., paze 4.
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a curtain, Thls 3s very effechlive bscause much of the
action takes place in Willy Loman's mind, The continulty
13 pregserved by lighting effects and special staging
rathar than the traditional scens changes. ¥I!1lly has
haen a séleaman all his life, and hils product 1s himself.
But he has never bsen a good salesman, There have been
other opportunitiea, but he has ascorned them 1n preference:
to his chesen work, His 1ife %8 suppos=dly dedicated -

to his two sons, who at the timse of the play, have not
turned out very well, Xaybe ¥1lly's great dilisappointe-
ment 18 that they have not succeeded where he falled,

but he doées not realize that it 1s his fault., Although
he 13 a practicel man when working wlth his hands, he 1s
also an impractical dreamer, He hag dsluded himself

into belleving: he has acoomplished great things and
made many friends,

%illyta dream waa to be exactly like a salesran
named Dave Singleman who was on the road until the age
of eighty~-four, Willy, in telling his boss about this
man, 1s actually talking to himself when he says:

And old Dava, he'd go up to hils room,

y'underatand, put on his graeen velvet -

gslippers~=I'1ll never forget--and plck up hisa

phone and oall the buyers, and without ever

leaving his rcom, at the a;e of eighty~four,

he made his living., And when I asaw that, I
roalizad that selling was the greatent career
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a man oould want, 'Cause what could be more
satisfying than to be able to go, at the age of
eighty=four, into twenty or thirty different
cities, and piek up the phone, and be remambered

and loved and helped by so many different .

people? Do you know? when he diede~=and by the way

he died the death of a saleaman, in his green

velvet slippers in the smoker of the New York,

Hew Haven and Hartford, going into Bostonw~=

when he died, hundreds of salesmen and buyers

were at his funeral.2S
But no one knows Willy any more; perhaps they never
did know him,

%1lly 1s contemplating suicide at the opening of
the play. His contact with reality, however, 1is con~
stantly pushed into the back of his mind with his dreams,
The one thing that he cannot ignore is that he 1s not
loved either by his friends or his sons, Vhen he is
released from his job, he no longer has the means of
even pretending that he 1s going off to meet his friends
in hias 0l1d territory., It 1s much too apparent that his
sons are inocompetents, and he finally realizes that it b
his own fault, Willy beoomes a very sympathetic figure
when he comes face to face with himself, but he is not
a tragloc figure, A man who can happily consider killing
himself because he 1s exalted to learn that his son

really does love him 1s quite pitiable, but 1t 1s an

23 peath of a Salesman, II,
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action of a petty man and not the action of the protago-
nist of a tragedy.

The play 1s not a tragedy although 1t first appearas
to be. Vhen one realizes what Willy really is, there is
no longer any tragic identifloation despite the intense
pathos arising from the displayed emotions. There 18
& horrible fascination in watching such an unhealthy
delusion brought to a dramatic close, but it 1s not
the horror that evokes katharsis, One 1a neither purged
nor uplifted by the action., Willy simply does not have
the nobility of human dignity neceasary for anyone .to
feel that there has ‘been any great loss, The impact of
the play 1s undeniable, Miller has oreated a group of
living characters and analyzed them to their cores.
Further, it 1s diffioult to categorize this play., If it
18 not a tragedy, what then? It 1s not really a pro-
blem play, for neither problem nor solution is presented,
Perhaps 1t can be called an intense probing into the
mind of a man who may be more typlcally American than
many would like to admit, Moreover, since this probing

i1s conduoted within a frame of reference of a family, the

play must be oongidered a domestic drama, Therefore, 1if
an author 18 going to sutmlt his oreationa to such sharp
sorutiny, he muat firat be sure he has the necessary stuff

to work with bofore he aims at tragedy.
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Since the endeavors of the lsading American drama=-
tists of today have been judged as not succeeding as
tragedy, and since they have failed because of the
stature of the protagonist, Joseph Viood Krutchts come

parison of Death of a Salesman and A Streetcar Named

Desire affords significant support to this judgement,
The -faillure of these plays lies in the fact that

Both end with what looks less like a tragio

affirmation than like a simple confession of

defeat., Nelther ®illy Loman nor Blanche

Dubois 18 likely to strike the spectator as a

very dignified or very noble character, and

both are completely destroyed--as, say, Hamlet

and Othello are not completely destroyede=

when the story ends, ILoman is a suicide 3nd

Blanche is being led away to a madhouse,

American drama 18 very active today. There are
enough competent playwrights capable of producing tragedy.
Koreover they are capable of producing tragedy in a
domestioc setting, But first, they will have to endeavor
to create a protagonist who, though he appears humble and
his surroundings are ordinary, must have an inherent
grsatnessand human dignity. He muat pit this protagonist
against overwvhelming odds, and this protagonist must
atruggle honestly before he falls, But when he does fall,

or when his destruction 1s inevitable, this protagonist

24 Joseph ¥ood Krutch, "Modernism" in Modern Drama
(Ithaoca, 1953), pares 123=124, o




148

must achieve a peace thut goes heyond the immediate
surroundings; he must be capable of exulting with the
realization that his reward 1s something greater than

death, If this 1s achieved, the result must be pure
tragedy.



CONCLUSION

Domestio drama 1s the most popular genre employsd
by the modern dramatist. The question may arise as to
whether oy not tragedy 1s any longer desired by the
playgoer, In these representative plays, taken from
many countries and wrltten on a variety of themes all
centered arsund domestioc 1life, as judged by the oriteria
established in the first chapter, few of these dramas
succeed as tragedies. This 1s not to be interpreted to
mean that the so~called "tragic impulse® 1s dead., Those
plays which are classed as tragedy are pure tragedy=e
dramas at the peak of intensity demanded by the best of
dramatioc art,

Naturally, when performed, a play must have skilled
actors, directors, and producers. But if the playwright
hag utilized all his skill, if he has cocreated characters
that come to 1life with each performance because they are
endowed with the necessary attributes of a real person~=
behaving in accordance ¥ith the natures with which they,
as persons, must loglocally possess=~itnen 1t does not
matter vhat the stake iaj the station of the protagonist

does not matter; nor does the time or place matter,
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If these real characters, by their behavior in the time
that 1s allotted to them on the stage, elicit awe and
horror on the part of the audience becauae they are of
such magnitude as human beings; 1f the odds have been
established in such proportions that the protagonist
cannot winj and i1f there 1s the realization on the part
of. the protagonist that he has conquered, though conqueredj
then the traglo impulse has been recaptured,

But a tragedy requires much more than merely a
strong protagonist. The surroundings must be of suffi=-
clent scale; that 1s, his antagonist must be invincible
for the ensulng struggle to be of proper proportions.
Datly life 13 compossd of innumerable struggles. These
are seldom tragic; instead, they are a step -or two lower,.
though quite.ssrious at the moment, The 1mmediate must
be transcended, for the traglc.situation continues to
revolve in the mind of the audience long after the
revelation of the facts, PFeople 1like to share the
troudbles of others, and by doing so they tend to forget
their own troubles, However, in a tragedy the situation
13 much more intense than in everyday 1ife, and 1t 1s
doubtful that a steady diet of tragedy., with 1ts ex-
hausting demands, 18 desirable. Human beings 8simply do
not have the: capabilitiea} unalleviated tragedy quickly

beoomes satlating, Therefore, tragedy must remain a
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speclal thing, a quality, or experience, that must be
taken in small doses and savored.

¥When one witnesses a true tragedy, there 1s indeed
a purgation of emotions. This 1s as true today as 1t
was iIn the time of Aristotle. 0,6 1s dralned by watching
the fate of a traglc figure because one 1s removed from
the banalities of everyday existence; lifle 18 placed on
a higher plane; events have greater significance., This
13 not a flash impression or experience., Rather, 1t
1s '‘a continuing emctional state which permits one to go
beyond and to search within one's own soul to see 1if
there 13 the personal capabllity of experiencing -the *
same. Thus everyday troubles are forgotten; the end -
result 1s a cleansing of one's own emotions, This 1s
something which extends beyond a contemplation of death,
Although death 1s a very serious thing to most people,
the death of the protagonist does not automatically
qualify a play as tragedy. Death oacurs every day, and
although often with accumulated suffering for the living,
1t 18 really such a.commonplace curtain to exiatence
that one does not long ponder on the event, except when
1t 1s the death of one very dear,

However, when one witnesses someone atruggling

with a power greatsr than a tangible antagonist-=greater
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before deathi when this 1s a struggle which 1s mostly
mental and 1s of the sort that permits no compromises
and when this struggle 1a further complicated by the
fact that the odds are hopelessly against the protagonist,
and that oftsan he does not know 1%, then the tragioc
atmosphere 1ls created, Moreover, when thia protagonist
fights until fight is no longer necessary, practloeal,
or plansible; when he rlses by dint of his own human
dignity and nothing more; and finally when he achleves
a peace, perhaps the most apt phrase 1s "the psace that
passeth underatanding,™ then the play must be called a
tragedy.

Peopls do not experience the enotional stress of
tragedy evory day., People have neither the capacity
nor the 1nclination for a steady dlet of tragedy. This
13 not to say that thinking people=~and tragedy, real
tragedy, demands thinking people~~cannot enjoy this
vigarious transport, thus purging their emotions. 1In
reality, a thinking psrson mus$ be cleansed emotionally
from time to time to be able to cope with the multitude
of problems that surround him in everyday 1life, The
dally frustrations must be relleved, and there 1s no

better way than through the homeopathy of fighting the



153

trouble by sharing anotherts trouble, When the vicarious
experience 1s greater than one's paersonal experience,
ordinary troubles can be made to appear insignificant
and thereby eaailer to bear,

The tragic situation 1s hardly morbid, with suffer-
ing presented for the sake of suffering., In a tragedy
there 13 exultation and reaffirmation. The audlence
13 uplifted, not depressed. Thoerefore, the witnessing
of tragedy 1s a healthy thing, although the experience
1s partially fantasy. However, 1t 1a not the fantasy
in wnich people indulge themsslves in moments of personal
@3capes The play must ring true because it 1s a fantasy
for the multitude. The plot cannot be a conatructed
treatise; such a thing 1s scon rescognized., It all must
be natural: atmosphere, character, speeches, and rlot
must all complemont one another realistically. ilelo~
drama 18 amualng; one laughs at the obvious incongruities==
the very seat of humor, There is no place in tragedy
for incongrulty, If the entanglement becomes too great,

the deus ex machina cannot be introduced; neither 1s

there any place for the unexpested telegram, nor the
complete reversal of character, All of these things
must be avolded because they shattsr this oreated sense

of reallty. It cannot be denled that a play 1is helghtened
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reality--one 1a shown only so muck; bhut on the other
hand, how many significant things are shown to the
ordinary person concerning his acqualntances, even the
closeat of friends?

Tragedy affords one the opportunity to welgh the
most important facts about a psrson, to examine this
diatillation of all a character 1s and thinks, and from
thia construct 4n one's own mind exactly the desired
i=pressions. These impresasions will we quite varled
in an audlence; none the loss, there will be one general
impression recognigable by all., The various interpre=
tations only add an extra dividend that 1s usually
lacking 1n a melodrama, However, once again it must
be relterated that the actions of the protagonist mist
be real and understandable, In thils are of miscongtrned
psychological insights, the tendency 1s to forget that
all great dramatists were paychologista., Psychology
i3 knowledge of human nature, and the greatest prohlems
revolve around the normal rathesr than around the
obscure and abnormal, which the audienceo cannot hope nor
even care to understand, This 13 precilsoly why domastic
drama provides such potentiallity for belng a true medium
for tragedye.

If there ars not more domestic tragsdles, 1t 1is



185

because the dramatiats have not aimed at them., Domestic
1ife affords the clearest, most easily understood
slituation that can be found. It 1s the situation with
which almost evsryone 1s familiar, Further, domestioc
11fe contains closer affiliations, more intense feelings,
‘greater conflicts, and hence opportunities for more
nearly universal identification than are to be found

in almost :any othsr situation,

Many domestic dramas have been omitted. Among
these ars surely many that ocould be classed as legiti=
mate domestic tragedies. But the intent was not to
include every domestlisc drama written, nor was the ine
tent to show a definite developmsnt of domestic drama,
Certain transitional material had to be included when
neceasary to provide a ome sense of continulty. The
individual plays were selsescted to demonstrate both the
variety of themes and the varlety of protagonists
that can be employed in domestie drama, It should be
apparent that there 1s a much greater diversity afforded
by domeatioc drama than first appears, Moreover, a
compleste story with a strong plot 1s not necessary; in

fact, the tranche do vie ia often quite sufficlent to

contain material for tragoldy aa 1s the short, ons act phy,

There are certaln landmarks in the development of
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domeatic drama that cannot be ignored. It is now gensrally
agreed that Ibsen showed the way, Raymond Williams is
probably right in saying that Ibsen created "the conseiouse
nesa of modern Furopean drama."25

In England, Pinero demonstrated the potentialities
of domsstic drama as tragedy, and Masefleld fulfillled
these potentiallties, In Amerloa, modern domestic drama
begines with 0'Nelll. However, all of this po!nts to
what John Mason Brown speaks of vhen he says that the
theatre now aims at apiritual release rather than
detalled information., One becomes transported from the
mundane everyday life, to "that special world of meaning
and suggestion, of rapture and beauty which 1le within

the theatre's province to evoke."26

But then, has that
not always been the case wlth tragedy? The men mentioned
above merely showed that such a thing 1s pcssible with
domesatlo drama, Since drama 1s not dead, the art of
wrlting tragedy oznnot be oconsidered to be dead, Purthere
more, 1t 18 probably not wrong to suggesat that in the

future true tragedles--and great trazedles may be expectedee-

will be written as domestioc dramas,

25 Williams, page 97.

26 John Mason Brown, The YModern Theatre in Revolt
(New York, 1929), page 55
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