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ABSTRACT
A DESCRIPTIVE STUDY OF TRENDS
IN DRAMATIC STYLES IN THE SUCCESSFUL,
SERIOUS AMERICAN DRAMA OF THE BROADWAY
STAGE IN THE 1920'S

by Charles Everett Lauterbach

The purpose of this study was to deseribe trends in dramatie
styles in the successful, serious American dramas which were produced
in the coomeréial theatres of New York during the period from 1919 to
1929. The study attempted to find out wkat the overall stylistie
trends were, what styles appeared, what the dominant style of the
period was, how frequently different styles were employed, whether
combinations of styles appeared in plays, and what similarities or
differenses were displayed in plays related to partieular dramatic
styles. The study was limited to the consideration of popularly and
eritically successful, serious plays (tragedy, drama, and melodrama)
Which were writt?n by native or foreign dramatists for original pro-
duction on the Broadway stage.

A method for identifying dramatic styles was established that
Provided for a eonsideration of the prineciples, general character-
isties, and form elements of a style. The method was employed to
formlate criteria for identifying eight modern dramatic styles—
Romanticism, Realism, Naturalism, Symbolism, Expressionism, Formalism,
Fturism, and Surrealism.

The criteria for identifying dramatie styles were used to
Walyse forty-six successful, serious plays selected from the American
drama of the 1920's. The plays were selected from every third
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Charles Everett Lauterbach
theatrical season beginning with the season of 1919-1920 and ending
with the season of 1928-1929.

The stylistic analyses of the forty-six plays were compared
and eoneclusions drawm. While only four of ten theatrical seasona
had been studied, it was felt that the particular conclusions reached
in the investigation were reflective of the state of dramatic styles
in all the seasons of the period. However, it was not claimed that
all the trends in style in the serious drama of the 1920's had been
discovered.

On the basis of the data collected it was possible to make the
following conelusions.

l. In regard to style, successful, serious American drama of
the 1920's changed from a state of near uniformity at the beginning
of the decade to a state of multiformity by 1929.

2, Suecessful, serious plays were written in four dramatic
styles: Romanticism, Realism, Expressionism, and Naturalism.

3. Symbolism, Formalism, Futurism, and Surrealism either did
not appear in the theatrical seasons covered in this study or they
were not adopted by American playwrights who wrote suceessful, serious
drana.

4. Romanticism was the dominant style of successful, serious
Anerican plays in the 1920's. Realism was the second most prevalent
style in the decade. Expressionism and Naturalism were minor

stylistic movements.
S. A trend toward electricism was evident in the styles of

serious drame in the 1920's.
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6. Similarities and differences among plays related to particu-
lar styles varied ascording to the styles. Romantic plays tended to
be divided into two different groups, but the plays in each group
were inclined to be similar. Plays associated with Realism were simi-
lar in style, but some were oriented toward the element of character
and others toward the element of theme. Plays related to Expression-
isa tended to differ from each other. Dramas related to the style of
Naturalism were quite similar to each other.

7. While Realism was not the dominant style of the period, it
was a very major influence on other styles.

8. Realism was the dominant style of critically successful
dremas. Romanticism was the dominant style of popularly successful
dremas. Expressionism and Naturalism were not generally accepted by
the theatre audiences of the period.
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CHAPTER I

INTRODUCTION

During the third decade of the twentieth century, American
theatre audiences witnessed the early plays of such renowned native
dramatists as Eugene O'Neill, Sidney Howard, Robert Sherwood, Elmer
Rice, Maxwell Anderson, and John Howard Lawson. Broadway welcomed
innovations from European drama and theatre. The "New Stagecraft"

Made scene design an important factor in American theatre. By 1928,
the nwber of theatres in New York rose to eighty. "Without a doubt
the twenties proved that the American drama had achieved its majority.™
The flowering of American drama in the twenties was marked by the
@Ppearance of a variety of newly imported dramatic styles. American
q“&n, along with the drama of other nations, "became more fully aware
°r 8tyle than it had been for centuries."z While most innovations in

db&mtio si‘.yle began abroad, "'mny of the most able and characteristic
q"'elopn«ata of particular dramatic styles" came ''from the western

&hQrea of the Atlantic."3

\
1)311ardyce Nicoll, ™nited States of America,"

c The Oxford
W&F, «d. Phyllis Hartnoll (24 ede; London: Oxford
™ I versity Press, 1957), pp. 812-813.
T

250hn Gassner, Th tre (New Yorks Crown

thliahus, Inc., 1954), P- 7

Co 3Allardyco Nicoll, World Drama (New York: Harcourt, Brace, and
~ = 1949), p. 759.

1
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The involvement of American playwrights of the 1920's in various
aperiments in dramatic style has been noted in general terms on
numerous occasions. Yet investigations of this involvement are needed
to render more precise observations on the appearance and development
of stylistic movements in the American drama of the period. This
thesis is one contribution toward fulfilling that end.

Statement o ose
The purpose of this study is to describe the trends of modern
dramatic styles in successful serious American plays produced on the
Professional New York stage between 1919 and 1929. The results of the
Study answer such questions as:
1. What were the overall stylistic trends of the period? What
Styles were exhibited in the dramas of this period?
2. Was there a dominant dramatic style in the 1920's? How
‘&'Qquntly were different styles employed?
3. Did dramas of the 1920's contain combinations of dramatic
St a7
4. What were the similarities in plays related to particular
qb%tic styles? What were the differences?

Definitions
Before going into the content of this study, some terms which are
U= - in special ways require definition. "Irend" is here used as the
bb"’aﬂ:\ng tendency or inclination. "™odern dramatic styles" are
tht)&e ways or manners of writing a play which are customarily labelled

'

[
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Realism, Naturalism, Symbolism, etc.4 "Successful™ in the

context of this study describes dramas which were either commercial

and/or critical successes. A play is considered to be a commercial

success when its length of run was over one hundred performa.nces.5

A play is considered to be a critical success if, (1) it was judged

by its reviewers at the time of its original production to be a worth-
while play; (2) it was singled out as a play of merit in the years
following its production in the commentary of drama critics or
historians; (3) it was anthologized; or (4) it received recognition

by winning any major drama awards. '"Serious" includes the dramatic
types of tragedy, drama, and melodrama. ''American plays" are those

“hich were written originally for the American theatre by either
Rative or foreign authors. "Professional New York stage" is a term

Used to describe the commercial theatres of New York City which produce

Plays for profit.6

L ions

This study is exclusively a descriptive study seeking to deter-

%e the trends in dramatic styles in the American drama of the 1920's,
Te is not an attempt at a complete history of dramatic styles of the

——_

bsee Chapter II for a more complete explanation and definition

o
r 8tyle.

Ox~

ba
Son

.

5In the Burns Mantle Best Play series for the 1920's, a production
of one hundred performances is the standard for determining whether

ot a play is a commercial success.

SThe decision as to whether a play was produced professionally is

B > ®d on the information included in the statistical summaries of

seasons found in the appropriate editions of the Burns Mantle
P series,
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3
as Realism, Naturalism, Symbolism, etc.* "Successful" in the
context of this study describes dramas which were either commercial
and/or critical successes. A play is considered to be a commercial
success when its length of run was over one hundred perfomances.5
A play is considered to be a critical success if, (1) it was judged
by its reviewers at the time of its original production to be a worth-
while play; (2) it was singled out as a play of merit in the years
following its production in the commentary of drama critics or
historians; (3) it was anthologized; or (4) it received recognition
by winning any major drama awards. '"Serious" includes the dramatic
types of tragedy, drama, and melodrama. !"American plays" are those
which were written originally for the American theatre by either
native or foreign authors. "Professional New York stage™" is a term
used to describe the commercial theatres of New York City which produce
plays for profit.6

Limitations
This study is exclusively a descriptive study seeking to deter-
nine the trends in dramatic styles in the American drama of the 1920's.

It is not an attempt at a complete history of dramatic styles of the

[re—

"'Soo Chapter II for a more complete explanation and definition
°f style.

5In the Burns Mantle Best Play series for the 1920's, a production
Mn of one hundred performances is the standard for determining whether
OF not a play is a commercial succees.

61'ho decision as to whether a play was produced professionally is
based on the information included in the statistical summaries of
seasons found in the appropriate editions of the Burns Mantle

Best Play series.
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period, nor does it try to explain the causes and effects of style in
the drama of the time. The study is descriptive, rather than inter-
pretive or evaluative.

Secondly, although there are four areas of theatre which can be
discussed in terms of style (direction, playscript, scemery, and
acting), this study is limited to the consideration of playscripts
only. Thirdly, this study deals only with plays written originally
for production on the New York stage for the particular years under
exanination. This excludes plays from abroad, translations or adapta-
tions of foreign plays, and revivals from past seasons of American
drama. The majority of sources consulted for this study are from the
broad area of drama and theatre. Historical, literary, and artistic

sources are employed only when applicable or germane to discussions.

Significance of Study

This investigation of the stylistic development in the American
drama of the 1920's is significant for two reasons. First of all,
dramatic styles in themselves constitute a major area of importance in
the criticism and discussion of drama. Second, the period under in-
Vestigation is an important decade in the development of a truly
Anerican drama.

The concern with dramatic style, while not original with the
twentieth century, is of particular importance in modern drama.
Haskell M. Block and Robert G. Shedd, in their anthology, Masters of
the Modern Dramg, contend that, Malthough such terms as naturalism and
Symbolism, realism and theatricalism, are often artificial, we must

Tecognize the distinctive qualities of these and other movements if we



are to understand modern drama."’
As for the importance of the 1920's in the history of American
drama, John Mason Brown describes it this way:
It was not puberty but maturity that the American theatre
achieved . . « , during the years which followed World War I

and preceded the Depression . . . « The twenties were good
days in the American theatre.

He cites the influx of "noteworthy European plays,” the scrvipts of "a
new generation of . . + native dramatists," and the "aesthetic revolt"
of dramatic artists as examples of "memoreble moments' in the drama and
theatre of the 192()'8.9 Similar points of view are expressed by
Barrett H. Clark,l0 Joseph Wood Krutch,'l and Allardyce Nicoll.l?

This study has three distinctive features. The first is the use
of a consistent, systematic method to describe dramatic styles. Such
a method is lacking in previously written works, or is not employed to
deal with a number of styles. Many books deal with the subject of
dramatic style, usually only as a part of a wider field of investiga-
tion. In such books the manner of describing styles gemerally consists

of the selection of a few striking characteristics from a number of

—

THaskell M. Block, Robert G. Shedd, eds., Masters of the Modern
Drama (New York: Random House, Inc., 1962), p. 3.

8John Mason Brown, Dramatis Personae (New York: The Viking Press,
1963)’ p. 30
91?20, Pe 8.

10paryett H. Clark, "The United States," A History of Mod
Dramg, ed. Barrett H. Clark and George Freedley (n"'«: ‘ I!onrk; ':'il D-:. Appleton-
c-lt“ry Co., 19“7)’ Pe 65‘50

11Joseph Wood Krutch, The Am Since 1918 (New York:
George Brasiller, Inc., 1957), pp. 10-25.
12))1ardyce Nicoll, World Drams (New York: Harcourt, Brace, and

Co., 1949), p. 759.
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exemplary plays. This approach to stylistic description is operative
in such recognized works as John Gessner's Form and Jdea in Modern
‘rggtren and Mordecai Gorelik's New Theatres for o;g.ut This approach,
while it may serve to identify individual styles, does not oftem clearly
reveal the interrelationships among the elements which appear in the
differing styles. In brief, no consistent or systematic manner of
description is applied throughout such books. A few works — The Art
of the Dramg by Fred Millett and Gerald Bentley,l5 Theodore Hatlen's
Orientation to the 'l‘hgtre,l6 and Oscar Brockett's The Theatre: An
M_mr’—do employ consistent approaches to style descriptions.
However, the first book merely groups observations about the elements
of particular styles under a single heading of "quality" and does not
display any consistency of description within this heading. In his
book, Hatlen presents an organized and consistent approach to dealing
with styles, but only includes three styles — Realism, Naturalism, and
Expressionism. In the third book, The Theatre: An Introduction,
Mr. Brockett covers many dramatic styles in a consistent manner, but
confines his descriptions to the analysis of a s;Lngle exemplary drama.

p—

Biom Gassner, Fo eatre (New York:
The Dryden Press, Inc., 1956).

Uniordecai Gorelik, New Theatres for 0ld (New Yorks Samael
French, 1940).

15pred B. Millett and Gerald Eades Bentley, The Art of the Drama
(New Yorks: D. Appleton-Century Co., 1935).

16ppe0dore H. Hatlen, Orientatjon to the Theatre (New York:
Appleton-Century-Crofts, 1962).

170scar G. Brockett, The Theatret An Introduction (New York:
Holt, Rinehart, and Winston, Inc., 1964).
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A second distinctive feature of this study is the attempt to
reflect gemeral critical opinions concerning the elements and attri-
butes of particular dramatic styles. The criteria for identifying
styles are compiled from a large number of sources which pertain to
the field of drama and consequently present general opinions of what
constitutes particular dramatic styles.

A third distinctive feature is an objective, systematic manner
of selecting representative play# which takes into account both
commercially and critically successful dramas. This process avoids
personal, subjective selection of plays and presents a more accurate
picture of given theatrical seasons in regard to their important
plays. This is in contrast to two common practices of selecting plays
to represent the development of American drama in the 1920%'s. One is
the citation of enduring, quality dramas as symptomatic of the growth
of drama, a practice which leads to the distortion of conditions as
they actually were. The other is equally distortive and relies on the
performance records of plays as an indication of achievement in the
growth of drama. This study unites both approaches to treat quali-

tative and quantitative aspects of success in the drama of the United
Stﬂt”o

Design of St
Briefly, the design of this study consists of four parts. The
first pa.rt covers two aspects: establishment of a method for con-
8lstent stylistic description and selection of the styles treated in
this study (Chapter II). The second part establishes criteria for
classifying eight dramatic styles (Chapters III-VIII). In the third
Part, selected groups of plays from the 1920's are compared to the
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criteria in order to determine the styles of the plays (Chapters IX-
XII). Then conclusions are drawn regarding the trends in modern
dramatic styles in the serious American drama of the 1920's (Chapter
II1I1).

Criteria for establishing descriptions of dramatic styles were
developed in the following manner. Information from books and articles
pertaining to the drama and theatre was compared in order to determine
generally accepted views on the traits of particular dramatic styles.
These views were them presented in a form devised for this study which
includes the principles on which a style is based, the general charac-
teristics of a style, and the use of stylistic form elements associated
with drama (plot, character, etc.). When there was a difference of
opinion about what constituted a stylistic trait or when information
was lacking in printed sources, additional commentary concerning
particular aspects was supplied by the author of this study.

The plays from the American drama of the 1920's were selected
in the following way: every third theatrical season, beginning with
1919-1920, was selected for study. This selection of every third
8¢ason was done for two reasons. Pirst, trends "do not make themselves
felt in a single season.™8 Second, it was impractical to locate, read,
ad analyse all of the hundreds of sericus plays produced in the pro-
fessional theatre of the 1920's. The theatrical seasons selected for
this study were those of 1919-1920, 1922-1923, 1925-1926, and 1928-
1929. Each season is treated in a separate chapter (IX-XII).

Next, employing the information included in the Burns Mantle
Best Play editions for the selected theatrical seasons, a list of

1831!1‘1(, Pe 6780
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forty-six serious American plays and their lengths of production was
drawm up. All plays which ran over one hundred performances were
chosen for stylistic analysis. Any serious play which ran less than
one hundred but more than fifty performances whose reviews at the
time of its opening considered it to be artistically successful, was
also included. Any play which ran less than one hundred performances
but was afterward successfully revived or later anthologized, or in
any other manner singled out as a worthwhile play, was also included.

The forty-six successful serious American plays which were
chosen by this selective process were analyzed to determine their
gmeral characteristics and form elements of style. These analyses
were compared to the criteria established herein for describing the
various dramatic styles in order to identify the style of the plays.
From such a determination, each theatrical season was summarized,
indicating the conditions regarding the dramatic styles in that season.
When all four seasons had been treated in this manner, they were com-
pared to one another, and conclusions about stylistic trends in American
drama of the 1920's were drawm.

Sources

Primary sources employed in this study consist of forty-six plays
Selected from the period of 1919 through 1929. Of these, thirty have
been published and the remainder are in mamuscript form.l? In addi-

tion, some use was made of essays, prefaces, and manifestoes by

[ S

19%wo plays were never located in either published or manuscript
form. Rather than exclude them entirely, an attempt was made to
Tecreate their basic stylistic traits from secondary sources such as
Teviews and the material contained in Best Plays editioms.
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playwrights and leaders of stylistic movements.

A number of secondary sources were employed in this study. The
Burns Mantle editions of Best Plays from 1919 to 1929 were used for
information on plays produced in a given year, including length of run,
type, author, and other pertinent data. Books, journals, and magazines
devoted primarily to the fields of drama and theé.tre were used in the
development of criteria for describing dramatic styles. Sections of
encyclopedias, dictionaries, and literary histories were used when
the information contained in them had some bearing on the stylistic
aspect of drama. Non-dramatic sources which were cited or recormended
by authors in the field of drama and theatre were referred to for this
study. English or English translations were used exclusively.



CHAPTER II1

DRAMATIC STYLES:
DEFINITION, METHODOLOGY, AND APPLICATION
The purpose of this chapter is to define ''style! as it is used
in this study, to explain the method employed for describing dramatic
styles, and to list those styles which will be considered in this
study.

Definition of Style

For purposes of this study, style in drama is defined as a
characteristic or distinctive way, manner, or mode of selecting,
arranging, and emphasiging the elements of dramatic construction which
is peculiar to a play or group of plays and which at the same time
distinguishes it or them from other plays. This is in no way a final
or absolute definition, but serves only to identify the meaning of
style assumed in subsequent discussioms.

The above definition was arrived at by comparing a number of
detinitions of style found in general references, art histories, books
on aesthetics, and works pertaining to drama. As such it is in funda-~
Rental agreement with generally accepted concepts of style. Among the
definitions consulted are the following:

Webster's Third International Dictionary defines the word "style"
a8 it pertains to aesthetics as "a quality that gives distinctive
excellence to something (as artistic expression) and that consists esp.

1
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in the appropriateness and choice of elements (as subject, medium,
form) combined and the individualism imparted by the method of com-
bining."
Hiram Moderwell in The Theatre of Today describes style in drama
as a "mamner of executing a work of art, as contrasted with the work

itsolf."l

The art historian, Janson, writes that ''style means the partic-
ular way in which the forms that make up any given work of art are
chosen and fitted t.ogethor."z

In The Arts and Their Interrelations, Thomas Munro states that

"a style is a distinctive or characteristic mode of presemntation, con-

struction or expression in a.rt."3
Oscar Brockett contends that style is a quality which results

from a characteristic mode of expression or method of presentation
and "may be applied to the dramatic expression of a period, a nation,

a movement, or an a.uthor."l'

Finally, the Encyclopedia of the Arts says, "Starting with . . .

the figurative sense, style means those characteristics of form which
are peculiar to a certain work or a group of works and which at the

lyiivam Kelley Moderwell, The Theatre of Today (New York: John
Lane Co., 1914), p. 118.

2I-l. W. Janson, History of Art (New York: Harry W. Abrams, Inc.,
1962), p. 36.

3Thomas Munro, The Arts Th tions (New York:
The Liberal Arts Press, 1949), p. 379.

hprockett, pe hhe
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same time distinguish it or them from other works.'"’

Common elements found in these definitions of style are: a
characteristic manner of executing a work of art, that forms or
elements are involved in determining the manner of expression, and
that works of art may be grouped according to their styles. The
definition of style adopted for this study attempts to include these

generally accepted ideas.

A Method for Describ. tic Styles

The investigation of style in drama does not materially differ
from investigation of style in any other art. The basis of all such
investigations is dependent on a constancy in art whereby "direct
acquaintance with an unanalyzed work of art will often permit us to
recognize another object of the same origin, just as we recognize a
face to be native or 1‘01-0:‘.311."6 The constancy in art may make possible
the recognition of stylistic similarities in works of art, but "the
single name given to the style of a period rarely corresponds to a
clear and universally accepted characterization of a type."7

Furthermore, "styles are not usually defined in a strictly logi-
cal way" since their "characteristics . . . vary constantly and resist
a systematic classification into perfectly distinct groups."s

SAlois J. Schardt, "Style," M%samm; od.
Dagobert D. Runes and Harry G. Schrickel (New York: Philosophical
Library, 1946), Pe 97he

Yeyer Schapiro, "Style," A Modern Book of Esthetics, ed. Melvin
Rader (3rd ed.; New York: Holt, Rinehart, and Winston, Inc., 1960),

po 3380
Tvid.
®Ibid.
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1,
Although perfection in the description and classification of styles
appears to be impossible, '"limits are sometimes fixed by convention
for simplicity in dealing with historical problems or in isoclating
a typo."9

In this section this study fixes limits by convention for the
investigation of dramatic styles. Since no standard manner for such
investigation exists, it has been necessary to develop and organize
a descriptive method which is applicable to dramatic styles. This
method makes possible an orderly and systematic presentation of the
commentary on dramatic styles found in writtem sources pertaining to
the drama. As such, the method provides a framework for presenting
the ideas and concepts of dramatic styles as expressed by drama critics
and scholars.

In brief the framework is divided into three parts: (1) princi-
ples, the over-all ideas upon which a style is based and which
determine its development; (2) general characteristics, the qualities
and impressions of a style which are apparent when a play is con-
sidered as a whole; and (3) form elements, the treatment of the parts
of a play (plot, character, language, and theme) which make up the
whole.

Principles of Style
Styles do not arise arbitrarily. They develop or change accord-

ing to corresponding developments or changes in the philosophies,
attitudes, and conditions of either the culture in which they appear

or the art form of which they are a part.

Fmvid.
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Thomas Munro writes that "trends in artistic styles are never
independent, but parts of still larger cultural trends embracing
all forms of thought and behavior: social, political, economic,
religious, and scimtiﬁc.“lo A similar view is expressed by
Theodore M. Greene when he states,

No culture or socliety, « . « , is static, and no individual
artist, . . . , is immne to cultural and social influences.
Societies and individuals alike are continually undergoing
internal change, . « « « These changes inﬁutlook are
reflected in the emergence of new styles.

The same general view is voiced in connection with the more limited

area of dramatic style by John Gassner. In Producing the Play he
points out that "different styles arose in response to different
points of view, intentions, and eonditiona."lz He expands on this

statement in Form gnd Idea in the Modern Thegtre when he writes

e e o« « I relate the forms of modern drama to certain "ideas
of the theatre" — that is, to certain conceptions of
theatrical art and certain expectations from it. By "idea" I
do not mean subject matter, but the view of theatre apparemnt
in the play « « « + , and the special esthetic aim pursued in
the work « « « « It is often difficult to distinguish between
and artist's view of theatre and his view of 1life, society,
politics or religion « « « « Nevertheless, I employ "idea" to
mean something larger than mere topic or opinion, I use the
term to denote some specific way of conceiving the nature and
use of theatre, which in turn helps to determine dramatic form
and stage presentation.

From these statements it can be seen that style is dependent

1°Hunro,. pe 339.

Llrheodore Meyer Greene, Th 8 gnd the Art of Critic
(Princeton, New Jersey: Princeton University Press, 1940), p. 383.

1250rn Gassner, ucing the P (revised ed.; New Yorks
The Dryden Press, Inc., 1953), p. 53.

13Gasener, Form and Ides o o o o » Po ke
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upon and reflective of the outlooks, views, conditions, or ideas of its
environment, whether it be that of the total culture or the more
limited one of an art form such as drama. The dependence of style on
underlying cultural or aesthetic principles can be seen, for example,
in the drama of ancient Greece. Here the dramatic style was influ-
enced by the religious and philoéophical concepts of the Athenian
society. The idea that man's fate was predetermined, an intrinsic
part of Greek religious belief, was reflected in the drama of the
period. The unified structure of the plot, the consistency of charac-
ter, and the regularity of the poetic dialogue can also be viewed as
axtensions of the Greek cultural ideals of proportion, harmony, and
order.

In light of the above observations, it is deemed reasonable to
begin the discussion of particular dramatic styles with a considera-
tion of the ideas, points of view, or philosophical attitudes upon
which the styles are based. For the sake. of convenience, the word
"principle” is used as a heading for this portion of style descrip-
tion and is understood to be a general term encompassing the various
concepts of idea, world-view, philosophy, attitude, and point of view.

Characteristics of Style
Although a lmowledge of the principles underlying a style is
helpful in understanding its development, the actual identification
or description of a style depends on an examination of its character-

istics. In this atudj the characteristics of dramatic styles are

separated into two groups, general characteristics and form elements.
This division into two groups is prompted by the remarks of

Meyer Schapiro, Professor of Art History at Columbia University, in
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his comprehensive essay on style and its description. He says that,
while there is no established system for describing style, "in general
the description of style refers to three aspects of art: form elements
or motives, form relationships, and qualities (including an over-all
quality which we may call 'expression! )."ll‘ He believes these aspects
to be the broadest, most stable, and most reliable bases for style
description.l5

Two of the aspects of art mentioned by Schapiro are covered in
this study under the title of general characteristics. These aspects
are qualities (including expression) and form relationships. The third

aspect, form elements, is treated under the title of form elements.

Gen C cteristics
Although Schapiro lists form elements first, and deems them quite

important, he does not feel that a description of form elements alone
is sufficient for delineating a style. He contends, "In order to dis-
tinguish . . . styles one mst also look for features of another order
and, above all, for different ways of combining ‘t.hm."]'6 He points out
that the elements which make up a style "seem to be marked by the ex-
pression of the whole, or that there is a dominant feature to which the
elements are a.dapted."” It is these "features of another order," "the
expression of the whole," and "dominant features," together with the
previously mentioned qualities and form relationships, which are the
general characteristics of a style.

WUschapiro, p. 338. 15Ibig.
161p3d., p. 339. Yb14., p. 342,
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For example, the historic dramatic style of Freanch Neo-
Classicism may be said to have an austere and artificial quality.
Its over-all expression can be described as one of reason and/or ration-
ality with dominant features of decorum, elevation, and dignity. It
displays a relationship of form elements in combining poetic ex-
pression, aristocratic characters, and a simple plot which adheres
to the unities of action, time and place. This very relationship aids
in the projection of the qualities of austerity and artificiality.

Another example of form relationship as a characteristic of
dramatic style appears in the various uses of the soliloquy in drama.
The fact that a soliloquy appears in a play is not as significant in
identifying a style as is the particular relation the soliloquy has
to the rest of the play. A soliloquy can be ''constructive" in ex-
plaining the plot or relating off-stage events, or "reflective' in
revealing a character's thoughts and ;I;‘oo.'l.:lngs.:"8 In both instances
the relation of the soliloquy to the structure of the play is more
significant for determining the stylo. of the play than the mere

appearance of the soliloquy itself.
In summary, the general characteristics of dramatic style are

described as qualities, expressions, dominant features, and form re-
lationships. They are the over-all impressions of the style arising
from the view of the play as a whole.

Eorm Elements
The most readily identifiable aspects of a style are those of

its form elements. In drama these form elements are generally

mﬂumu‘, Form and Jdea o o+ o« o , Pe 171.
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accepted to be those described by Aristotle in his Poetics. They
are plot, character, language, theme, music, and spect.acle.19 or
these, only the first four are included in the criteria for the
identification of dramatic styles. Music is excluded because it "is
no longer an invariable part of drama."20 Spectacle is also excluded
because its primary means of realization is in theatre production and
is therefore difficult to discuss in terms of dramatic literature.

l. Plot is the structuring or patterning of the events of the
play and includes such aspects as content, action, conflict, point of
attack, exposition, climax, and resolution.

2. Character is a term for the persons who appear in the drama
and who carry out the dramatic action of the plot. The term includes
the physical, mental, social, and moral aspects of these people.

3. Language is the dialogue spoken by the characters. It im-
parts information, reveals character, and directs atteantion to the
development of the plot.

4. Theme is the over-all meaning and significance of the action
of a drama. Its aspects also include the ideas, arguments, and thoughts
expressed in thoughts expressed in the play.

Applicatio
The method of describing dramatic styles discussed in preceding
paragraphs is appliod' in this study to eight modern dramatic styles —

19Aristotlo, *The Poetics," totle's Theory of Poet
Art, ed. S. H. Butcher (New York: Dover Publications, Inc., 1951?,
pp. 23-25. The word "theme" has been substituted for "thought" which
is a common translation of the Greek word for Aristotle's dramatic

element. "Theme" and "thought" roughly comnote the same concept, but
"theme"” seems to be more widely used in modern dramatic criticism.

Dprockett, p. 26+
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Romanticism, Realism, Naturalism, Symbolism, Expressionism, Formalism,
Futurisa, and Surrealizm. This selection is based on the fact that
they are recognized as being significant dramatic styles in modern
drama by critices and <:<>1mcnt.at.ors.21 While these dramatic styles are
considered to be of equal importance to this study, there must be some
difference in the mamner of discussing them in subsequent chapters.
Romanticism, Realism, Naturalism,%> Symbolism, and Expressionism are

2l54e, for example, John Gassner, Producing the Play (New York:
The Dryden Press, Inc., 1953); Mordecai Gorelik, New Theatres for 0ld
(New York: Samuel French, 1940); Oscar Brockett, The Theatre: An
Introduction (New York: Holt, Rinehart, and Winston, Inc., 1964); Fred
B. Millett and Gerald Eades Bentley, The Art of the Drama (New York:
D. Appleton-Century Co., 1935); Edward A. Wright, A Primer for Play-
goers (Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1958);
Kenneth Thorp Rowe, A Theatre in Your Head (New York: Funk and
Wagnalls Co., 1960); H. D. Albright, William P. Halstead, Lee
Mitchell, Principles of Theatre Art (New York: Houghton Mifflin Co.,
1955); Haskell M. Block, Robert G. Shedd, eds. Masters of the Modern
Drama (New York: Random House, Inc., 1962); and Allardyce Nicoll,
World Drams (New York: Harcourt, Brace, and Co., 1949).

22The inclusion of Naturalism as a major dramatic style requires
some clarification. An examination of twentieth cemtury dramatic
commentary reveals two distinct theories concerning Naturalism as a
dramatic style. One theory is that Naturalism is only a heightened
and intensified form of Realism, and not a separate, distinguishable
style. The second theory postulates that Naturalism is a distinct
style by virtue of Zola's so-called "scientific determinism."

Typical of the first group, those who believe that Naturalism
"is an extreme form of realism,™ is John Gassner (Producing the Play,
p. 62). According to him, Realism is the general style "developed
by the militant champions of Realism" (Treasury of the Theatre: From
Henrik Ibsen to Arthur Miller /revised ed., New York: Simon and
Schuster, 1950/ p.4). He indicates that enviromment is a determining
factor in the idea of Naturalism (Form and Idea ¢ o o o , PpPs 66-67).
To him this is not sufficient reason to distinguish Naturalism from
Realism, since one of his criteria for Realism is also that eaviron-
ment and heredity are determinate factors in the formation of charac-
ter. As a result his logical position is that Naturalism (as an
adjunct of Realism) signifies only "a strict, often extreme, mode of
Realism . . . and a rather narrow dogma introduced . . . by Emile
Zola (M” P 67)0

The opposing view, that Naturalism in drama can be said to be
distinct from Realism, agrees in part with the Gassner view. The
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Romanticism, Realism, Naturalism, Symbolism, Expressionism, Formalism,
Futurism, and Surrealism. This selection is based on the fact that
they are recognized as being significant dramatic styles in modern

21

drama by critics and commentators. While these dramatic styles are

considered to be of equal importance to this study, there must be some
diffexrence in the mamner of discussing them in subsequent chapters.

Romanticism, Realism, Naturalisn,zz Symbolism, and Expressionism are

2l5ee, for example, John Gassner, Producing the Play (New York:
The Dxyden Press, Inc., 1953); Mordecai Gorelik, New Theatres for 0ld
(New York: Samuel French, 1940); Oscar Brockett, The Theatre: An
Introduction (New York: Holt, Rinehart, and Winston, Inc., 1964); Fred
B. Mil] ett and Gerald Eades Bentley, The Art of the Drama (New York:
D. Appleton-Century Co., 1935); Edward A. Wright, A Primer for Play-
goers (Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1958);
Kenneth Thorp Rowe, A Theatre in Your Head (New York: Funk and
Wagnalls Co., 1960); He D. Albright, William P. Halstead, Lee
Mitchell, Principles of Theatre Art (New York: Houghton Mifflin Co.,
1955) ; Haskell M. Block, Robert G. Shedd, eds. Masters of the Modern

(New York: Random House, Inc., 1962); and Allardyce Nicoll,

D (New York: Harcourt, Brace, and Co., 1949).

22rhe inclusion of Naturalisa as a major dramatic style requires
Some clarification. An examination of twentieth cemtury dramatic
Commentary reveals two distinct theories concerning Naturalism as a
dramatic style. One theory is that Naturalism is only a heightened
and intensified form of Realism, and not a separate, distinguishable
*tyle. The second theory postulates that Naturalism is a distinct
*t¥le by virtue of Zola's so-called "scientific determinism.”

n Typical of the first group, those who believe that Naturalism
is an extreme form of realism," is John Gassner (Producing the Play,
P. 62), According to him, Realism is the general style "developed
b the militant champions of Realism" (Iressury of the Theatre: From
W [revised ed., New York: Simon and
Schuster, 1950/ p.k). He indicates that environment is a determining
,:‘etOr in the idea of Naturalism (EO!! ﬂ Idg o o o o o PP 66"67)0
© him this is not sufficient reason to distinguish Naturalism from
Realism, since one of hie criteria for Realism is also that eaviron-
Bent and heredity are determinate factors in the formation of charac-
ter. ,s a result his logical position is that Naturalism (as an
junct of Realism) signifies only "a strict, often extreme, mode of
Realism . . . and a rather narrow dogma introduced . . . by Emile
ZOh (Ibido. P 67)0

The opposing view, that Naturalism in drama can be said to be
distinct from Realism, agrees in part with the Gassner view. The
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dealt with in separate chapters (III-VII). Formalism, Futurism, and
Surrealism are discussed in separate sections of a single chapter
(VIII). This difference in the treatment of dramatic styles is
prompted by a practical consideration. The critical commentary on the
three latter styles is not sufficient to allow a complete description
in texms of the method outlined earlier in this chapter. However,
they are discussed in as complete a manner as sources permit. Since
the criteria for stylistic identification in this study are based on
& survey of critical opinions, they can only reflect the state and ex-
tent of commentary on individual styles. In view of the fact that the
commentary on Formalism, Puturism, and Surrealism appears to be
limited, their discussion in this study is also limited. However, they

ire presented in a manner which allows them to be recognized should

differences between the two styles are in their principles and general
qalities, while their similarities, or near similarities, are in their
form elements. Heffner, for example, claims that Naturalism can be
differentiated from Realism "not by a method, but as a philosophy of
life and literature" (Hubert C. Heffner, Samuel Selden, and Hunton D.

S Modern Theatre Practice /4th ed.; New York: Appleton-Century-
Crofts, Inc., 1959/, p. 73). In practice it "extends and intensifies
the methods of realism," but in idea it follows Zola (Ibid., p. 7h).
Brockett advances an almost identical view when he writes, "Naturalism,
however, went much further than realism, for it insisted that art must
b'°°ﬂe scientific in its methods, and it placed greater emphasis on the
ldea tpat all behavior is determined by the forces of heredity and en-
Viromment (p. 275). It is the thought of these writers that Zola's con-
‘®pt of scientific determinism with its resultant heavy emphasis on
h“"dity and enviromment as the sole determinants of behavior is signi-
ficant enough to warrant Naturalism's place as a separate style.

In this study Naturalisa is considered to be a separate and dis-
t'5'“8'«1:1.shablo dramatic style from Realism for the reasons expressed by
Yriters adhering to the second view of Naturalism in the discussion
1“G!ili.at.ely above. This position is also taken in view of the fact
that tne theory which treats Naturalism as a part of Realism admits to

¢ axtremes and specialty of Naturalism. If Naturalism is indeed &n
Teme and strict mode of Realism, then these very extremes must be

Sapable of identification. They become the distinguishing features of
4 naturalistic style.
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they appear in the plays selected from the drama of the 1920°'s.

In addition to the eight dramatic styles listed above, a number
of other styles are mentioned by critics. These styles are excluded
from this study for the reasons given in the discussions which follow.

The Epic theatre style associated with Bertolt Brecht, Erwin
Piscator, and the "living newspaper" plays of the American Federal
Theatxre Project is not included in this study. While Epic theatre is
gmerally recognized as a dramatic style, it is quite unlikely that
any dramas written in this style would appear in the American drama of
the 1920%s. This observation is based on the chronological development
of the Epic theatre movement. Techniques now associated with Epic
theatre style did appesar in the "living newspapers" of the Russian
"vlue blouse" movement in the early 1920'3.23 However, this movement
bad almost completely disappeared by 1927.21* Its influence on the
subsequent development of the Epic theatre style is quoationa.blo.25
Actually, Epic theatrs as it is known today was shaped in practice by
Piscator and in theory by Brecht.2" Yot the first major works of these
B in Epic theatre style appeared in 1928,27 the year of the last
theatricsl season considered in this study. The possibility of the
Productions of Piscator and Brecht having any significant effect on
Aderican drama in the space of less than one year is remote. The

Possibility of a native Epic theatre movement in America in the 1920's
——

VNikolai A. Gorchakov, The Theatre So Russig, trans.
Edgar Lehrman (Hew York: Columbia University Press, 1957%, ppe Li5-4b.

20oralik, ppe bih-45.

261bid., pp. 22-23. 27Gassner, Form and Ides o s ., P 25l.
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is equally remote. Mordecai Gorelik's New Theatres for Old, which
is well-documented in matters concerning Epic theatre, makes no
claims for Epic theatre in America until the 1930's. True, some
Amexrica "labor" theatres and playwrights' groups existed in the
1920 *s which formed the basis for the development of Epic theatre,
but the actual appearance of Epic theatre plays in America was re-
served for the 1930'8.28 In view of this chronology of Epic theatre,
it appears fruitless to include a discussion of a style which evi-
dently had no bearing on Broadway productions of the 1920's. For
this 1reason, there is no further consideration of Epic theatre style
in this study. |

Theatricalism is also excluded from this study. Some plays
have been associated with this style. But, as its name implies, it
is primarily a theatrical style. Theatricalism as a "pure" style is
rare. It usually appears in the form of theatricalist devices in
Plays which are otherwise recognizable as belonging to a particular
dramatic style. The few plays associated with Theatricalism as a
dramatic style -- for example, Thornton Wilder's Qur Town and The
Skin of Qur Teeth — already have been identified by many critice.?’
The actual number of plays written in what might be termed a dramatic
5tyle of Theatricalism is rather insignificant. Since Theatricalism
1® primarily a theatrical style, there is little value in discussing
it further in this study of dramatic styles.

Also, so-called '"basic™ or "generic'" styles are not discussed in
this study.

.

28gorelik, pp. 40O-4OL.

29&'“.:’, !om and Jdea o« ¢ ¢ o » P wo
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2L
Two ""basic!" or "generic" styles are recognized in drama. One is the
"representational™ style in which a play is presented "in manner and
sequennce of actual life, as though people were being watched through a
psesphole. w0 The other is the "presentational® style in which "the
object 1is to project the play's content frankly and directly to the
wdi-:co."al Since it is not the aim of this study merely to divide
dramas into two stylistic groups, these "basic™" styles are of little
value to it. The words "representational" and "presentational®™ may
appear in subsequent passages which discuss specific styles, but only
as descriptive terms to indicate general tendencies. There is no
attempt to group plays under these "basic™ style headings.

Although critics have referred to the styles of Impressionism,
Selective Realism, Cubism, Constructivism, Socialist Realism, and
Dadaism, these styles are not considered in this study. "Impressionism
is a tern that applies to a mood, or to an aesthetic endeavor merely:
there is no particular dramatic form or technique (. . .) associated
¥ith its aims.”- Selective Realism, Cubism, and Constructivism belong
%o the realm of theatrical styles where they are useful in the dis-
Cussion of the scenic elements of production. Socialist Realism as a
WOvement is too narrowly confined to modern Soviet drama. Although
M0y plays have been written in this style, they differ from Realism

‘aly 3n content, that of a socialist ph.i.losoplx,v.33 Dadaism in drama and
—

30gassner, Producing the Play, p. Sk 31vid.
3%ic0l1, World Drams, p. 794e

33500 both Gassner, Form and Ideg o+ « « . , P. 12, and Nicoll,
or D. Pe 8l2.
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theatre did not endure long enough to provide a sufficient body of
dramatic works in which a definite style might be discerned. e.e.
cunmings'! him and Gertrude Stein's Four Saints in Three Acts are the
best kmown American plays which have been termed Dadaist. Indeed, they
alone constitute almost the entire canon of Dadaist drama. Any other
Dadaist dramatic achievements remain obscure since '"Dadaist theatrical

work was apparently confined mostly to private mtertainmmts.'}h

Sumary

This chapter has stated the definition of the word ''style™
operative in this study, outlined a method for describing dramatic
styles, and listed the styles to which this method is to be applied in
subsequent chapters. The operative definition is: Style in drama is
"a characteristic or distinctive way, manner, or mode of selecting,
arranging, and emphasizing the elements of dramatic construction which
i3 peculiar to a play or group of plays and which at the same time dis-
tinguishes it or them from other plays." The method of describing
dramatjc styles is based on the general concepts o.f stylistic investiga-
tion in all arts. It takes into consideration the principles which
g0Vern the rise and development of a style, its general characteristics
(q“&lities, impressions, and form relationships), and its form elements
(Dlot, character, language and theme). The styles selected for dis-
Cussion are Romanticism, Realism, Naturalism, Symbolism, Expressionism,
Formalism, Puturism and Surrealism.

——

hgoralik, p. 247.
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theatre did not endure long enough to provide a sufficient body of
dramatic works in which a definite style might be discei'ned. e.e.
cunmings' him and Gertrude Stein's Four Saints in Three Acts are the
best kmown American plays which have been termed Dadaist. Indeed, they
alone constitute almost the entire canon of Dadaist drama. Any other
Dadaist dramatic achievements remain obscure since "Dadaist theatrical

work was apparently confined mostly to private entertainments."Bh

Summary

This chapter has stated the definition of the word "style"
operative in this study, outlined a method for describing dramatic
styles, and listed the styles to which this method is to be applied in
subsequent chapters. The operative definition is: Style in drama is
"a characteristic or distinctive way, mamner, or mode of selecting,
arranging, and emphasizing the elements of dramatic construction which
is peculiar to a play or group of plays and which at the same time dis-
tinguishes it or them from other plays." The method of describing
dramatje styles is based on the general concepts of stylistic investiga-
tion jn a11 arts. It takes into consideration the principles which
E0Vexrm the rise and development of a style, its general characteristics
(q“&litios , impressions, and form relationships), and its form elements
(Dlot, character, language and theme). The styles selected for dis-
Cussion are Romanticism, Realism, Naturalism, Symbolism, Expressionism,
Pormalism, Puturism and Surrealism.

——

3hgorelik, p. 247.
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CHAPTER III

ROMANTICISM

Historical Background
Although the term "romantic™ had been applied to the literature
of a variety of periods and individual writers, including William
Shakespeare and subseguent Jacobean dramatists, Romanticism in drama
actually began as a solid movement in the late eighteenth century.

The beginning of the movement is marked by Goethe's Goetz von

1
Berlinchengen, produced in Germany in 1773. In general, after develop-

ing in Germany, Romanticism next appeared in England, them in France,
and finally became an influence on all the major national dramas of the

Western world. For purposes of clarity, the following outline of the

development of romantic style in drama is reported in terms of national
Rovements.

Germany
Gosthe's Goets von Berlinchengen belonged to the Stuym and Drang
Phase of German Romanticism, a phase which ended by 1784.2 A second
Phase of German Romanticism (contemporaneous with Sturm and Drang, but
Cullasting that phase) was marked by the dramas of Goethe, Schiller and

——

l&snﬂ‘, 0. s o o s P 228.

“Ralph Tymms, German Romantic Literature (London: Methuen and
CQ.’ Ltdo, 1955)’ Pe 10.

26
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Kleist. Schiller contributed The Robbers (1778) and Don Carlos (1783).
In 1788, Goethe added another major work to the movement, Egmont. This
ws followed by Schiller's Wallenstein trilogy (1798-99), Maria Stuart
(1800) , The Maid of Orleans (1801), and William Tell (1804). Heinrich
von Kleist (1777-1811), while usually not ranked in importance with
Goethe and Schiller, wrote some notable romantic dramas, the best known
of which are Penthiselig (1808) and The Prince of Homburg (1809).

The first part of Goethe's most significant drama, Faust, appeared
in 1808. In this same general period, the romantic style was also em-
Ployed by other German literary figures. Romanticism was apparemt in
the plays of Zacharias Werner and the '"book-dramas of Tieck, Armin, and
Brentanc.™ The publication of Goethe's second part of Faust in 1832
¥as one of the last significant works in the German romantic movement.
Romanticism as a ma jor movement declined but did not completely die out.

England

Throughout the first half of the nineteenth century English
Witers attempted to establish a vigorous romantic drama, but "failed to
Produce greatness in the romantic dramatic form."™ Some of England's
W8t renowned posts — Byron, Shelley, and Browning — directed their
talents to writing romantic drama. Byron's Manfred (1817) was one of
the firet noteworthy English romantic plays. Three years later, Shelley's
M and ous U were completed but were demied stage
Production. A lesser literary figure, James Sheridam Knowles, did
Achieve some success with the production of his Virginjus in 1820. A

———

3bid., p. 298.
“icoll, World Drama, p. 4l2.
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year later, Byron again failed at romantic drama with Sardanapolis.

Perhaps the most vital of the English romantic dramas were Edward George

Bulwex-Lytton's The Lady of Lyons (1838) and Richelieu (1839) which held
the stage contimiously into the twentieth century.s Robert Browning's

ind3 fferently received Pippa Passes (1843) and A Blot on the 'Scutcheon
(184,6) were late contributions to the English romantic movement in

drama .

France
The birth of Romanticism in French drama was most clearly indi-
cated in Victor Hugo's preface to his play Cromwell (1827), in which he
reJjected Neo-classic principles and outlined a program for Romantic
Arams.® Alexandre Dumss pare's Henri III in 1829 was the first romantic
Play to see production, but it was the success of Hugo's Hernani in 1830
that established Romanticism as a major movement in French drama.’

During the 1830's, Hugo, Dumas g\g;g, and other French playwrights

D:.'<>¢!11¢:=¢;:l romantic drama of note. The T of Nesle by Dumas g\gg

S Dpeared in 1832. In 1834, Alfred de Mussett added Lorenzaccio and No

W to the movement. The following year, Alfred de

vi&xw’s best known play, Chatterton, was produced in France.
For all its vigor, the French romantic movement was doomed to be

h<>x'l'.<-1:hre:l. The complete failure of Hugo's Les Burgraves in 1843
aiGl'aa].lod the end of Romanticism as a major movement in France. As a
M-h.or part of French drama, Romanticism appeared from time to time in

®Wach plays as Mussett's A Door Should Be Shut or Open (1845) and

——

s&'oek.tt, Pe 2260

6Gassnur, Form apd Jdeg o o . o , Pe 229. 7_._i§-
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Rostand's extremely popular Cyrano de Bergerac (1897).
America

Throughout most of the nineteenth century, American drama and
theatre were highly imitative of English and European models. While
Amex-ican drama was not wholly romantic, it was strongly influenced by
the xrcomantic movement from abroad. Two of the most highly regarded
native American plays written up to 1870, Robert M. Bird's The
Sadigtor (1831) and George Henry Boker's Francesca da Rimini (1855),

wexre romantic t.ragedies.s
Romanticism as a dramatic style continued in America well into the

twentieth century in the form of historical drama. Notable examples of
this were Maxwell inderson's Elizabeth the Queen, Anne of a Thousand

Rays, and Mary, Queen of Scots.

Romanticism and Melodrama
A part of the overall history of Romanticism in the drama, but
’%Qrt.ant enough in this study to warrant a separate discussion, is the
=@ gtionship of Romanticism to melodrama. In 1919, Irving Babbitt
a":“‘t.od in his famous book, Rousseau and Romanticism, "Nothing is easier
th'ﬂn to establish the connection between emotional romanticism and the
b"“digioua efflorescence of melodrama, the irresponsible quest for
t’hl‘ills , that has marked the past half cmtury."9 This connection

3 sted almost from the beginning of Romanticism in drama. The gemerally
\

8ichard Moody, jca Takes the Stage (Bloomington, Indianas
Intlj.mg University Press, 1955), p. 200.

Irv.’mg Babbitt, Rousseau and Romanticism (New York: Houghton
M3 £ £14n Co., 1919), p. 189.
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acknowledged founders of melodrama (the German, Kotzebue, and the

Frenchman, Pixere’court.) were contemporary to the initial romantic

dramatic movements in their respective countries, and often imitated

10
theme.

Allardyce Nicoll notes that in the years between 1830 and 1850

melodrama changed its settings and characters from the feudal to the

rural, to the urban. In other words, melodrama became more closely

conmnected with its contemporary enviromment. However, melodrama

"remains romantic in the basic semnse of the term, only it passes from
the world of the past to the world of the present; it sheds medievalism
and becomes mtcrial."]l

Melodrama and Romanticism are not only closely linked in modern
dxama, but also both have been highly influenced by Realism. As
Y& cques Barmm observes, "Realism often appears side by side with an
& aeable make-believe which I have termed 'secondhand romanti-
*Asmyr . .. ."12 John Gassner makes a similar observation when he

?tat» 3

e o « A meretricious, vulgar romanticism has, besides, been

present everywhere in our century, as in other times. It
nasqne:rai;s as prose realism and tries to cheat with false

notions.
For purposes of this study, Romanticism is considered to be a

10Msurice Willson Disher, "Melodrama,™ (*) n the
l%*ﬂ, od. Phyllis Hartnoll (2d ed.; London: Oxford University Press,
95%), pp. 525-528.

n}licoll, World Drama, p. 485.

D 12jacques Barzum, ggssigg Romantic, and Modern (New York:
°\1bleday and Co., 1961), p. 106.

John Gassner, A Treas of the Theatre: H Ibsen to
(revised ed.; New York: Simon and Schuster, 1950), p. 259.
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single dramatic style encompassing two variant forms of a basic style.
The variants do not depart radically from the general characteristics
and form elements of Romanticism. In order to facilitate discussion of
these variants in subsequent sections of this chapter and in the actual
identification of the plays which constitute the second part of this
study, the variants will be referred to as "historical"™ Romanticism
(denoting an imitation of historic Romantic styles such as Elizabethan,
German, or French) and "secondhand" Romanticism (demoting plays that
are basically Romantic, but which, in some respects, resemble prose
Realism).

Principles of Romanticism

The principles or basic ideas which underlie the dramatic style
of Romanticism can be traced back to the development of romantic philo-
sophical theories in the eighteenth and early nineteenth cemturies.
Though several theories were formulated, all had in common a search
"for a new system of explaining the nature of reality and the duties of
nn."u‘ These theories also shared an opposition to a concept of God
and the universe which was implicit in the Hebraic thought of the Old
Testament and which had governed the thoughts of Western man since the
days of Plato: a concept of the universe as a perfectly functioning
mechanism created by a supreme being and operating according to
immtable lawa.l5

In the general concepts of romantic theory, God is not perfect

u‘ﬂorso Peckham, "Toward a New Theory of Romanticism," Romanti-
imz Points of View, ed. Robert F. Gleckner and Gerald E. Enscoe
Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1962), p. 216.

IM. s PP 215-16.
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nor is His universe a perfect mechanism. Rather God is imperfect,
but is becoming perfect through a constantly creative evolutionary
procus.16 Similarly, the universe, because God created it *out of
himself so that he might more easily contemplate himself,"l7 is under-
going the same evolutionary process. Thus in romantic theory the
universe is conceived of as organic, growing, and changing rather than
mechanical, static, and fixed.

A second principle of romantic theory is the assumption that

18 Since every-

sverything in existence is a part of everything else.
thing in the universe has a common origin in that it was created by
God out of himself, it follows that God, nature, and man are all in-
terrelated.
The world of'naturo is one manifestation of Spirit; man is
another and a higher such manifestation, for in man Spirit
seeks to become conscious of its own work. The metaphysical
process is the process by which the Absolute seeks to raaliﬁ
itself, and all particular things are but phases within it.

A third principle of romantic theory is that truth is appre-
hended through intuition. 'Reason, being artificial and analytical,
is inadequate to the task of comprehending the Absolute; knowing is
living," and nature must be approached "through inspiration, longing,
and synpathy."zo The artistic or poetic experience is seen as a form
of knowledge. "It is fundamentally the intuition of a cosmic unity:
the intuition that the universe is not an unintelligible chacs, nor a

well-regulated mechanism, but a living organism, imbued throughout

léIbgo, P 2170 17BrOCkett’ Pe 22‘&0 ISMC

197redell Jenkins, "Romanticism," The Dictionary of Philosophy,
ed. ?';gobm D. Runes (New York: Philosophical Library, Inc., 191.25 ’
pe 272.

Drpid.
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with an idea which endows it with its unity, its life, and its
harlow."u'

The concepts governing Romanticism in drama and the other arts
stem from the ramantic philosophical theorigs discussed above. These
concepts include original genius, the reliance on emotion and intui-
tion as the prime means of apprehending reality, the inherent goodness
of nature and primitive man, freedom of the individual, the rejection
of established rules for creating art, and the depiction of the
particular and the strange.

"The conception of original genius" underlies the whole movement
of Rouanticism.zz "Genius may be defined as imaginative perception
of the universal,”™> or as "an innate ability to grasp intuitively the
greatness of the universo."z‘* The artist is most often the possessor
of genius and his creativity springs "spontaneously from the depths of
the unoonscious."zs Thus romantic art is based on intuition rather
than reason. Romanticism in art

stresses the values of sincerity, spontaneity, and
passion, ¢« ¢« » ¢ It reasserts the primacy of feeling,
imagination, and sentiment, . . . « It commands the artist
to feel freely and deeply and to express what 58 has felt
with no restraints, either artistic or social.
Since romanticists stress the intuitions of genius as the true

bases for knowledge, they regard rational thought and all that is

21, bert Gerard, "On the Logic of Romanticism," Romantici
Points of View, ed. Robert F. Gleckner and Gerald E. Enscoe (Englewood
Cliffs, New Jersey: Prentice-Hall, Inc., 1962), p. 230.
a&bbitt, P 80, ZBIbid., Pe 4l. Zl*&'ockett, Pe 22y
25Babbitt, pe 5l.

26Jenh:i.ns, pe 273.
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associated with it as artificial and false. "The conscious analysis
that is needed if one is to establish orderly sequences and relation-
ships and so work out a kingdom of ends is repudiated by the
Rousseauist /romanticist/ because it diminishes wonder, because it
interferes with the creative impulse of genius."27 The romanticist
also rejects Christian and classical disciplines because they, too,
artificially control the expression of gmius.;28 The romanticist
maintains that man can only know the truth of his nature by the "free
expression of his ordinary self."29 The romanticist seeks '"to shake
off the trammels of tradition and reason in favor of free and passion-
ate solf-expression.'ao

The distrust of rational thought and its consequences led to
another principle of Romanticism in art, the turning to nature for the
discovery and expression of truth. The romantic "return to nature" is
based on Rousseau's idea of spontaneity — that is, '"genius resides in
the region of the primitive and unconscious and is hindered rather
than helped by culturo."zl This principle can also be traced to the
fundamental idea of romantic theory, according to which everything in
the universe shares a common origin. Thus, a "study of any part may
lead to a glimpse of the \du:»lo."32 But, since nature as a part of the
universe is not subjected to the artificialities of civilization, and
is therefore, closer to the original creations of God, "the more suit-
able it is in the search for truth."33 For these reasons, Romanticism

2TBabbitt, p. 51. 281pid., p. kb.
29Ibido, Pe 128. BoIbigo, P 80.
BIIbido, Pe 650 32&‘001(“1’0, Pe 22‘&-

331vid.
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exhibits "an intense interest in nature, and . . . attempt/s/ to
selze natural phenomena in a direct, immediate, and naive manner."%

Related to the romantic "return to nature" is the principle of
the inherent goodness of man. This fundamental assertion of Rousseau's
philosophy postulates that man is naturally good, but that he is led
into evil by an artificial and corrupt society. Society, with its
limits and rigidities, conflicts with man's desire for freedom of
action which leads to unhappiness. "Only get away from an artificial
society and back to nature and the inner conflict which is but a part
of the artificiality will give way to beauty and ha.rmony."” In the
principles of romantic art, primitive society is "idealized as a con-
dition in which man was free to follow the dictates of his conscience
without economic and political strictures."36

A final principle of Romanticism, that of revolt against estab-
lished political, social, and aesthetic orders or traditions, is linked
to the concepts of original genius and primitivism. The possessors of
"genius", according to romantic theory, must be free to follow their
intuitions of truth. The freedom to do so is hampered or denied by
established laws. Similarly, "artificial" society interfered with or
corrupted the supposed 'goodness" of the primitive way of life. The re-
sult was a revolt against existing social and political structures.
Romanticists protested against "inherited laws and customs, rules of
conduct for life and art, and the barriers which would 'ninci.';7 "The
equality of man and the freedom of action became battle cries of the

- A Jenkins, p. 273. 35Babbitt, p. 130.
3%8rockett, p. 224. 3oody, p. 2.



;amcm‘..';s ™
degerican ad Fre
a2 the arts th
s in the relect:
Wored %o be in cc:
haing R |
o Ropant:
Coe Imalities it
X e, to disecy
:“-:”451!13 the ir

SR ocf tre

ol .
RE Y4 deping:..




36

new qunmt."Bs This principle of revolt was clearly manifested in
the American and French revolutions of the late eighteenth cent.v.u"y.3 9

In the arts the romantic search for freedom in expression re-
sulted in the rejection of the traditional Neo-classic rules. Genius was
believed to be in conflict with these rules which were regarded as too
conf‘:tn:l.ng.l'O Romanticism was in continual opposition to classicism,
whose formalities it treated as fettcrs.u Genius was able to make its
own rules, to discover new forms which "would allow the maximum freedom
in expressing the infinity of crea:t.:i.on."‘"2

As part of the search for new forms, romantic artists began the
practice of depicting the particular, the strange, and even the grotesque.
Since truth cannot be arrived at by rational standards or "norms" but can
be seen in the infinite variety of creation, romantic artists sought to
"encompass the infinite variety of i'.h:l.ngs."l"3 They maintained that "art
should concern itself with the particular and concrete, observing and
reporting accurately the feelings aroused by naturo."“ In addition to
depicting the particular and concrete. Victor Hugo, in particular, ad-
vocated a union between the grotesque and the sublime, **the body and
the soul, the beast and the intelloct.““ According to Hugo, the

38Brockett, p. 224. 3 1bid.

‘.oIbgo hlJalkins, P 273.
W2prockett, pp. 224-25. Brpid., po 220
I

Jmkm, Pe 273,

I’5Victor Hugo, "Preface to Cromwell,™ trans. George Burnham Ives,
European Theories of the Drama, ed. Barrett H. Clark (revised ed.; New
York: Crown Publishers, Inc., 1947), p. 369.
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contrast of opposites would emhance beauty and make art truer to
common experience."’f’ The pursuit of strangeness also served to 'break
up the smooth and tiresome surface of artificial decorum."lﬂ

Characteristics of Romanticism

General Characteristics

Although Romanticism is the oldest of the modern dramatic styles
and has therefore undergone a number of changes in some of its particu-
lar elements, plays can be identified as belonging to this style by
virtue of five gemeral characteristics common to romantic drama. These
characteristics are: (1) a tendency away from actuality which includes
qualities of remoteness and escape; (2) an emphasis on emotionality and
subjectivity; (3) an insistence on freedom and a corrospondiné rebellion
against strictures which limit the individual's acting according to his
desires; (4) a predilection for depicting the particular, the strange,
and the grotesque; and (5) a concern for nature and unciviliged man.

First of all, remoteness and escape are grouped together as as-
pects of a general tendency away from actuality in Romanticism. Both
of these aspects have in common a removal of dramatic action from every-
day reality as most human beings experience it. Undoubtedly, this
characteristic can be traced to the roaahtic principle of freedom in
artistic creation. It is more accurate to say that it is a result of
the practices of romantic playwrights.

Remoteness as a characteristic of Romanticism in the late
eighteenth and early nineteenth centuries was largely confined to "a
return to the medieval and renaissance worlds for subjects and settings

borpig. hTpabbitt, p. 55.
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L8
and in spirit." For example, one of the "most characteristic
features of the French romantic drama" was an "historical reconstruc-
tion of the life, customs, and institutions of the Middle Ages."l'9
This same feature is noted in German romantic dram.so Remoteness re-
mained an almost indispemsable quality in Romanticism even after the
French and German movements, but it was expanded to remoteness in place

and culture as well as in time.-l

Today remoteness may also be seen
as remoteness within a culture in view of a tendency in modern "second-
hand" Romanticism in which the adventures of secret agents, detectives,
soldiers of fortune, and others whose lives and experiences are removed
from the experience of ordinary human beings are portrayed.
Romanticism in practice exhibits the qualities of "escape litera-
ture" as part of its tendency away from actuality. Heffner, Selden,
and Sellman observe that '"Romanticism tends to create an ideal dream
world, a never-never land of the imagination. The persons who inhabit
this world are equally idealized and colored by .‘:.mag:l.na.f.ion."52 The
French romantic drama of the early nineteenth century "proved to be a

complicated pattern of passionate characters, extravagant contradictions,

8y enneth Thorp Rowe, A Theatre in Your Head (New York: Funk and
Wagnalls Co., 1960), p. 178.

"’91?.&‘.}!. Dreper, The Rise and @ of the French Romantic Drama
(N“ York: E.P. Dutton and COO, nede. s Pe 1310
SoTyma, Pe 6.

Slyi11ett and Bentley, pp. 139-40.

524ubert C. Heffner, Samuel Selden, and Hunton D. Sellman, Mod
Theatre Practice (4th ed.; New York: Appleton-Century-Crofts, 1959),
Pe 760
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lofty declamations, and unbelievable intrigues."

The romantic French
stage was filled with such imaginative and escapist fare as "moonlighted
or stormy scemes," '"galloping horses," and "clashing swords."5 b Escape
was also noted as a feature of the German romantic drama in which the
return to the Middle Ages in content and spirit "expressed a retreat
from the present, a deliberate turning away from everyday reality in
favour of an idyllie drea.m."s 5 In modern usage Romanticism is used to
describe plays that provide "the audience an agreeable period of escape
from reality into a world more exciting or pleasantly ordered."56 In
such plays the element of escape is heightened through the use of
"exotic settings" and "the pursuit of the spectacular and the sensa-
tional in situation, characterization, and emotion."57

An emphasis on the emotional and subjective aspects of human be-
havior is a second general characteristic of Romanticism. From the dis-
cussion of the principles of Romanticism it can be seen that the reac-
tion of the German and French romantic playwrights against the
Yemotional restraint and formal rigidity of the preceding neo-classicism"
caused a "turning inward on individual personal consciousness and ex-
perience as the knowable reality and a mirror of the un:lveraatl.”s8
This resulted in a condition in romantic drama where the element of

emotion takes precedence over the element of reason and the passion for

535, A. Rhodes, "France and Belgium," A History of Modern Drama,
ed. Barrett H. Clark and George Freedley (New York: D. Appleton-

Century Co., 1947), pp. 235-236.

5“Ib§g. 551'yms, ps 1.
56Rowe, p. 179. 571bid., p. 180.

SsIbid., P 178.
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Indeed, there appears to be "an idealization
60

fidelity for fact."s 9

of the instinctive and non-rational powers™ of the human mind. This
emphasis on emotion and feeling is also noted by Heffner, Selden, and
Sellnan.él Bru;:e Carpenter, in his book The Way of the Drama, states
that "the coldly logical or matter-of-fact has no part in romance;"62
"the emotional or spiritual element in romance should exceed the in-
*t.ellct:t,ual."63

The emotional side of human behavior was emphasized in French
romantic drama. It was the practice of the romantic playwrights to
"show us their protagonists at the zenith or nadir of their lives"
where "these leading figures are seen at the last extremity of an emo-
tion or passion."&' One of the "most characteristic features of the
Romantic drama' was the treatment of love as "an overmastering passion,
upon which, and upon which only, the action of the drama must be

builg. w0

66

A similar emotionality is characteristic of German Romanti-
cism.
Thirdly, Romanticism is involved with the idea of freedom and a
corresponding opposition to any limitation of the freedom of the indi-
vidual. The romantics' revolt against classicism resulted in an

5%il1ett and Bentley, p. 139.  Ibid.

61Hefrnor, Selden, and Sellman, p. 77.

2pruce Carpenter, The Way of the Drama (New York: Prentice-Hall,
Inc.’ 1929), P 13’(..

631bid. 64praper, p. 118.
51bid., p. 131.

tymms, p. 18.
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"enhancement of the freedom of the individ 7 and a "freedom of
form and expression in variety and content"68 For the most part, the
romantic revolt involves "assertion of [the/ individual in thought and
expression against the reduction of rule and orcier,"69 but, in some
instances, it represents "a defiance of aesthetic and sometimes moral
authority."’°

The characteristic demand for freedom in Romanticism was apparent
in the French romantic drama. As F.W.M. Draper says in his book, The

Rise and Fall of the French Romantic Drama,

The same freedom which the Romantic writers demanded for
themselves they allowed to the creatures fathered by their
own imagination. No conventions, no moral laws which have
been found to make for human ha.ppiiess did they abstain from
flouting in novel, poem, or play.7

Aspects of political rebellion were also seen in Romantic plays that
presented the poorer classes demanding equality with the higher classes,
disparagement of the nobility, and even deliberate attacks against the
monarch. 72

German romantic drama shared the passion for freedom and rebellion.
The Sturm und Drang phase of Romanticism was an expression of exagger-
ated individualism.73 Later, German Romanticism continued to insist on
"unrestricted individualism and subjectivism in art"w‘ This freedom of
the individual implied "the refusal to seek formal regularity, and to

6TMil1ett and Bentley, p. 139. SGRowe, p. 179 ©9Ibid.
111 ett and Bentley, p. 139.

71Dra.per, ppe 240-41. 72;_!;_1_:_1_. » Po 286.
73Tyms, p. 18.

Throsa.,
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L2

subordinate emotion to intellect."’>

Romanticiem has as its fourth general characteristic a pre-
occupation with the portrayal of the picturesque and the strange.
Barlier romantic authors toock pride in their "faithfulness to pic-
turesque detail and local color."76 This cultivation of the presen-
tation of detail led ultimately to realistic drama.77 The desire to
disclose the wonder and mystery of life led to an interest in the
strange, the mysterious, even the bizarre and the grotesque.

Prosser Hall Frye prefers to call this characteristic "a fond-
ness for the striking and \1:1\:.:4\1&1,"78 or a "a susceptibility to
irregular boauty."79 He explains the development of this character-
istic by saying that

e o o 5, the writer who looks upon literature as a function
of life, « « « =— such an author may succeed in producing
the characteristic waywardness and "wonder"™ of nature. In
this view the idiosyncratic as possessed of superior actu-
ality, tends to become the exclusive subject of representa-
tion. Individualigzation, not typification is the desideratum.
The strange, the irregular, the unusual engross a correspond-
ingly larger share of attention. ng exception rather than
the principle comes to be the rule.
The portrayal of the strange and unusual is inclusive enough to cover
the strangeness associated with evil, whether physical or psychological.

"The romanticist found it possible to invest with something of glamour

75Ibgo, Pe 20.
T6Rhodes, pp. 235-36.

"Ticoll, World Drams, p. 409.

T8prosser Hall Frye, M)_gg_'r_rgm (Lincoln, Nebraska:
University of Nebraska Press, 1961), p. 35.

T91bid.
®Orvid., p. 345.
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even the physically and morally deformed."al Associated with the de-
piction of the strange and mysterious in Romanticism is an "appeal to
the irrational or superrational; madness, hallucination, magic, witch-
craft, and ghost.s."82 |

As has already been noted in the discussion of the principles of
Romanticism, Hugo, in his "Preface to Cromwell," advocated the inclu-
sion of the grotesque as a part of the subject matter of drama. His
suggestion was followed in many French romantic plays, but the por-
trayal of the strange and unusual was not limited to the grotesque.
The French dramatists, under the influence of the novels of Sir Walter
Scott, also employed such unusual or strange content as ''disguises,™
""duels with rapier, poniard and cloak," "superstition and the super-
natural,”™ "murders," "concealed trapdoors, secret rooms and passages,"
“"dungeons," "alchemy, sylphs, gnomes, salamanders, naiads, /and/
undines .83

German romantic drama, too, displayed a concern for the strange
and unusual. Authors devised bizarre situations because strangeness
was not only attractive in itself but demonstrated 'detachment from
the inherited classicist rules of congruity and harmony."®* They
showed 'an inconsistent sense of realistic observation in recording
bigarre —— . . . == details from life and beha.vior."85

The fifth and last general characteristic of Romanticism as a

dramatic style is the treatment of nature and man living close to

8lyi11ett and Bentley, p. 140.
8"Zlbi.rl. 83Draper, Pe 52¢

8"'.l‘yulla, p. 19. 8511:;_4., pe 7.
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nature. This characteristic is a logical extension of the importance
of nature in the principles of Romanticism. Nature and primitive man
are unspoiled by civilization and therefore supposedly are the best
links with original creation and universal truth. This concept leads
to dramas "about unspoiled men living in primitive times or for those
who were in rebellion against the false restraints of society."86

In Romanticism, nature is often more than a mere background for
a play; it is a means of projecting the thoughts and moods of the author
and his characters. In the French romantic drama, the inspiration of
nature is seen in the use of the detail of rural scenes, parks, and
river banks. But nature is more than a background when a murder is
framed by the rugged shoreline and lightning furrows the heavens or
when lovers meet on a serens summer night lighted by the moon's first
rays.87 In these instances nature is conveniently reflective of man's
actions. In German Romanticism the attitude toward nature is markedly
subjective. Romantic authors "saw very much what they wished to see, and
distorted, blurred -- in short 'romanticized' -- the world of physical
appearances so as to obtain a projection of their own inner world of

fantasy and dreams.'88

86Brockett, p. 224.

87Goorges Pellissier, The Literary Movement in France During the
Nineteenth Century, trans. Anne G. Brinton (New York: G.P. Putnam's
Sonﬂ. 1897 s Pe 110.

88’1'yms, p. 26. This subjectivity in German Romanticism is
apparently connected with later German experiments in Expressionism.
It differs in that it does not distort surface reality nor follow the
supposed psychological reality of Expressionism. The fantasy and

dreams of the German romanticists were usually possible but improbable
rearrangements of everyday reality.
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L5

Since, for purposes of this study, two types of Romanticism have
been noted, some comments on the identification of the general charac-
teristics as they apply to each type are in order. Regardless of
whether Romanticism in drama is "historical’ or "secondhand," a play
in the romantic style has a tendency away from actuality and an
emphasis on emotion. '"Historical"™ Romanticism is more likely to show
a concern for nature and be involved in the ideas of freedom and re-
bellion. Opposition to social and moral codes is more common in
"secondhand”™ Romanticism than opposition to political and economic
restrictions. Depiction of picturesque detail appears in both types
of Romanticism, although it may not be obvious in "secondhand"
Romanticism, since plays of this type are at least superficially
realistic. The depiction of the strange and mysterious does not abso-
lutely need to be present in either type, but this characteristic
commonly exists. Strange and mysterious events in "secondhand"
Romanticism often have "rational' explanations, while in "historical
Romanticism the appearance of the supernatural or mysterious may be
accepted as a convention. The concern for nature and/or uncivilized

man is more common in "historical™ Romanticism.

Form Elements

Plot
Plots in Romanticism are "characteristically loose in their con-

struction"” and are "free in their use of elapsed time/and/ shifts in
place, ¢ « « ."89 "The essential characteristic of the structure of

89Charles Cooper, Preface to the Drama (New York: The Ronald
Press Co., 1955), Pe 139-
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romantic drama is the substitution of the diversity of time, place,
and action . . « for the unities of time, place, and action."90 This
allows the romantic playwright a "freedom in the selection and presen-
tation of his material that is denied the strict classicist."’ The
"best examples" of romantic plays adhere to a unity of action,92 but
they are not "constrained to follow a single p].ot,,"93 that is, the
subplot is used frequently. In early nineteenth century French
romantic drama, playwrights claimed to be free from the "unities,"
but in practice they were not disregarded emtirely. Playwrights did
not observe the unity of place but were less free in violating the
unities of time and action. 7%

A second feature of the plot structure in Romanticism is the
mingling of the serious and the comic. Gassner terms this practice as
breaking a "unity of tone."?? This mixture of the serious and the
comic is also noted by Thomes Dickinson and Millett and Bentley.’®

There are some secondary features of structure in romantic drama.

Romantic plays may use a chronological structure often composed of
nany accnes.97 In keeping with a chronological structure, the point

9OMillett and Bentley, p. 1il. Mrpid.
92Ca.:-pcni;ec:', pe 134.

Gassner, Producing the Play, p. 6l.

9l‘Dmp«w, p. 116.

9 Gassner, Producing the Play, p. 6l.

96Thms H. Dickinson, An Outline of Contemporary Drama
(Cambridge, Mass: The Riverside Press, 1927), p. 8, and Millett and
Bmtlﬂy s Pe ll.2.

97

Cooper, p. 139.
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