| RN
B
@.
Q . KA
-'5 ;
. |
P

: | . g)‘




3
%1

¥ ks ok ok sk ok ok Ko ok o K ook koK ok o R ok o koK ok oK
THE MODERN DRAMA

BY
AGNES % REINER

A THESIS
Submitted to the Commitiee on
Graduate Study of the Oklahoma
..Agricultural and Mechanioal
College. Partial fulfilment
of the requirements for the
Degree of Master of Scienoce in
BEnglish.
May 21, 1923

% ok ok k % % k ¥ kK Xk *k X

T EEEEEEE X XN R RN KR
R F R RE R R R R R R EE R R R RRERRE

* k * * ¥

66358



S

BIBLIOGRAPHY

BOOKS O¥ CRITICISM

Aspects of hlodern Drama -- Professor Chandler

The Iconoclasts ~- James Heimeker

Ibsen -- Hesldone Maéfall

Theory of the Theater -~ Clayton Hamilton

Drematic Technique -~ George Baker )

The Drama, Its Laws and Technique -~ Woodridge
Shakespeare as a Dramatic Aftist -~ Richard G, Maultan
Contiental Drama -~ Clark:

Our Irish Theater ~- Lady Gregory

Play Production in America -- Arthur Edwin Krowe

John M, Lynge snd the Irish Thester -- Maurice Bunrgeois
BEST MAGAZINE ARTICLES

Passing of the 0ld in drasma - Drama 163205-24

critics and Creators of ‘the theater - L. Lewisolin
Bk. 5025687

Symbolistic drama of today - J.L. Knapp, Poet “ore 32-201

prama and Publio Taste - Cur.Lit. 32¢739.



Mskers of the drama of today - B. Matthews - Atlantic

Problem of the Problem Play - J.K. Jerome, Harp. W.
48-1916.

Criticism and Creation vs Drams - C. Hamilton
Bk, 443628

Immorality, denied and affirmed - Lit.Dig. b4: 705-6

Henry Arthur Jones and the Dramatic unascence =«
T. He Dickinson -No.Am. 20227556~-6 .

On Happy Endings - Lit. Dig. b1 - 904.

DRAMAS

IBSEN
Brand
Dolls House
Ghosts
Pillars of Society
The Master Builder
Hedda Gabler
The Wild Duck
Rosmersholm
The Lieague of Youstih
An Enemy of the People




HAUPTLIANN
Weavers
Rose Brend
Teamster Heuschel
The Conflagration
Before Dgwn
The Beaver Coat
The Assumption of Hannelle
The Lunkin Bell |
The Rats

STUNDBERG
Debit and Credit
Simoon
The Outcast
Countess dJulie
The Creditor
The Father

MAETERLINCK
' The Intruder
The Blind
Home

Mary Masgdsalen

Bester Beatrice




SHAW

A Miracle of St; Antony
Pelleas and Melisande
The Death of Tintagills
Alladine and Palomides
Interior

The Blue Bird

Adrianeceand Barbe Bleue'

Arms and the Man

You Never Cgn TH1ll
Condida

Caesar and Cleopatra
Man and Superman

Mrs. Warren's Profession
The Doctors Dilemma

The Philander

Getting Married

Major Barbara

GALSWORTHY

Strife

The Silver Box
Joy

The Eldest Son




BRIEUX
The Red Robe
Damaged Goods
Maternity

BARRIE
That Twelve Pound Look
Der Tug

Alice Sit. by the Fire

WILDE
The Importance of‘Being Earnest
Lady Windemere's Fan
Salome
SUDERMAN -
Magda
The Véle of Content
GORKY

“Submerged




Ten Best Plays of 1921-1922

Compiled by Burns Mantle - Dramatic Critic of
N.Y., Even. Mail.

Plays of Chief Contemporary Dramatists,
‘ Thomas H. Dickinson
Complete works of Shakespeare
Redemption
Leo Tolstoi
The FPardon
Jules Lamaitre.
The Other Dgnger '
Msurice Donnay
The Prince D'Aunnec
Henri Lovedon-
Twilight
Brnest Rosner
The Melting Pot |
Zangwell




THE MODERN DRAMA

It is difficudt to discuss the modern drama without
being prejudiced - without allowing our feelings to in-
fluence us, one way or the other. We may be one of the
individuals who believe that everything that is old is
"good" - and everything that is new is,of necessity,
"hbad". Or we may be one of the class of peopls, who be-
cause they do not approve of something, cannot see that
it may do some good, now or later on,

In this paper we will try to banish our pet pre-
judices and consider truthfully some of the changes,for
better or worse, that have taken place in the drsms since
the Elizabethan or Shakespearian drama.

One of the first changes, that one notices, in the
modern drama is the ‘change in form or structure from
that of Shakespeare®s. time. All of the dramas of
Shakespear were of fine acts, and usually each act had
two, three, or more Scenes. Regardless of the type of
drama, whether Tragedy or Romance, there was always an
jpitial force, or some event to start the action of the
story. Then as the story progressed the action rose

until the middle of the third act - where the action was




at its highest point, or the climak of the story, and
then from that point on to the end of the play the
action began to fall until the oatastropha or resolue
tion. As can readily be seen this regular division of
the drsma could be shown by use of ah isosoles triangle.
The base on one side being the initial action, and the
base on the other the catastrophe and the sides repre-
senting the rising and falling action and the peak of
the triesngle the climax - or point of highest intereste.
To show this point we could use any of Shakespeare’s
dramss but we will use "Othello". In the first of the
play Othello had obstacles 1o overcome and as they were
put aside or surmounted he rose - and with each step

in his rise his love for Desdémong grew. In the middle
of the third act when he says, ?Whén I love thee not
chaos comes again™ - his love for Desddmona is at its

' height. From this time on, when he allows himself to
grow suspicious of Desdemona the falling action of the
play begins and continues to the catastrﬁphe, and the
conclusion. of the playe.

Phe modern dramas are not all five acts in length.

In fact the fewest of them are of that length, when we




pick up a modern drama we may find it is of one, two,
three, four, or five acts. with, usually, only oné
scene to an act.

Today there are many clever one act dramas. For
example the play "Riders to the Sea"™ by the noted Irish
drematist, John Millington Synge, and "phe Interior”,
and "The Intruder™ by Materlinck. '

of the three act dramas, which are very common,
Galsworthys "Strife" and most of G. Bernard Thaw's
would serve as exXamples.

As & whole Ibéens dramas are written in four actis,
put his "Brand" and a few others are of five acts.

By this it can be easily seen that the old tradition
of five acts has been cast aside. And with it the re-
gular action of the play. In the modern contemporary
drema the olimex comes, almost always, at the end of the
preultimate ‘aot. Or in other words, if the play is of
four acts thé climax comes at the end of the third act.
And the rising and falling action of the play is ar-
ranged in a different manner. Using the four act drama
as an illustration, we find that the arrangement of the

acts is usually -




Act I - Exposition.

This act introduces the characters and the
previous action of the story or the events lead-
ing up to the present situation.

Act II - is devoted to stimulating the interest and
might correspond to Act II of Shakespesare's
dramas rising action.

Act III - rushes the action of the play to a climax
and

Act IV « finishes the story.

This then shows one change in structure - but
there is still another structural change. In the
Blizabethean dramas it was very common to introduce
the action of the play, by & prologue - of a choruse
Romeo and Juliette is so introduced, Then if the
scene changed places the audienee‘was asked, very
simply, to imagine themselves transported to another
city or country, as the case might be. Today we have
no prologue or epilogue, as &.general rule, and the
gudience is not asked to imagine a change of soens.
Shakespeare's audiences had no regl scenery and °

very crude things were used to represent what was




wanted. Mr. Clayton Hamilton tells us that an over-
turned chair was a charging steed. If, as can read-
ily be seen, it was necessary to imagine stage set-
tings it was as easy to imagine a change in location
as anything else.

Today the action of the play often does not
change places. We find the entire action of "Ghosts"
taking place in Mrs. Alving's drawing room. This
n"oneness”™ of place will not detract from the action
of the plgy, as might be the case if the scene of
action shifted often. And since our scenery and
lighting has advanced so ﬁuch in the last hundred
years and we have grown accustomed to stage ﬁroper-
ties, we would be at a loss trying to imagine theme

This change in form in the draﬁa also includes
the change that has taken place in the story properle
Our modern drama often takes up thé 1ife of the char-
acters at the place where Shakespeare might have left
them.v Instead of having an initia;-forcg and rising
action and.cliﬁax to develop on the,étage our contem-
porary dramatists often have all that hapfen before
hand and we see only the falling sction and the catas-

trophe. To illustrate, take the dfama, “"Rosmer sholm”.




In this play Ibsen has had a tragedy happen, and éome~
time has past before the actu#l setting of the story
proper. We see, throughout his play, the results of :
a tragedy we do not even know about directly, as the
play is well along toward the end before we know
exactly the past situation. If Shakespeare had

been dramatizing that same story he would most prob-
ably have explained the first tragedy before taking

up the second. '

This change from the Elizabethen to modern drama
might be likened to the change of a novel and a short
story. A novel can show fuliy and in detail all the
characters thoughts and acts. This same was done in
the Elizabethan drama by means of soliloquies in whioch
the aotor was able to pour forth his inmost thoughts
and philosophize on life, and by choruses who told of
any action that had taken place that would bear on th?
gituation in hand.

‘A short story must,of necessity, take its char-
acters at points of critical interest in their lives
and being short can only hint at details. It must
leave something to the imagination - and it is the




very ssme way in the modern drama. Our age has de-
veloped a particular type of drama as well as the

short story.

This drastic change then in structure is an im-
portént one and, to some extent, lays the basis for
another change,that of subject matter. We would
naturally expect a change in subject matter, és con-
ditions have so changed, but perhaps it will seem sur-
prising that the change has been so great that an en-
tirely new type of drama has developed, but such is
the case. ' |
We ocan classify Shakespeare?s dramas.
I. Comedies - such as "As You Like It".
II. Tragedies - "Macbeth"”, "Hamlet®,
III. Romantés = "The‘TEmpest“.

King Henry VIII.

IV, Histories
But to classify our modern dramas would be almost

impossible. In the first place of course we have
comedies. That type of drama will always be with us.
But the second class - although we have it & has
changed greatlye

Shakespeare's tragedies were not the-same a8

the old Greek tragedies and now our modern tragedies
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;re different than either of the others.

The first type of tragedy - the old Greek
tragedies - showed a man in conflict with Fate. He
transgressed the law of iaws and hed necessarily to
guffer. His punishment was the work of the avenging
Gods, and seeing this kind of play made for rever-
ence of the Gods. '

The second type of tragedy - the Elizabethan
tragedy showed an individual foredoomed to failure
because of some inherient defect in his own char-
acter. He was too ambitious as was Maobeth, oOr
overly trustful, as was Othello. These defects in
the character caused the tragedy.

v"  But in the new type of tragedy - which is our
modern social drama - the individual is shown in &
conflict or struggle with his envoirnment or against
society. This ipndividual must necessarily be uncon-
ventional, or he would not struggle against them, he
must have broken the conventions. Thus the character
in these plays must be outcasts of society - but ones

for whom a good case oan be made, or example it would

be difficult to make our a good case for certain our-




casts of society - foreigners or murderers and
this obstacle necessarily narrows the kinds or cla
classes of characters until the new plays deal
almost always with some sex problem. The question
of the morality of these plays will be discussed
fully, in another division of this paper.

This "problem’ play", or social drama, is our
modern tragedy, for in these cases society must
be shown as right and the individual wrong and
hence the tragedy to the individual. This neces-
sity for tesching a lesson has made our modern
dramas, to a great extent didactic plays, because
if this type of play is written and acted - in
order not to make vice alluring - it must teach
some lessoOnle

As an example of the didactic social drama
"Ghosts™ will serve to illustrate. There is an-
other type of social drama, one in which some social
condition is shown and no solution offered. "The

Weavers"™ by Hauptmann is an example of this diver-

gion.
This type of drama in order to more clearly

show what the dramatists often sactifices everything



to situation and thus develops into melodrama.

Leaving this class we find the third oiass of
Shakespearian drama with us. The Romances. As long
as "all the world loves a lover"™ this type will ex-
ist and be popular.

- There is besides these types or classes, another
class of drama that might be classed as a character
study. Hedda Bobler is a gooa illustration of this
typee

Differeht writers and dramatic oritics offer
various classifications of the drama and in order to
show the differences we will show two classifications.
The first is by Prefessor Homer E. Woodridge of the
University of Chicago.

' Professor Woodridge first makes two distincd
classes - |

l« The Thesis Play

2, The Play with a Basic Idea

The Thesis Play, he defines as one that deals
with controversable material, In this play the
drematist takes one side of the debate (so to speak)

and tries to convince his audience that he is correcte



The play with a basic idea is one that is
written primarily to entertain.
Then Professor Woodridge offers a chart.like

{
the following =

( Realism of the center)
g % g‘ Romance
Didactism % Pure I‘Real ism )) Melodrama
g g Farce
1e£

t ' right

-~

- The center of the chart is fér classes of
playé of purenrealism or a play in which plausible
people in a plausible situation speak plausible linese
Then to the left is the realistic play used to
teach. | ‘
Th the right is a realistic drama that tends
toward either'romance, melodrama, or farce.
The secoﬁd classification is that made by
Professor Chandler, in his "Aspects of Moderm Drama"e
I, His first olass is the drama of ideas, with
Ibsen as its chief exponent.,
II. The second main diversion is what he calls

themes of naturalism, with Hauptmann,

Brieux and Sudermsun as the leading dramatists



of this type

III.The Varieties of Romance
These in turn are stbdivided
A. Play of Romantic Adventure
B. Play of Sentiment
C. Play based on old legends
D. Romantic tragedy
E. Play of tragic imagination.
The next or fourth main division is =~
IV. The Dramsa of Symbolism
A, Ibsen's dramas as one type
B. Symbolioal dream dramas.
Vo Is the drama dealing wit
VI. The Eternal Triangle. Th:\Wayward‘Woman
VII.The Drama with the Priestly hero
VIII.Scenes from married life
IX. The Problem of divorce
X, Family studies (Social Dramss)
XI, Plays of Mysterism and Folk Lore
Irish plays being of this type.
XII.A type classified as The Tyranny of Love
XII1.,Plays of Social Criticism
XIV,The Poetic Drama
XV, The drams of Satire with G. Bernard
Shaw as its leading light.




This is another division and because
it includes all types and makes a discussion of
each easy, we will use this outline in discussing
some of the new dramas.

After discussing these classifiéations and
_considering the new type that has developed, the
question naturally arises in our minds - why do we
have B new type of drama - the social drama? It
seems that the ideas of the dramatists have changed
greatly, since the time of Shakespsare. According
to the belief of Mr. Clayton Hamilton,Shakespeare
was & man whose views of morality, politics, law
and religion was the same as the crowd. He never
raised questions tyét the erowd could not easily
answer for themseléés. He did not intend to
teach a lesson. If a lesson was drawn it was well -
but not necessary, as the lesson was not’ the
primary point. And Woodridge says that Shakespeare
found the eternal principle of conduct - or in
.other words he found the "why" of human actions.
Because he was able to transcend beyond the fads

and momentary conventions and find the eternal




principles of human conduct he was great, and
wrote for all men of all timea |

But our dramatists have another ambition.
They would like to mould the minds of the masses -
instead of expressing the opinion and ideas of the
orowd - so they discuss contemporary social prob-
lems on the stage and make their dramas for one
people, and for one ags. They write, the serious
dramatists, for the educated classes, and there is
scarcely any popular appeal in their wWOorks.

With Shakespeare the interest of the masses was
caught - and yet the intelligent, educated people
found food for thaught and enjoyment in the same
plays. Besides appealing to the croﬁd Shakespeare
glso appealad to the individuals as such, in the
crowd.

The popularization of national questions is
meking & national drama of a great many of the plays
of today. The oconditions in France are not the
same as the conditdons in America. And because the
French dramstist is writing, primasrily, to show
a certain condition in his country, to his own

countrymen his work, if translated into English,




more than likely would not be understood and sppre-
ciated. It would not take, to use g modern slang
expression.

Because of this analysis of certain socisal
conditions our modern dramatists are becoming sociol-
ogists. They insist on showing us "Life"™., We may
think we do not want to see it, but they insist that
it cannot be ignored - and they show it to us, -
in ell its unpleasantness and sordid ugliness: In
a great many cases the dramatist si mply ignores the
beauty of life and shows us the seamy, frayed edgess
Sincerity - Truth - Life ¢ That is the new mottoe
The dramatists insist that we must be informed of
these conditions and will not change and writé us
pleasant stories to suit our fanay.

We always orave to see our favorite characters
in a play come out victorious. The same is true of
arball game. Half the fun of a game is due to our
partisan spirit. We want our side to win. The same
holds true for our drama. Shakespeare realized that

. we want someone to 1ld@Vve, in order that we might be




on his side, and 80 Shakespeare's dramas give us one
character at least, that we love or at least sympa-
thize with. And if it is necessary for our f&vorite
to lose we are made to understand that it was through
a lack of something in his character. For example,
Iago, in Othello, is the personification of wicked~-
_ness, and Desdemona is all goodness and innocence.
We take sides and when Desdemona suffers unfairly
(although it is partly from a lack of understanding
of her husband and thus her fault) we at least have
the satisfaction of knowing that Iago will pay for
the trouble he has brewed.

It seems that we demand a happy ending, and in
comedies and the farces we allow the dramatist to
juggle the dice of life and give us what we want.
But the same is not true of serious drama. As the
dramatieistruggle becomes more intense, we demand
that it be fought fairly. Although we want to be
pleased we insist on being satisfied, and we demand
that our character be made true to life, be placed
in sitﬁations that might actually happen in life,
and we sit back and watch Life pass before uss

The modern drmatists do not give us s good

hero, and a sweet, innocent heroine, and dreadfully




wicked villan.0ften leading characters or heroes
are men whom we dislike. He may be cruel, grasping,
treacherous, fickle and many other diaagreeable
things but we say "Oh yes, that is true to life , I
knew & msn who reminds me of him", and we are s;tis—
fied. Our characters are made séme good and some
bad, mixed together as are those we meet every day.
And because the characters are so natural, SO real,
we wonder where the dramatists get their ideas for
their plays. And we find, as we might naturally
expect, that is is from real life. For some char-
acters it is people they have seen, or known - and
for situations it is some happening that they have
witnessed or read. about, and with care and skill
they weave, around these every-day events and
people, a tragedy of life. Then they present this
tragedy on the stage with characters spesking and
acting as they do in life. |

In Shakespeare's time conv;ntien allowed all
cheracters to speak in verse, and slways in correct
Bnglish. Today we wse dialect, @lang and whasever

English (correct or incorrect) will suit our char-
acters - and we say "It is true". But this very

[}




change has made our dramas one that cannot be
studied for their English as can Shakespears®s. The
modern dramatist makes plays or stories, in order to
popularize some ideas of his own, or new idea of the
times. Shakespeare took traditionsal stories and per-
fected them into wonderful dramas. A great many of
Shakespesare's dramas ocan be tfaced directly to the
legends of his time, to Hollingsheads Chronicles and
Plutrarchs® Lives. And it being the nobility and
the people of the upper classes to whom great events
happened, and because they wanted to see themselves,
and the messes wanted to see the nobility, we have
one reason fo; the fact that sall Shakespearian drama
deals with the aristocraocy. . |
5  The changs from the Elizabethan to modern drema
is even greater in the change in subject‘matter.
This tppioc was mentioned some where é;so, but here
we find out.moié exactly what the chaﬁge has beene.

The modern social drama has been foreed, because
‘0of its lack of range to deal almost entirely with
sex problems. |

Mr. Clayton‘Hamilton gives eight types of prob-

lems, and examples of each class.in his book "The




Theory of the Theater™ and we will use these to
show the classes of subject matter. '
First - The Courtesan - LaDame Aux Camelius.
Second - Demi Mondaenes - Le Demi Moude
Third ~ Women with a Past - The Second lMrs. Tanqueray.
Fourth - Erring Wives - Fran Frair.
Fifth - Free Lovers - The Notorious Mrs. Ebbsmith.
Sixth - Bastards - Autorey - Le Vils Naturel.
Seventh --Ex-Convicts - John Galine - Bookinan.
Eighth -~ People with ideas ahesd of their time e
Ghostse
These plays show the kind of matter discusseds
The first question that comes to our minds is naturally
"Is it not wrong to discuss such questions in the‘drama?“
"Aren't such plays immoral?™ | |
Mr. Hemilton also discusses this question in the
introduction to the book "Three Modern Plays from the

French", He says, " Although our minds may be made

up that illicit léve is in every imaginable and cir-
cumstance immoral, it does not logically follow that
plays that present & sincere ansalysis of such a cire-

cumstance must therefore be considered ag immorale.

)




The morality or immorality of any play is determined,
npt by its subject matter, but by the sanity or in -
sanity of the author's attitude of mind toward the.
subject matter which he has selected for analysis. No
Play can be immoral, unless it is untrue. Such plays
as have given (The Pardon by Jules Lemsitre, and The
Other Danger by M. Donnsy) are not immoral, for &
sane and proper outlook oni life at large is consist-
ently maintained by the aloof and dissociated reason
of the author™. In another place he has said that it
is the business of the dramatist to tell the truth
gbout certain special characters involved in C8rrawn
situations. If the author does so0 his play passes
the first test of morality. If it is true - it is
moral. But there is still another test. Does seeing
this play, and the characters in it, being true to life
and ascting in a reaslistic manner cause the audience
to generalize from the play? If the author throws
the forces of the play and helpé to make the audience
generalize instead of considering this as a specifio
.case there he does not pass the second test - as laid

by Mr. Hamilton.



But if the dramatist passes both these tests
there is still another. question that he should ask
himself. Am I justified in writing a play which
although true, and therefore moral, but which neces-
sarily would have an immoral effect on nine out of
ten spectators - because they would instinctively
make false generalizations from the exceptional case
as shown in the story?

This last question is seldom thought about - but
it seems to be a very important one and therefore
should be carefully considered.

Considering the nodern dramatists) Ibsen standa
out as the center around which the new school is builts
He has said that his plays were conceived in s realistic
style -~ and the illusion he wished to produce was that
of reality. He is able to say what he wants to. He
was & master at technique. It has been said, that
viewed as a techniqual piece of work "Hedda Gabbler® is
perfect, This is gréat praise coming as it does from

‘nearly all the pig dramatietcritiocs.




Considering Ibsen first in the new school of dram-
atists we findi that he could be compared to a great
surgeon - a man who sees the' seamy side of life - and
operates on it - but never leaves the operating room
to see if his patients recover. Ibsen's dramas are
classified by Professor Chandler as those of "Ideas".
He is a thinker -~ yet an artist. As an artist he has
simplified technique - he is in faot a master craftsman.
Being an artist and & thinker he is able to weaver an
allegory around his stories. "The Master Builder™ may

be read for the surface story and then for the allegor-

ical story it contains. And his allegories are often

satirtcal, for Ibsen is a satirist. He makes assaults

on fals® idesls, or outgrown customs. In his wonderful
epic drama "Brand" which is a satire hitting at his own
countrymen he has oreated such a big piece of literature
that he has been classed w1th Milton and Dante. If this
were his only drema his fame would be assured byt he has
others, dramas also allegorical and satirical, and in

most of them he is didasctic. Ibsens great desire was to

stir the intellect, rather than to stir the emotions and

win approval. He did stir up a great deal of criticism



and he was considered immoral, and many other things.
It is trus no doubt that people .read more into Ibsens
dramas than he intended to have in them. From "The
Dolls House" it has been said that Ibsen was an ex-
ponent of the "Free Woman" but he, himself denied
that such was his intention. But, beyond doubt Ibsen
stands as the first or highest modern dramatist and a
complete school has been built around him,.

Considering his best known socisl dramas, "The
Dolls House" perhaps would come first. In this drama
Ibsen portrays for us a woman, Nora Helmer, a light,
frivilous, charming, dishonest little creature, who
is always flitting around and playing for her husband
who in turn treats her as a doll « or his playthipng -
but also a woman underneath all this superficial cover-
ing, who has depths to her character. And on the stage
he develops this woman, through and  shows us the hidden
depths in her soul. For love of her husband, who was
geriously ill, she forges her dying father's name to
a note, and with the money which she obtains from
Eragstad she is able to take her husband to Italy where

he recovers his health. Then her husband, Travold




Helmer, is appointed to a position in the bank and
he is ready to discharge Krogstad who comes to see
Nora and explains to her the position she will find
herself in, if she does not get her husband to keep
him. Up to this time Nora did not realize what she
had done in forging her father's name to this note.
But when she realizes her positions and finds out
that Torvold will not keep.Krogstad she is nearly
frantic with fear. Yet she Bhinks that if the

worst should happen Torvold would take the blame on
himself, but she knows she would not allow éuch a
sacrifice. But when the blow falls and Torvold
finds, through a letter written him by Krogstad, what
Nora has done he is very angry and afraid, for him-
gelf, of the disgrace if it should be found out. And
he accuses her and taunts her with not being worthy
of rearing their twoichildren. When a secodd letter
comes from.Krogstad(and Helmer finds that he will not
be exposed to scandal he is willing to forgive Nora.
But experience has taught Nora and she explains that

gince he is not the man she thought him to be she
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can no longer live with him, ; stranger, and she
leaves her husband's house, with no promise to re-
gurn unless "the miracle" should happen. ' We sup-
pose™the miracle" is that Dorvold would be able

to grow to be the man Nora thought he was.

The play.is well done, ané éithough we maxy
not agree with Ibsen still he ﬁakes us realize
that in this particular case the woman, who had a
soul herself, could not 1ive.with the man that she
found was & stranger to her. There is no question
of the morality of this play if the public, seeing
jt, does not take this one case, as shown, and
generalize from it.

Following on the heels of "The Dolls House",
comes "Ghosts™ in which Ibsen clearly shows whatl
might happen (often does happen) if a wife stays
with a husband who is untrue to her. "Ghosts" is &
thundering denunciation of immorality. It is a play
showing how the sins of the fathers are visited on

the children. It beyond & doubt teaches a leSSOn

that mepe people should realize, <but the play it-



self is dreadful, but surely not more dreadful than
the condition it portrays.

On fhe same order is the drama by Bueux
"Damaged Goods". It needs no discussion - it is
clearly e lesson play - a drama that all too clearly
shows the effects of vice. In these plays although
we may not believe that they should be shown, we
must at least acknowledge to ourselves that such con-
ditions exist, and we should ask ourselves if it is
right that we should . blind our eyes to them. If
reading these drames stir us to do something to remedy
these conditions then perhaps they have not been written
in vain,

Another thesis play dealing with disease, but of
another sort, as its base is that of the German dram-
atist, Hauptman. "Before Dawn" is a drama that is
sordid and utterly depressing but it illustrates
another of the class Professoi Chandler calls the
naturalistic dramas. The eutline of this drama is
simple. A rich and immoral drunkard, Farmer Krauss,
spends his time in the ale houses, while his second

wife carries oncan:.intrigue with the hostler, who
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is engaged to be married to the second daughter

of the family, Helene, a pure,’innooent girl just
home from school. She hates her surroundings,
living with a drunken fasther and an immoral mother, -
and being in the same house with her sister, who

is an inebriaste and her husband who is meking im-
proper proposals to her while his wife is suffer-

ing upstairs. At this time a sociolist dreamer,

Alfred Loth, comes to this place to inspect some
mines that are béipg mined by this civil engineat,
brother~in-law of Hglene's, whom he finds is an
old college friend. Loth and Helene fall in love
and Helene is glad to have someone to build her
hopes on. But Loth does not know that the family,
all except Helene, are inebriates and when he
finds that such is the case and that Helene's
nephew had died, a victim of alcoholism, at the
age of four yeers, he feels that he has no right
to give his posterity such a heredity so he writes
s letter to Helene and explains to her the condi-
tion and leaves. Helene finding this letter and
realizing that her lover has deserted her she

kills herself.
This play to quote from Professor Chandler
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"Is unnecessary revolting. Much that is present-
ed could well be left to the imagination. The
author thinks that by shocking us, to impress the
tragedy on us more deeply". .

These three dramas er prbdblems plays - or
modern social dramas. When these dramas are written
for a purpose they may be justified, but we should
be given a little glimpse of something not so mor-
bid, disgusting and all together nsuseating as is
found in "Before Dawn".

In discussing these three plays we‘have'wana
dered away from Ibsen, but it shows us how Ibsen
hes influenced others, and has lighted the way for
other dramatists to follow, and we have discussed
naturalistic plays at the same time. The natural-
istic school lays stress on environment ahd heredity
and these dramas show us, too often, the painfu; side
of life. With just a few words on thé leading exX- |
ponents of this school and some of their dramas, épd
we will continue with the outline, discussing common
classes. | |

First - Ibsen with his "Dolls House", showing
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the effect of environment on Nora's charadter.
(B) ™Ghosts™ and the "Wild Duck" showing

the influence of heredity.

Seeond - Stundberg - with "The Father" and

"Miss Julie" - being sordid dramas of this type.

Phird - Hauptmanns - in his dramas "Before
Dawn" and "Teamsteo Heuschel", showing the influence
of heredity in one case and superstitiousuenviron-

ment in the other.

The next big division is that of Romance. This
class has been sub-divided into five types and we
will mention the type and & drama from each clasS.

First - “glays of Romantic Adventure". This
type of romance is seldom found so we will not enter
into & discussion of it, but Tudermanns "Children of
the Strand" offers an example.

Second - on the list is the Play of Sentiment.
Materlinohs' "Jayzelle™ and Strendbergs "Swanwhite"
are plays that fall in this class.

The . third class of Romantic plays are those

pased on old legends. TIwo of Materlinchs dramas,




"Laster Beatrice" and "Mary Madgalen™ serve as
charming examples of the 0ld legends which have been
converted into interesting dramas.

Romantic tragedies form the basic plot for many
of DiAnnunzios plays, but of the very modern dramss
there are few, if any, that could be so classified.

Leaving Romance we come to the fourth main
diviston, "The Symbolical Play". Ibsen has been
mentioned as weaving allegories around some of his
dramas, but wé can find also that he used symbols.
In "Rosmersholm" the white horses symbolize the old
superstitious traditions of the family. It has been
said that the dance in "The Dolls House™" was symbolic
of Nora's character. Regardless of the difference
in opinion that is held rqgarding Ibsen's plays
all critics agree that there are meny symbolic rep-
resentations in his dramas, even if inisome o#ses,
the symbol is not quite clearly understood.

The éymbolism in Materlinchs drama " Arian
and Barbe-Bleue" is easy to understand. This de~
1ightful drams can very easily be made- to symbolize t=o
the willing bondage of woman to men whom they love.

Others of Materlinch®s dramas have symbolge meanings




- Pellias and Melisande, but these same dramas that
have hidden meanings can be read enjoyably for the

surface story.

The Eternal Triangle has had so many variations

and is so common that a mention of a few of the
modern dramas dealing with the subject will be suf-
ficient,
Pellias and Melisande - which has just baen
| mentioned, for its symbolism is one example .
Ibsen's,"When the Dead Awakaﬁ",and "Shaws, "The
Doctods Dilemma", are others. '

(2]

More common even than the Eternal Triangle

in dramas, are those desaling with the Wayward
Women. Each drama has variations of ‘the type of
woman, one who was wayward by choice, or because
" of weakness or through innocence. But few of the
dramas justify the wayward women -~ in other words,
they do not mske vice attractive and so this
subject is considered very good dramatic material,

Some of the better known dramas of this type




are those of Pinero, "The Second Mrs. Tanqueray ,
and "The Notorious Mrs. Ebbsmith", and some of
wildes, "A Woman of No Importance", and "Ledy
Windemere®s Fan®, and Sir Henry Arthur Jones',
"yrg. Dasnes' Defense®™. These are varied examples
of the way in which this subject is treated.

Professor Chandler chooses for his next type
the drames dealing with the Priestly hero. He
tells us that since the church has been antagonistio
to the theater the dramatists have takeh revenge
and have satirized the clerics. Instead of being
truthful and fostering a respect for religion by
a reverence for the clergy they have been "carica-
tured". This unsympathetic portréyal of clergyman
has, of late, suffered a reaction and our more
modern drematists are picturing a truer repreéenta-
tion of the clergy.

Of the dramas that satirizeor ridicule the
clergy might be mentioned, - Shaw's, "Mrs. Warren's
Profession®, in which the minister is made a coarse
and profligste man, not worthy of his calling.

or Jones' minister in "Mrs. Doanes' Defense"

-

who is shown as fesrful of scandal, and very much
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afraid of the members of his church.

Ibsen also portrays priestly characters in
"Brand", "Ghosts™, "Rosmersholm", and "The Wild
Duck". But Ibsen does not make his ministers c
coarse or brutal, but he rather ironically makes
fun of their hypoorisy and credulity. Especially
is this so of "Ghosts" in which Psstor Manders
is made to appear 8s a very peculiar minister when
he says that all these conditions of life‘are
strange to hime It is his business to understand
life and the wickedness of people, and yet he aots'
very innocent and shrprised when Mrs. Alving tells
the story of her married life.

Ibsen also treats his priestly heroes in some
of these dramas with a great deal of sympathy.

"Brand" depicts a clergyman who is honest in
his belief that to follow God it must be "All or
Nothing" and who faithfully fulfils his duty, as
he sees it,even when so doing he goes against his

own heart. Although his Brand has & mistaken ideal

he follows it faithfully, though it causes all
manner f suffering to himself and others, he




l6ves, and we, the readers, see the nobility of the
man, as shown to us by Ibsen.

Jones in his melodrams "Micheal and His Lost
Angel" shows us the struggle which Micheal wages
against his unholy love. It shows a human being,
treatednin a highly improbable case, but treated
truthfully, but in a situation wherenthe characters
were sacrificed to form the plot, But it is an
honest treatment of this clergyman, although on an-
alysis.the case does not seem possible. But the
treatment of Micheal is not one of ridicule or
satire.

The *'scenes from hogie life' might fsall, in
most cases, under the class of problem plays.

They present some home tragedy. One of the common
themes being the one Pinero asks in the "Second lirs.
Tanqueray". "Can a woman with a past love a future?®
To which ;e answers negatively. And the same ques-
tion is asked for men in the play, "The Profligate”
by the same author, and asswered in the same way,

Jones also presents the same question and an-

gwers it in his "Mrs. Daanes' Defense" but a very




modern dramatist, Eugene O'Neill, asks and answers
the same questidn in the play, "Anna Christie",
but in s different manner. '

Ibsen shows the result of the marriage of a
woman with a past to s man unacquainted with her
life in the play "The Wild Duck".

These dramas, dealing with relations of men
and women, bring up the next big class of drama
dealing with the same subject but as a divorce |
question, Ibsén, in making Nora outgrow and leave
her dolls house created a great deal of discussion
on the question of divorce. And the subject has
been populer since and becomes even more 8SO.

Herviexs "Know Thyself"™ is a divorce play. In

it &8s pictured & man who advises his friend to divorce
his wife and insists that he cannot remain friends
with him.unless he does, because the wife has been
found in a compromising situation. But later when
he finds his wife in another mans arms, and feels that
his honor has been compromised he finds that he is wil-
1ing to forgive her. And he advises his friend to do
the sesme, although it was on his advise that the other




made arrangements for divorce proceedings to be
broughte.

This play shows clearly that the writer is
against divorce. The same is true of Brieux in his
"Damaged Goods". But hés argument is different.

For he says that even if the woman marries a disesased
man, & divorce would not make matters better, but
worse, and she should stick to the bad bargain.

And the same suthor takes the no divorce stand
gagain in a different type of drama,!"The Three
Daughters of M. Dupont". Here the ﬁarriage was made
for money, that didn't materialize, and conditions
being different than was expected. The match making
perents on one side were for divorce, but not so with
the others and they triumph.

Divorce is justified in Galesworthys drama,
"Jay" . Here a woman fights for years against her
lover, buf finally when her daughter is almost grown
decides to marry him, even if it alienates her dsu-
ghters affections. Her daughter, Joy, is angry and.

indignant with her mother, but when love comes into



her life she is able to sympathize with and under-
stand her mother's action.
Another divorce play very modern is "A Bill
of Divorogment" by Clemence Dane. Here the author
justifies a woman divorcing her husband who is in-
sane, and living wiph her own life, eien when he
returns to her before her second marriage is carried
into effect,
Barrie in his clever little drama "The Twelve
Pound Look™ deals (but in & humorous manner) with
the divorce question.‘ Here it is the woman who
leaves her home because of the fast that her hus-
band was smothering her life by his kind of life
end she allows him to divorce her and re-marry.
But it is & divorce comedy, with the divorce Jjustifieda
As csn be easily seen these dramas take different
attitudes on this question but they express the opin-
jons of the drematist which is but the opinion of one
class of thinkers, or investigators of the subject.

The dramas dealing with the Tyranny of love are

written chiefly by August Stundberg. Beyond doubt
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he was a oynic and he would like to make us s0.

His plays are very unpleasant and seemingly unneces-

sary. for example of his plays of this type we have

"The Creditor", "Bimoon", "The Stranger”, and"Miss
Julie®. |

In "The Creditor" Stundberg pictures a woman
who has divorced one man and married another. She
takes without giving and hés weakened the mind of
per second husband as she did with the first. When
she is away, hunting for more men to conquer, the
first husband comes unknown as a visitor to the second
and preys upon the'mind of the man until he ieroes
him to believe he is subject to epilepsy.. When the
wife comes home she finds her first husbsnd and is
ready to go with him, telling him that she loves
him. Then her husband comes in and drops dead in an

epileptic fit and she is 80O excited and grieved that

the other man remarks that he believes she loved him

too. This shows the woman destroying what she loved.

In the "Simoon" Stundberg shows & woman killing

what she hates in order to pass the test of her lover




as to ner courage. Here an Algerian woman is
éhown, through hatred of the French race who in
battle -have hurt her lover, hypnotizing a French~
man maing him do her willy even to the extent that
she mekes him believe he has rabies, and dies in
agony, & wictim of her hypnotic power.

These plays of Stundberg's are enough to il-
lustrate this class and we can be gldd there are
no modérn Stundbergs, for these dramas seem &8 re-
volting as one ocould wish. Stundberg seems to en-
joy horror for its own sake.

The play of social conditions has been mention-
ed and one type discussed. Here we will msnti;n
the olasses and examples of each.

Pirst is the relations of the rich and the poor.

A, Before the Law - as illustrated by Galsworthy
in "The Silver Box".

B, The failure of the Law to help those morally
weak - "Justice" by Galsworthy, illustrating
this class.

Seoond ~

A, The Philanthropic relations of the classes,
and the question of tainted money illustrated

by Shaws "Major Barbara”.




B. The living conditions of the poor - Haupt-
manns, "Weavers"™ showing one condition of

the 1life of poor.

Third - Problems of Sex, as prewviously discussed
can be illﬁstréted by Shaws "Mrs. Warren's
Profession™ and Brieux's "Maternity".

The last main division we will mention is Shaw as

the satirist. His ability at this kind of work need

écaroely be mentioned. He is a master hand at the kind
of dramgtio work he has chosen as can readily be seen
by reading his plays, "The Doctor's Dilemma", "Caudida",
l "Man and Supermen” and “Widowen’svﬂouees",\in which he
hits at moderh social condition by means of his burning
wit, but preaches a sermon at the same time,

Hastily reviewing the leading modern dramatists
we find Henrick Ibsen standing at the front., This
NoPweigan playwright is noted for his three epic

dramas,"Peer Gyat", "Brand", "Emperor"and Galilean"

A=

and his ten social dramas.

In @ermany, Gehart Hauptmann was a follower of

the Ibsen school and he is noted for his social dramas




dealing with the peasant life of his country,.

August Stundberg, the man of whom it is record-
ed that Ibsen said "He will be greater than I", wrote
seemingly purposdless dramas of the dreadful side of ~
life, as he imagined he saw it.

In England, G« Bernard Shaw, the Irishman, has
been teaching at the time he was making his audiences
laughe.

And Brieux, in France, has been writing social
dramas, trying to teach his countrymen what they
should know.

Ganky, the Russian dramatist is a follower of the
naturalistic school, and he has given us pictures of
the social conditions in his country. "

Even little Belgian has produced one outstanding
dramatist of the period, Maurice Maeterdinch,who has
dramatized the legendary stories of his time, and
written others.

America is conspiciousnby her absence of sny out-
standing dramatist of this time, but this is due, to

s great extent, to the fact that our country is not
s0o 0ld and rich in legendary stories as the other

countries and also because the drams was not so well
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established here, due to various causes, at this time.
Today no doubt, our dramatists are as good as most

the European countries ara produging, and we find
American dramatists among the. second group of names

of the lesser known dramatisté of todaye.

Galsworthy, Macefield, Barrie, Luderman, Pinero,
Jones, and Wilde are some of the better known minor
dramatists, while we find still ethers -~ Ervine,

Lynge, Herview, O'Neil, and L. Glaspell. ILong, Godfrey,
Taylor, Dunlap, and Payne .in the more modern c;ass.

Summing up the work of these dramatists and the
drama of today we could say that it (the drama) is
more varied in subject and form, more individual in
treatment, and in closer relation to all the subtlest
and most advanced of man's thinking. It has broken new

grounds asnd continues to do so.
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