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1. 

INTRODUCTION. 

The drama world of this age is interested 

largely in problem plays because contemporary life lays 

great stress upon sex questions. The world has gone 

mad, so to speak, over sex education, eugenics and the 

social evil. Intelligent people are accepting the 

opinion of the best biological and social scientists 

that sex moralit1 is one of the crying needs of the 

present day. It is the custom now to discuss sex sub-

jects in public and private with a view to enlightening 

people about the evils resulting from the improper re-

lations between the sexes. This tendency is reflected 

by dramatists. In their delineation of SOCiety they 

aim to expose the dangerous and even corrupt practices 

in the relationships between men and women in order to 

stir the thinking world into a demand for reform. 

The subject of fallen woman which has engaged 

the dramatic mind for centuries has in modern times been 

. given a somewhat different emphasis. Before the recog-

" " nition of the "Burgerliche Tragodie" as a serious and suf-



2. 

~iciently dignified drama, German dramatists wrote Mary 

Magdalen plays, taking the biblical Magdalen as the ~all

en woman type. Now they no longer treat her as the bib

l i cal type, but as a modern woman out of actual life, 

who has transgressed the laws that society has put upon 

the sexes in their relationship to each other. The, 

present her rarely as a prostitute but as an innocent 

woman led astray by natural impulse or by the overwhelm-

ing force of circumstance. (Aside from Wedekind 's 

" "Buchse der Pandora" do drama covered by this thesis ~ar 

----
dealsJ out and out with the prostitute.) 

This investigation covers those social dramas, 

serious plays not comedies, that present woman who has 

had a moral lapse in sexual matters. Since unmarried 

woman is the theme of most German problem plays, special 

attention will be given her here. In life sbe is found 

everywbere and is always a pathetic figure, for, accord

ing to tbe codes of social morality, she bas lost her 

maidenhood and yet has not attained a matronhood sacred 

in dignity and honor. 

The problem of the fallen woman is a great 



3. 

social probrem. It behooves society to solve this ques

tion for good if possible and not for harm. This thesis 

aims, consequently, to discover what helpful suggestions 

toward a solution of the fallen woman problem, the 

modern social dramatists of Germany offer through their 

presentation of the Magdalen in the drama. As the Ger

man naturalistic school is said to be a great educative 

and reforming force, it is interesting to discover 

exactly what it has contributed toward a solution of 

this problem. In the first place, what do these 

dramatists give as the causes of woman's fall; causes, 

both as inherent in her character and as existing out

aide of her character? Secondly, what, according to 

them, are the results following her transgression? 

Each dramatist's actual and particular contribution to 

a solution of this problem, is what this investigation 

aims to discover. 
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" " THE "BURGERLICHE TRAGODIE." 

The first form of the social drama in Germany 

" " is the "Burgerliche Tragodie" at the close of the eight-

eenth century. Up to this period dramatic taste and 

good form~ a legacy from the olassics- sanctioned only 

those tragedies dealing with the problems of the higher 

classes, kings, princes and nobles, - great men in great 

positions. The lower classes, to the mind of the drama

tist, could not present on the stage tragic confliot 

that was universal or universally appealing; because 

subject to laws to which the nobles were not, they were 

not free to act as individuals obeying a passion that 

was not subject to outside restraint. It was only in 

the comedy, that the middle and 10\ver classes played a 

large r6le. Their vices and follies were ridiculed, 

thus producing comedy. This conventional idea govern-

ing dramatic poesy was accepted universally in Germany, 

in France, in England, by poets and critics, far into 

the eighteenth century. In the year 1731 in England, 

Lillo ventured to present the middle class in serious 

dramatic composition with his "London Merohant~ This 
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was rollowed by ~The Fatal Curiosity~ in 1736. More 

wrote his "Gamester" in 1753. In the rield or the 

novel, Richardson essayed to present ramily li~e in his 

"Pamela~ 1741, and "Clarissa Harlowe~ 1748. English 

~iction was beginning to become democratic and France 

and Germany followed the example. 

I n Germany, Lessing was the rirst dramatist 

who overthrew the old convention because it was wrong 

in that it did not represent li~e. He began to show 

that there was silent heroism in the lives or the oom-

mon people. The very commonplaceness or their lives 

he glorified, ror he aimed to present the stri~es and 

erforts of the human heart. Whether it was in the 

breast of a king or of a humble subject that a struggling 

heart was beating made no difference to Lessing. In 

the domain of the heart there are no kings and no sub

jects, but all are equally human. In his book,* Adolph 

Stahr writes:"In dem dasz Lessing in das Tiefste der 

" " individuellen Seelenzustande, Kampre und Verirrungen 

" " hineingri~r, gewann er auch rur die niederen Sphare des ~,~ ~ 

Menschenlebens, ein Feld wo eich der absolute Werth, 

* "Lessing, Sein Leben und seine Werke." p. 157. 
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" " die Freiheit, die souverane Unumsohranktheit des Indi-

" viduums ge1tend maohen konnte, die der Tragodie noth-, 
wendig ist." The plays of Lessing were the first Ger-

man dramas that offered the pub1io a representation of 

life irr espeotive of oaste and position. 

"MISS SARA SAMPSON" (1755). 

Lessing's "Miss Sara Sampson" is the first 

"B~ger1iohe Trag~die" and it is also the starting 

point of the modern feminist literary movement in Ger

many. "Diese neue Kunst im Theater- n:m1ioh das ewig-

Weib1iohe hinein zu ziehen, beginnt hier"* Contrary 

to former praotioes in the serious drama where woman 

appeared either as a queen or a "mere mistress~ Les

sing's sooia1 dramas introduoe woman who takes her part , 
as woman. The fallen woman type in Lessing's plays, 

though she is still the mistress, plays a part in the 

development of the drama and furthers its aotion, whioh 

formerly she did not do. Lessing is not interested in 

making woman's transgressions his problem. The sex 

experienoe of woman is brought in in a seoondary way; 

in "Miss Sara Sampson," for example, to explain the 

* Borinski: "Lessing" p. 98 of Vol. I. 
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character of Marwood. This is the only play o~ Les

sing-s which approaches the fallen woman problem. 

In "Miss Sara Sampson" two women, Sara Sampson 

and Marwood, lay claim to the love of the same man, 

Mellefont. Sara loves him honestly and does not know 

that he is under obligation to any other woman and Mar

wood maintains her right to his love, because she is 

the mother of his child. Expecting to frustrate the 

happiness between Mellefont and Sara, Marwood comes to 

town with her child in order to bring about their separ-

ation. She is jealous of Sara. When she finds that 

she cannot destroy the love between Sara and Mellefont, 

Med!a-like, she threatens Mellefont with the murder of 

the child as a sacrifice to her desire for vengeance. 

When this threat does not have the desired result and 

she finds herself unable in every way to accomplish her 

purpose, she poisons Sara and escapes. 

Lessing presents in Marwood the direct oppo-

aite of his heroine, Sara. The bold, selfish, revenge-

ful Marwood, a fallen woman, stands as the very anti

thesis of the modest, kind, and forgiving Sara, who is 
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innocent and pure . Harwood aggressively em-p1oys all 

her coquettish wiles and charms o~ personality to draw 

men to herse1~ and away ~rom other women . In her bold 

aggressiveness we blame her more than we do Mel1e~ont . 

Though Me11efont had enjoyed misleading women, and was 

reputed to have misled many, he did not seduce Sara. 

Sara, however, is not the girl who would arouse such 

desires in a man, for she had a strong consciousness o~ 

the beauty of virtue. Whether Sara would have yielded 

to an immoral request from Me11efont, the author does 

not say. But in his other "B~rger1iche Trag~die ," 

"Eme1ia Ga10tti ~ the herOine , a Sara ty-pe, sought de th 

because she found herself unequal to conquer tem-ptation. 

arwood ~e11 because she would not deny horse1f se1f~ 

gratifioation. Lessing, therefore , implies that n 

immoral sex experience n woman is largely a question 

of the char~oter of the woman . 

" In the burger1iche tragedies of ~oethe and 

Sohi11er, there is nothing upon the aubjeot of the 

fallen woman problem. The ~ew social dramas penned 

by these great masters ignore this question entirely . 
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"STURM UND DRANG" AND THE SOCIAL DRAMA. 

In the period of the Sturm und Drang, the 

sooial drama appears with great signifioance. It offers 

the modern social drama in the second stage of its de-

" " velopment. The "Burgerliche Tragodie~ the first form 

of the social drama, had been an emanoipation proclama-

tion of the middle olass. Its dramatists emphasized 

the faot that the middle olass is able to take oare of 

its own affairs without intervention from the upper 

olasses; they proclaimed the middle olass a component 

part of society with a olear olass consciousness. They 

acknowledged a difference in sooial classes, and regard

~d that difference as legitimate and good but they want

ed to have the middle classes recognized as a dignified 

part of sooiety and as having the sarne human rights as 

the upper classes. With the growth of class consoious-

ness, the middle class began to rebel against olass 

distinotion and oppression from the upper classes. This 

seoond stage brings us to the social drama of the sturm 

und Drang. The primal aim of the drama of this period 

was to tear down class distinotion. Lessing's dramas 
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had given the first indication of the equality of man 

irrespective of class, and the period of sturm und 

Drang that followed Lessing emphasized the superiority 

of the middle classes over the higher in morality and 

in intelligence. This extreme type of drama is repre-

" sented by such plays as Goethets "Gotz von Ber1ichingen" 

(1773), Schi11er t s "Die R~uber" (1781), Leisewitz t 

"Julius von Tarent" (1774), K1inger t s "sturm und Drang" 

(1776). At this high point Sturm und Drang would not 

recognize any social class or institution whatsoever. 

The reason for this was that the philosophy of the age 

emphasized the individual as the only reality and de-

c1ared open hostility against society. It maintained, 

furthermore, that character is shaped by its own nature 

and rises superior to its environment and that society, 

in consequence, does not function as a molder of char-

acter. "Away then with society and all social institu-

tions~ was its battle cry. 

The subject of fallen woman is a favorite one 

of the Sturm und Drang period, because it allows oppor

tunity to show class distinction a~d consequent antag-
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onism. In German literature a dissolute man of the 

upper class seeks his victim among the women not of his 

own class, but of the lower classes. Heinrich Leopold 

Wagner's -Kinderm~rderin" is the best type of all the 

plays dealing with this theme, and I shall, for that 

reason, confine myself to it in oonsidering Sturm und 

Drang period. Lenz has two plays worthy of mention, 

"Hofmeister" (1774) and "Soldaten- (1776) wherein the 

fallen woman playa a oonsiderable re1e, but they are 

not serious dramas. Lenz himself oa11ed them comedies. 

WAGNER'S "KINDERM~RDERIN" (1776). 

" "Kindermorderin" is a tragedy of the surfering 

brought upon a burgher family by the 1ioentiousness of a 

proud soldiery. Wagner who favored the middle olasses 

ohose the story of a woman's fall to convey the idea 

that the upper classes oppress the lower. All in all, 

the author selected a -milieu" wherein his idea oou1d 

have been carried out successfully, but he falls short 

of making his point oarry because the blow he hits the 

soldier class is too weak. After the distracted 

Evchen has killed her child, the lieutenant arrives to 
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marry her. His ~ailure to appear soon enough to save 

her was due only to a oomplioation o~ oiroumstanoes, a 

trick o~ the dramatist to bring about a tear~ul close, 

for audlehoes enjoyed tears those days; it was the period 
A 

o~ excessive weeping in the German as well as the Eng-

lish and French literature. The oatastrophe at the 

olose was most pathetio, but the old order o~ the world 

was saved. All the author's e~~orts to stir people in-

to action against the impudenoe o~ the soldier olass was 

dissipated into mere pathos. 

Very satisfaotory is the reason Wagner gives 

He blames the mother, who is a 

~nivolous, speoulative, ambitious woman and fairly foro-

ed her daughter into her experienoe. She allowed the 

young man, as a roomer in her home, to take liberties 

with her daughter, thinking a marriage more likely if 

she humored the young fellow. The daughter was not 

weak but only a oonventional type of girl, who approved 

everything done by the mother. Her father was as striot 

and uncompromising as her mother was lax and over-indul

gent and the home was oontinually torn by dissensions 
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between husband and wife. Evchen chose to go the way 

of the lenient parent. When the mother contrived to 

prepare a night of drinking and dancing for herself, the 

daughter, and the lieutenant, her mother's presence re

conoiled her to the enjoyment of these questionable 

pleasures. This night of fun was Evohen's undoing. 

Wagner makes Evchen's sin due to the conniving 

mother, rather than to actual weakness in the girl's 

character. Immediately after her fall, Evohen shows 

a nobility and strength that had slumbered heretofore. 

An occasion was necessary to bring out the strength 

of her character, in view of the fact that her home 

training had failed to do so. 

, 
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HEBBEL- FIRST MODERN SOCIAL DRAMATIST. 

The bourgeoisie for over half a century, ever 

s ince the Sturm und Drang, had been complacently vaunt

i ng their own probity and virtue. In their self-right

eou s ness, they maintained that all the evils of life 

were caused by the oppression of the upper classes. 

Finally, they came to realize that they themselves were 

to blame for at least part of the misery and so they 

bitte rly accused themselves of corruption. This change 

of front is the beginning of another stage in the evolu-

tion of the social drama. Though not wholly conquered, 

the idea of class distinction was steadily 10 

ground, as society was continually becoming more demo

cratic. The lower olasses were growing stronger and 

were gradually being identified with the upper classes, 

so that attacks were now aimed not so much against the 

upper classes as against society as a whole. Since men 

had begun to believe, moreover, that society is not an 

end in itself but a means by which its individuals can 

attain greater efficiency, the social drama of Hebbel 

and after Hebbel blames sooiety for any lack in the 
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individual. struggleB begin to take the form of con-

flictB between an individual and society. 

With Hebbel'B ftMaria Magdalenaft begins Ger

manY'B true modern social drama. It is a protest 

against the old idea that the individual exists for 

Bociety. society for the individual, our modern atti-

tude, is the great lesson of thiB drama. ClaBs diB-

tinctions are ignored altogether and the conflict is 

restricted within the narrow limits of the middle class 

family which, to its members, is society. ftMaria 

Magdalena" is not a "b~rgerliche Trag~die" but a 

"Trag~die des Bnrgertums~ where a proud Belf-righteouB 

society is represented ae responsible for a woman's sin. 

"MARIA MAGDALENA" (1844). 

The dramatic action of "Maria Magdalena" oon

tines itself largely to the results following a womants 

transgression but it piotures in a vivid and effective 

manner a sooial condition which was the cause of her 

fall. 

The will of a proud and diotatorial father 

domineers over family life in this play. The sacred-
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ness of personality in others is a consideration far 

removed from his mind. Under the rod of unrelenting 

despotism, which enforces with monotonous insistance a 

ruthless puritanic morality, live wife, son, and daugh

ter, and they secretly rebel. 

In these conditions, Clara, growing into woman

hood, has never dared to assert her own personality. 

She consents to become betrothed to a man she does not 

love and to surrender herself to him. In the course 

of ev ents, when her betrothed withdrew his promise of 

marriage and she stood facing the fact that family dis

honor and the consequent suicide of her father was in

evitable, ahe sought death as the only alternative. 

The pioture of oonsequences in "Maria agdalena" 

goes to show society's prejudice toward an erring wo

man. The penalty of distress and mental agony whioh 

Clara has to pay as a punishment for her sin is far 

greater than the penalty exacted of Leonard. The 

Sekret~r, Clara's first lover, kills Leonard only af

ter he had brought another girl into the sarne shame. 

Hebbel doss not sanction a double code of morality but 
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he presents life in its acceptance of it. Even the 

" Sekretar himself lets the conventional idea of a wo-

man's fall prevent him from saving Clara in spite of 

the fact that he loves her and feels that she is a good 

and pure woman. " "Uber das .kann ein Mann nicht weg." 

(Act II Scene 5.) Because Clara was a woman, society 

made her pay the price. 

Although this play is mainly a story of the 

results of a woman's fall, it has also much signifi

cance as a detailed study of the heroine's own atti

tude toward the situation. Neither love nor natural 

impulse played a part in her fall. The motivation of 

her act with Leonard was threefold. First, her con-

ception of the duty of obedience led her to obey Leo

nard's demands; it was her interpretation of "love, 

honor and obey" that her father had demanded in the 

home. Second, she wished to silence Leonard's re-

" proaches that she still loved the Sekretar and was 

therefore unfaithful to him, her. future husband. 

" __ urn ibm, urn mir selbst zu bewe1sen daez es nicht 

so se1, oder urn's zu ersticken, wenn's eo wRre, that 
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ich was mich je zt--- (Clara's words in Act II scene 5). 

Third, she wished to kill the love she had for the Sekre-

" tar by making it impossible for her to entertain hopes 

of a marriage with him. If she should have a child by 

Leonard, all hopes of being able to marry a man other 

than Leonard would be vain. In this way she wished to 

make herself marry Leonard, whom she could not love, 

but whom her people favored. As her lack of will-

power prevented her from controlling the situation that 

confronted her, her ruin was inevitable. 

The sad story of Clara ' s destruction points out 

the need of respecting the sacredness of personality. 

When, within the artificial restrictions of society, 

self cannot be self, it sometimes bursts the bonds 

that confine it, and as a result it meets with destruc-

tion. In his Tagebuch, dated September 5, 1836, Heb-

bel wrote: "Das Weib ist in dem engsten Kreis gebannt; 

wenn die Blumenzwiebel ihr Glass zersprengt, geht sie 

Clara is the victim of the absurd social law 

that demands subjection of self to arbitrary ,authority 

and ignores the sacredness of the rights of the indi-

vidual. 
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THE MODERN SOCIAL DRAMATISTS. 

As the influence of Ibsen upon the modern 

social drama of Germany was very great, it deserves 

mention here. Germany had been laboring under social 

and political difficulties during the years 1848 to 

1880. This was a period of such unrest and national 

unhappiness as tended to draw men away from reality to 

the world of the imagination. In consequence -the 

social drama after Hebbel gave place to the romantic 

drama. A reactionary movement accelerated by the 

influences of the social philosophies of men like 

Zola, Strindberg and Tolstoi arose, emphasizing 

Reality as the potent force in literary thought. 

Among other countries experiencing a like reaction was 

Norway where Ibsen gathered all the force of the new 

movement into an explosive bomb and with it shattered 

the gross romanticism of the existing theatre. The 

German drama looked up to him as the great champion of 

Reality, who satisfied their needs. He was the only 

dramatist of superlative power and energy who had suc-
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ceeded in placing real life upon the boards with emi

nent success. In dramatic Form, German dramatists 

followed his example by discarding the artificial con

vention of the stage. They made their first attempt 

to banish the epigram and to make the characters ad-

dress each other instead of the audience. Living fig-

ures of German national life trod the stage and dis

oussed the vital questions of modern life. Ibsen's in

fluence in Thought and Subject Matter was even greater. 

He taught a selfhood that was not selfish. It was he 

who threw a strong light on the responsibilities owed 

by one generation to the next; it was he who had the 

courage to question the redeeming value of deeds done 

in a grudging ~urrender to "duty"; it was he who made 

the world acknowledge that woman had an individuality 

and a right to use it according to her own needs and 

inclination. He was the first dramatist to voice 

the incipient feminism of the age. His Lona Hessel 

of "Pillars of SOCiety" is the first new woman in 

literature- "to let in fresh air." Woman must be 

given a chance to unfold her womanhood free from the 
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oppression of a masculine regtme; she must be made the 

companion to supplement him; she has the right to de

mand being treated as a human being, for woman's self

renunciation as an absolute condition for the general 

happiness of mankind, is all a foolish tradition and 

most unjust;- such was Ibsen's message on the woman 

question. The German drama responded and began to 

question the double standard of morality and the con-

ventional marriage. It began to set up new ideals 

of love, of companionship between man and woman, and 

of individual freedom. The subject of woman and her 

sex relationship to man became immensely popular. 

" "Die Freie Buhne" was founded in Berlin in 1889 with 

Ibsen's "Ghosts" as its first presentation. A month 

later Hauptmann's "Vor Sonnenaufgang" was given, the 

first drama of the naturalistic school in Germany. 

The repertory of the "Freie B~ne" consisted of the 

new revolutionary and naturalistic dramas prohibited 

by other theatres. Like Berlin, other German cities 

built "free theatres" where dramas of such men as 

Hauptmann, Sudermann, Max Halbe and Otto Hartleben were 
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given. The pioneer stage of the "Freie B~ne" enjoyed 

a triumphant success and modernity was the fashion. 

In the field of the modern German drama, this 

thesis confines itself to Gerhart Hauptmann (1882-), 

Herman Sudermann (1857-), Max Halbe (1885-), Arthur 

Schnitzler (1882-) and Frank Wedekind (1864-). These 

men fairly represent the best that the modern German 

Bocial drama stands for and they offer an appreoiable 

amount of material for the fallen woman problem. Sex 

and the fallen woman are more frequently considered 

by them than by any of the other dramatists. The ad

dition of minor dramatists suoh as: Hartleben, Hirsch

feld, Max Dreyer would add nothing of value, partly, 

beoause they do not preeent our problem from any new 

or Significant point of view, and partly, beoause the 

influenoe they exert upon the German drama is relative-

ly small. 
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GERHART HAUP 

Gerhart Hauptmann gives to his sex pro lem a 

distinctly pathologioal bearin • Physically his 

oharacters with few exoeptions are ro ust, passionate 

creatures. The fallen woman in his plays is very much 

a primitive or a peasant type with the elemental in

otincts uncontrolled. 

AUFGANG" (1889) "VOR SO 
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Frau Krause, the mother, has illioit rel tions with 

lecherous fello , the nei bor's son, who aho wioh s 

to be the husband o~ her s ep-dau hter, Helena. AID 0 
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base marriage on eugenic laws forsakes Helena when he 

discovers the vice of the home and the fact that the 

two children of Martha (the married daughter) died as 

victims of alcoholism in parents and grandparents. 

Hauptmann thus says that immorality is transferable to 

posterity and that tainted individuals have no right to 

marry and to increase the number of victims of degeneracy: 

As to the question: How can those subject to such evil 

influence solve the problem of overcoming them, Haupt-

mann makes the answer, extreme as it is, Death is the 

solution. Helena takes her life because she saw no 

way of escaping the unspeakable horrors of her home. 

EINSAli E ~ENSCHEN. (189l) 

"Einsame enschen" deals vitally with the 

fallen woman problem because it sets forth the moral 

danger of Platonic love. Different from Ibsen's 

-Rosmersholm" (188 ), Hauptmann's drama gives only the 

possibility of a transgression and not its fulfillment. 

Anna Mahr finds her way into the intimacy of a young 

married couple, unhappily mated. For the husband, 

she proves to be the inspiration o~ a kindred soul and 
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happiness itself'; f'or the wif'e, a silent accuser of' her 

own wif'ely shortcomings and her despair. The husband 

insists that he can continue his relationship with 

Anna in honor, but Anna sees the havoc her sojourn has 

occasioned in the home and f'earing that a pure comrad-

ship cannot be maintained, she leaves. Unable to re-

concile himself' to the loss of Anna's companionship 

and rebellious against the laws of society, the husband 

commits suicide. 

That Platonic af'f'inity can lead to sex immoral

ity is the lesson of' "Einsame Menschen" applicable to 

our problem however inadequately Hauptmann subs tan-

tiates that idea. Ibsen in "Rosmersholm" establishes 

the danger of' Platonic f'riendship with f'ar greater 

conVincingness. ! Rebecca has in her intimate relation

ship with Rosmer actually become his mistress but by 

the recognition of their sin on the part of' both Rebec

ca and Rosmer and their willingness to expiate it, 

they acknowledge the power of' the moral law. In "Ein

sarne Menschen" Anna Mahr conducts herself' with far less 

def'initeness than Rebecca toward social convention. 
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Inwardly Anna is very unconventional but she lacks suf

ficient stamina to express her convictions openly. Her 

departure only confirms the fact that she saw the danger 

of a temptation but the moral law that should bind all 

men and women to keep the marriage relation sacred is 

recognized neither by Anna nor Vockerat as inviolable. 

"ROSE BERND." (1903) 

In "Rose Bernd" Hauptmann emphasizes the physi

cal charm of his heroine and makes her fall due primar

ily to the fact that she possesses healthy, normal sex 

impulses. Rose was an attractive, buxom peasant lass, 

active, eager for affection and very responsive to sur

roundings. She loved life, and the effect she had 

upon others was like that of the invigorating warmth 

of spring sunshine that stimulates life to its fullest 

expression. Men were attracted to her principally 

because of her charm of glowing health and physical 

beauty. In this regard Rose appears like a perfect 

female of the human species attracting sex opposites. 

Her own mother, according to Mrs. Flamm in Act II, 

spoke of her as passionate: "Ihr B1ut is a wing gar zu 
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heisz." Rose herself certifies the power of her per-

conal attraction in the following quotation of Act V: 

"Sie han an mich wie die Klettin gehangn!- ich konnte 

" nie uber die strasze laufen! " AIle Manner waren hinter 

mir her! Ich hab mich versteckt- ich habe -mich ge-

" fircht, ich habe solche Angst vor a Mannern gehabt! 

's half nichts, 's ward immer schlimmer dahier! 

Hernach, bin ich von Schlinge zu Schlinge getreten, 

dasz ich gar ni bin mehr zu Besinnung gekomma." 

Life in Rose's parental home was entirely un-

fitted for a girl of her type. Here there was nothing 

but work and drudgery and no pleasure or recreation in 

any form. Even sympathy and love were sadly lacking. 

The mother was dead and the father was a stern, dog

matic man, who provided his children with food, shelter, 

and daily prayers, but he had as little appreciation 

of the genuine needs of the members of his family, as 

had Meister Anton in "Maria Magdalena." Keil, her 

bethrothed, was a pious, boresome fellow that could not 

appeal to a girl like Rose. It is not surprising, 

therefore, that she succumbed to Flamm, who was the 
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HERMANN SUDERMANN. 

Sudermann is serious in his attempt to solve 

the problem of the erring woman. Regarded from every 

point of view, her case has a potent social bearing for 

him. He makes society the cause of her fall and puts 

upon society the responsibility of her regeneration. 

To society, he would say, as the great Nazarene and 

lover of sinners once said to a crowd of sophisticated 

Jews: "Let him who is without sin cast the first 

stone." 

"DIE EHRE." (1889). 

"Die Ehre" teaches that the love of money is 

the "root of all evil." The author regards woman's 

fall as one of the results that follow hard upon greed 

for position and luxury and attaches to her misfortune 

a great social significance. 

Alma Heinecke lives in a home grown coarse and 

mundane because the necessities of life are procured by 

incessant labor with the result that no time is left to 

give thought to things spiritual. Since money has been 

their one lack, the Heineckes foolishly imagine that 



money is the panacea for all ills. The luxury and 

gaiety of the employer's family is to them the "non 
. 

plus ultra" of life. Consequently, when the rich 

gifts ~f Kurt, the employerts son,bring the hope of 

comfort and idleness, they grant this dissipated, young 

fellow an unquestioning entrance into their confidences. 

Money has become for them the standard of value. 

Presents and attentions from Kurt also blind 

Alma, the daughter, to his real purpose. She is young, 

fun-loving and irresponsible. Naturally refined and 

beautiful, she longs to eacape from her vulgar home 

and to gain entrance into higher circles, (Act III, 

Scene 4.), and so to enjoy the things of the great city 

that she continually sees about her. Kurt buys her 

pretty clothes, takes her to the dances and to the 
, 

restaurants and cafes- a life new and exciting. This 

state of affairs continues until one day Alma finds 

herself disgraced and forsaken. 

The desire to posses8 the beautiful is human. 

Moral strength is the only saving agent that will pre

vent that desire from being satisfied through illegi-
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timate means. It was Alma's lack o~ moral strength 

that brought her to grief. The fact that Alma only 

reflected her home attitude toward life is the s~rongest 

~actor in the value of "Die Ehre" for us· Herein does 

the dramatist condemn our money-crazed society ~or a 

large part o~ the social corruption we have because it 

sanctions money as the substitute for virtue. 

"SppOMS ENDE." (1891). 

"Sodoms Ende" tells the story of the decline of 

a promising young artist made sensuous by a oorrupt 

SOCiety. Like "Die Ehre" which censured the frivolous 

poor of the middle class for their-licentiousness re-

~ sulting from their mercinary ambitions, eo "sodoms 

Ende" attaoks the rich, vulgar middle class for the 

licentiousness resulting from their wealth and ease. 

Desire for wealth had corrupted the one and the posses-

sion of it the other. The value of "sodoms Ende" is 

that by presenting a disagreeable picture it directs 

our attention to the beauty and efficacy of clsan living. 

Luxury, self-gratification, and sin reign su-
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preme in the society of this play. In its circle 

gather the selfish , pleasure-seeking individuals of 

Berlin's high life, who have become dissipated through 

extravagant living. To them restraint is needless and 

virtue ridiculous; they long for the exciting and sen

sational to keep life even tolerably interesting. 

Naturally , they ignore morality. Husbands have af-

fatrs with women and wives find delight in questionable 

attenti ons from men. Intoxicated, they cry out for 

more of the wine of self-indulgence to stimulate their 

enfeebled existence. 

Frau Adah is the product of this society and 

the Egeria of a coterie of men who find her home the 

rendezvous of sensual enjoyment. Any man of genius 

looking for pleasure is welcomed without a question. 

~In diesen Ha~sern macht man keine Umst~nde." (~eisze's 

words in Act I scene 3). Her husband, a wealthy specu-

lator, who has renounced moral duty long since and 

entered upon immoral relations with women, gives but a 

passing thought to the men who are guests of his wife. 

Frau Adah loves life and determines to be happy whether 
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through good or through evil. She has the charm of 

personality that draws men to her, suuerior tact, and 

a sufficient amount of deception to make her a success

~ul hostess in an artificial society. Bathed in 

luxury and ease with no respect for duty or labor, she 

smokes and drinks apd invites her guests to follow her 

example. When the young, struggling artist, Willy, 

comes to her home, she befriends hi~ and soon becomes 

his mistress. As a cover for her sinful relation-

chip with him ahe has a villa built and presents it to 

him, presumably as a studio for his work. Her influ

ence ILa.kEH3 of ','ally a dissipated weakling, unable to 

work or to heed the call of art, the beautiful and the 

pure. 

The corruption which Nilly receives from the 

SOCiety of Frau Adah he ultimately brings into his own 

home. In a moment of intoxication, he possesses him-

self of his innocent foster-Gister, KI~rchen, and the 

girl in deauair drowns herself. 

In opposition to the wasteful, dissipating 

influence of a life of debauchery this drama directs 
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attention to the invigorating effects of simplicity, 
, 

frugality, and sincerety. Willy's home was beautiful 

and pure, and when still under its power, he rose to 

eminence. Clean living as indispensable for physical 

and spiritual efficiency, is the clarion note in 

"Sodoms Ende." 

"HEIMAT" (1893). 

In "Heimat" as in "Maria Magdalena" a stern 

despotic father, who jealously guards the sacredness of 

his parental authority, ia the fundamental cause of a 

daughter's going wrong, but "Heimat" proclaims that the 

daughter's sin was a means of attaining the good. A 

woman's fall, according ·to this drama, therefore, is by 

no means such an atrocious offense against her own wel-

fare as popular opinion would lead one to believe. 

Magda 's parental borne was a narrow self-content-

Ad community tbat looked with disdain upon the sinner 

and staked happiness itself, if need be, to maintain 

the integrity of its own honor. ' schwarze ruled his 

family with the military tactics which nO one ventured 

to oppose and demanded an unquestioning obedience. 
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Magda, who was self-willed like her father, was driven 

out by him when she refused to marry the village pastor. 

Away from the restraining influence of her pro

vincial home, Magda was able to become a great artist. 

In "Heimat~ Sudermann for the third time presents the 

artist as a Magdalen character. In "Die Ehre" the 

artist-life was characterized as morally insecure 

(Robert in Act III scene 4); "Sodome Ende" is a study 

of libertinism among artists. In both these playa he 

condemns the license that has grown out of their liber

ty but in "Heimat" he strongly commends liberty as lead

tog to the full development of the artist's character. 

According to Magda, genius demands a widely different 

and, so to speak, an elastic morality. She had re-

jected conventional propriety when she left her home, 

and in accordance with her extreme individualistic 

philosophy, she justifies whatever she does from the 

pOint of view that as an artist she has the right to 

prescribe what is good and proper. Throughout her ar

tiatic life, she shows a temperament of emotional in-

toxication- to feel, only to feel! Craving affection, 
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she gave herself to the young barrister, VonKeller. 

Her experienoe with VonKeller was to her the first one 

in a series of experienoes leading to artistio perfeo-

tion. Love, hatred, desire for revenge, distress, de-

spair, motherhood followed in turn and trained her 

genius how to touoh the hearts of her hearers. From 

the point of view of Magda as artist, her experienoe 

was indispensable. 

Magda's motherhood experienoes are very signi-

fioant in their effeots upon her character as woman. 

No play outside of Sudermann ' s gives fallen woman with 

a Magda-attitude toward her sin. To Magda, it was not 

a disgrace but , as it were, a holy transgression . It 

brought her all the real comfort of a mother's love 
. . 

strong to make sacrifioes and to endure hardship. 

Years of energetic labor brought eventual triumph. 

Her sin had made her great. 

JOHANNISFEUER (1900). 

"Johannisfeuer" pOints to a recrudescenoe of 

primitive passion in natures trained to be orderly and 

moral. Acoording to the Suderrnann of this play the 
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laws or society that make restraint imperative dereat 

their own purpose. In every person's lire there is a 

time when he rebels against the laws that repress the 

rreedom of imperious human nature, a Johannisreuer, when 

the rires are lit upon the hills and the whole country 

glows with wild light; then it is that human passions 

are aroused to run riot. (George in Act III) 

In the breasts or two people the rires or St. 

John break out to unman them. Marikke and George have 

conducted themselves as userul and honorable members or 

the Vogelreuter ramily into which they h~ve qeen adopt

ed. Out or gratitude toward their roster-rather, who 

wished to marry George to his own daughter Trude, they 

suppress the love that had grown in their hearts since 

childhood. But on st. John's night, the eve of 

George's marriage to Trude, this love bursts its bonds 

and Marikke and George yield to each other and natural 

impulse carries them beyond the conrines of the social 

law. According to SUdermann's theory here of the 

transmission or traits, Marikke, as the illegitimate 

daughter of a thievish beggar-woman steals a man aw y 
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~rom the love o~ another woman. 

"Johannis~euer" has an apologetic conclusion 

that does not conclude. The close does not result in-

evitably from what precedes it. The two lovers sacri

fice their love and themselves to social authority;

George marries Trude and Marikke leaves to battle with 

life single handed. The idea that society has a right 

wholly to control the individual is inconsistent with 

the ~undamental theory o~ the play itael~ and with the 

strong love of the man and woman in question) and ~urther-

more is ~oreign to "Heimat" the play immediately pre- ~~ l~ 
....... k..-

ceding ~Johannis~euer." Sudermann is by no means 

clear in this play. ' In effect "Johannisfeuer" ia 

neither an approval of the claims of society upon an 

individual nor a rebuff for the individual trespass-

ing sooial law. The question therefore arises: Does 

Sudermann uphold the individual who ignores the sooi~l 

law and follows desire and instinot? "Es lebe das 

Leben" gives an answer to this question in an imper-

:fect way. 

~~ 
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"ES LEBE DAS LEBEN." (1902) 

"Es lebe das Leben" draws attention, as did 

Hauptmann's "Einsame Menschen~ to society's uncompro

mising attitude toward conventional marriage, and it 

neither absolutely denies nor su~~iciently maintains 

the justice o~ this attitude. The conservative can 

find in "Es lebe das Leben" an endorsement of social 

morality, and the radical a re~tation o~ the same. 

Outwardly Beata's life is sacrificed to uphold the es

tablished code of morals, but inwardly only to confirm 

her love for Richard whose political life sbe wishes 

to . safeguard. 

Enemies of Ricbard Volkerlingk publish rumors 

of his illicit relationship witb Beata, anotber man's 

wife. How will lover, wife and husband meet this ac

cusation is the question of the play. Beata does 

not openly defy the social law and assert the truth of 

ber conviction that her relationship with Ricbard is 

fundamentally moral. 
Such a procedure would only 

jeopardize the happiness o~ all concerned and Beata 

lives ~or happiness in life. She therefore will re-
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fute the rumor by taking her Iife. Since her ill 

health makes it improbable that she could have lived 

much longer in any case, her death will not create sus

picion and Richard will be saved to continue his career 

of political usefulness. With the words "Es lebe das 

Leben~ she drinks a poisoned vial, in her own heart con

demning the law that prevents individuality from find

ing its fullest and greatest expression in its own con

genial way, but, in effect, expressing a confirmation 

of the infallibility of the moral law in a world of men 

and women where order must be maintained. 

Beata resembles 1agda of "Heimat" as she pOints 

with pride to the connection between her trespass and her 

vital sense of freedom. To ~agda her experience meant 

motherhood , and motherhood the greatest in~entive to 

endeavor. To Beata, it brought perfection of person

ality; it made of her a woman of magnetic charm with 

power over men; she had "attained the harmony nature 

meant for her to attain." (Beata to Richard in Act IV.) 

Beata surrendered herself to Richard because she truly 

loved him. She has no faith in the conventional marri~ 

age and to her mind the love that binds her to Richard 
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1s ~ar stronger than the marriage bond between hersel~ 

and husband. The code of morals she has is her own. 

Morality to her is really moral, if it brings individ

ual per~ectlon and happiness, her measure of life. It 

is her passionate love for life in its rich and varle-

gated fullness that explains her deeds. Since her 

marriage denied her its realization, she seoretly 

manifested a oontempt for established morality and be

came a law unto herself. 

ftSTEIN UNTER STEINEN ft (1905). 

The need of tolerance and of helpfulness toward 

repentant sinners in order to make ,them useful citizens 

is the message of ftStein under Steinen. ft Its oondem-

nation of the sooial prejudice against sinners is ex

tremely severe. society is slow in giving the repent

~nt criminal a ftsquare deal." In its patronizing way 

it looks at him in the light of his orime and not of 

his personal worth, and gives him to understand that it 

puts no faith in him. Against such a sooiety moral 

oourage and strength of oharacter in the contrite wrong

doer will not alone suffice to save him. To him fel

low sympathy is an imperative necessity. 

9 
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Under constant persecution a woman ~allen ~rom 

grace 1~S!es her trust in hersel~ and can be nothing 

more than the dishonored woman. an evil scarcely toler-

ated. Lore ~ights against di~fioulties, and no matter 

how hard she works or how good she is, in the eyes of 

the people, she remains Lore, "Die Puoklige. " This 

woman voices her discouragement in Act III soene 4 as 

follows: "Immer derselbe Druck. " Das genugt . Man 

lacht und man weint und man " " schlaft- man ist uber-

haupt ein Mensch wie andere und ist doch schon lang 

keiner mehr. Drin in Immersten lebt man gar nioht 

mehr. . Man ist willenlos wie ' n Stein. Man wird 

gegen alles gleichg~ltig wie 'n Stein." The dawn 

of encouragement comes to Lore in the person o~ Biegler, 

a prisoner out on parole. Laboring under the same dis-

couraging conditions, these two become mutually help-

rul. Inspired by the beauty of Lore's character and 

incensed over the cruel treatment she is receiving, 

Biegler rises up like a giant of power and threatens 

to kill the despicable man who having wronged her still 

persists in harassing her with taunting and derogatory 
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remar)rs. The bigness or his act dr~ws the admiration 

or all, and for the first time in his lire as a prison-

er can he feel it possible to be himse1r. 
• 

The strength 

of the mutual aymp~thy between Lore and Biegler conquer

Ad obstacles at last. 

"Heimat" contends that ra11en woman can rein-

state herself through rorce or personality and chara c-

tAr ir only society will not interfere. "stein unter 

Steinen" goes farther and ' shows that kindly support 

rrom society is absolutely necessary for such rein-

atatement. Lore has as much strength of character ~e 

had Magda and she was inrinite1y less selrish. In her 

humble life as a kitchen girl she did her best to sup-

ply every want of he,r father and child. 
As she was a 

quiet retiring woman in a lowly situation, she had 

little opportunity to overcome prejudice. 
Magda ha.d 

artistic talent at her command and out in the artist-

world her sin was easily rorgotten, whereas Lore could 

not go out into the world of strangers to start life 

~new because kitchen work would not have surficed for 

the support of father and child as it did in the home 
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vill&ge. Lore h~d to stay and suffer until a stranger~ 

friend came to her aid. 

Sudermann is a missionary, so to speak, preach

ing tolerance for the woman who has been unfortunate. 

He is the only dramatist who constructively shows that 

woman fallen from honor will, if given a chance, rein-

state herself and become socially useful. Faith in 

the good makes the good, and if society would but look 

upon its sinners in the light of their repentance and 

~gnore their past , the problem of the fallen woman 

would approach a solution. He would tell the woman to 

have courage, "to fight tbe eood 'fight " for true worth 

of character alone can win lasting recognition. Only 

one of his fallen women is found unequal to the task 

of facing the world after her experience. She is 

. " Klarchen of hSodoms Ende h who was so completely crush-

ed by a wicked world that she los~ all faith in her 

trust in the goodness of men. Woman ' s violation of 

sex morality, ia to sudermann no worse than other 

grievous transgressions. convention condemns a wo-
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man ,for her misdeed without oonsideration of what may 

have oaused her to err. This biased verdiot Suder-

mann brands as infamous. Altogether he is inolined to 

be very lenient toward the erring woman. Motherhood, 

he emphasizes, as the great and natural mission of 

woman's life and to the Magdalen he would say what 

Marie of "Stein unter Steinen" said to Lore in soene 

" A of Aot I: "Du qualst dioh mit deiner sohande! 

Sohande!-- Geb&ren ist Gottesdienst~ There is muoh 

in Sudermann's attitude toward the sooial law that 

arouses opposition. He deserves strong oritioism be

oause he fails to make his position clear to the read-

ere I believe that it is not his desire to be under-

otood to oounsel an individual freedom in sex life as 

"Johannisfeuer" and "Es lebe das Leben" virtually pro-

pose. But in these plays he altogether lo~es sight 

of the fact that the social law ~ give opportunity 

for the legitimate expression of natural instinct. In 

"Es lebe das Leben" (Act II soene I.), the Prince at-

taoks social morality because it functions as a check 

upon pure instinct and in marriage, in his opinion, 
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tends to produce a degenerate offspring from the very 

fact that choice in the selection of the best parent

hood is withheld. This idea (not unrelated to the 

main thought of "Es lebe das Leben") is as absurd as it 

is socially dangerous and requires no further comment. 

The transmission of traits to offspring is a point of 

interest in Sudermann, not so much from the pathologi

oal point of view, emphasized by Hauptmann, as from 

the moral standpoint. Marikke in "Johannisfeuer~ for 

example, is portrayed as a moral renegade because her 

mother was the same. Sudermann deserves credit for 

beginning a constructive campaign to turn public opin-

ion against the double standard. In "Heimat" and 

"stein unter steinen" he fairly anathematizes the 

man who in his prid~ takes advantage over woman and 

moves in the society of fellow men "concealing father-

hood in his pooket." Another phase of the double 

standard is treated in "Die Ehre ~ This play shows 

the injustioe of a licentious upper class encroaching 

upon the vitality of the lower for self-gr~tlfication 

as did Wagner's "Kinderm5rderln" of the preceding 
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century. The double standard as an imposition upon 

the poorer and weaker classes is presented in a 

superlative way by Schnitzler of Vienna, a contemporary 

of Sudermann. 
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ARTHUR SCHNITZLER. 

The world of Sohnitzler is indulgent toward 

man but oontemptuouB of women. Schnitzler draws his 

material ~rom the gay life o~ the aristocracy of Vienna 

and ~ortrays Viennese lovers o~ the upper olass and 

women o~ any class or none engaged in mere flirtation 

or in genuine love a~~airs as the case may be. For 

his men he makes love a ~assing inoident to add to 

t?eir re~ertory o~ ex~eriences; ~or his women he makes 

love their very li~e. The Schnitzler woman yields 

meekly to man and meets destruction through him always. 

Timid, ~orbearing, she is only hal~-conscious of her 

strength, whereas man is a ~ree, ~leasure-loving oreature, 

the lord o~ creation. 

Fallen woman, in oonsequence, is a ~avorite 

character in Schnitzler. She ~igures in "Liebe1ei," 

"" " "Marchen," "Das Vermaohtnis," and "Die Einsame Weg. 

The first three plays mentioned present the injustices 

~erpetrated by a double-oode society and the fourth 

pronounces that code inhuman and unjust. 
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"LIEBELEI." (18ge) 

"Liebelei~ like "Anatol" (a series of one-aot 

plays by Sohnitzler very widely read by Amerioans) is 

most distinotly Sohnitzleresqus. It exhibits a world 

wherein the mission of woman is to serve as a viotim 

for the pleasures of man, who is presented as being 

oongenitally unable to exist without the diversions of 

"wine and women." Woman must be pretty and sweet and 

always ready to offer herself for his reoreation. This 

idea is the oonventional Viennese attitude toward life, 

taken by all as a matter of oourse. 

Fritz's last liaisQn is Christine's one and 

only love affair. A pure, innooent, young girl, she 

knows little of the ways 9f life and nothing of the 

treaohery of dissolute men. She keeps house for her 

father, a poor musioian, and leaves her household 

duties only to aooompany her father to and from the 

theatre and to attend ohuroh. Realizing that his 

young daughter ought not to forego the pleasures of 

youth, the father lets her go out with a girl friend. 

In the oompany of this friend she happens to beoome 
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acquainted with men who play with love and the purity 

of unsuspecting girlhood. It was her great confidence 

in the goodness of people that led her to trust Fritz 

implicitly, then to love him and finally to submit to 

him, with the result that ~hJ ultimately commits sui-
I 

cide in despair. 
vvu . 

Christine's ignorance of the world's wickedn~ss 

brought distress to her. In this fact lies the great 

value of "Liebelei" for our investigation. Prudish 

people imagine that a girl's ignorance of sin is her 

greatest feminine charm, but the truth of the matter 

is that many girls come to grief because of lack of 

knowledge. "Liebelei" proves that ignorance cannot 

serve as a protection against wickedness and that know

ledge of the truth will best guarantee a girl's safety. 

Trust in the good is a maxim not wholly practical in 

a world that is by no means all good. 

"MAROHEN" (1894). 

In the first act of Mlrchen the conventional 

uncharitable attitude toward a woman who ~as fallen 

is far on the way toward being overthrown as an old 
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tradition and foolish prejudice. But in the two fol

lowing acts the Viennese double standard overrules all 

the radical arguments in favor of unfortunate woman, 

and the old cruel point of view remains a well-defined 

reality. Like "Liebelei~ "M!rchen" is built upon the 

assumption that men have a natural right to mistresses 

and that women must adjust themselves to that condi-

tion. It dogmatically asserts that a man who meets 

a woman with honest love can demand absolute purity of 

her, no matter what his own past has been. 

A fallen woman can, therefore, entertain lit

tle hope of a happy marriage. Society regards Fanny, 

the heroine, who in mind ~nd in morals is intrinsically 

superior to many other women, as inferior to these wo

men because of the character of the sin which she had 

committed. Fanny had fallen, has repented, has be

oome like Magda of "Heimat" a great artist and a beauti

ful woman, and has finally engaged herself to Fedor, 

whose breadth of mind condones her past. He loves 

her for her personal qualities but on the eve of mar

riage he finds that he cannot ignore her sin and face a 
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society whose criticism will jeopardize his reputation 

and future happiness. For the second time love and 

marriage are withdrawn from Fanny because of her for-

mer sin. 

a woman. 

She pays that penalty simply because she is 

The following quotation (words of Fanny to 

Fedor in Act III)embodies the great idea of M&rchen: 

"Sie bleiben doch der Mann, dem alles erlaubt ist- und 

" ich die Verlorne fur immer." . 

"DAS VERMlcHTNIS." ( 189~) 

" "Das Vermachtnis" exposes the moral fiber of 

men living according to the double code. It shOWS 

these men entirely lacking in the sense of resyonsi

bility toward those helpless women made by them illegi-

t1mate mothers and presents the wives and sisters ac-

quiescing, in a state of soci~ty that would disgrace 

" the Turk. In "Marchen~ a woman who has not been per-

fectly pure is not considered worthy to be the wife of 

such a man, and in "Das Verm&chtnis" she is denied even 

home and shelter, so that such men may be saved the 

social discomfort of having their own questionable 

morality disclosed. 
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Hugo dying, leaves his illegitimate ohild and 

its ohild-mother, Toni, as a legaoy to his people. In 

their astonishment they but half willingly promise to 

oarry out the dying man's wishes. The question: Will 

Hugo's people keep their promise and provide a oongen-

ial home for Toni? is answered negatively. After the 

ohild's death, the men of the household send Toni away, 

beoause her staying would draw suspioion against the 

integrity of the family and endanger its sooial pres-

tige. 

The striking feature of this play is the weak-

ness exhibited by the women. They feel the injustioe 

done toward Toni and yet they oomply with the men's 

demands and let them rule womankind in a question that 

oonoerns woman so Vitally. One woman, Franziska, 

gave promise of strength when she refused her lover, 

beoause he had urged Toni's departure but before the 

ourtain falls we feel that she, too, will submit and 

will be subservient to her father's will that she oome 

baok to her lover. Would women here oontest the 
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right to control them that the men assume, men would 

then ~ind it necessary to adopt a mode of living more 

honest and more clean. 

"DER EINSAME WEG" (1903) 

The value of "Der Einsame Weg" ~or the fallen 

woman problem consists in its attack upon the double 

standard and in its presentation of the fact that it is 

through so perverted a standard that men can evade their 

duty to offspring and that children must suffer by hav-

tng parents whom they cannot respect. "Der Einsame 

Weg" also introduces the ~irst Schnitzler woman who 

raises her voice in words of withering scorn against 

double morality. To find a Schnitzler woman aggres-

sive ~or womankind is extremely gratifying. 

Julian Fichte is the irresponsible Don Juan 

type o~ "Anatol~ He deserts Gabriele a short time 

be~ore the day set for their marriage and his son is 

born to her soon a~ter her marriage with another man. 

After inveigling Irene Herms to surrender herself to 

him, he leaves her also. In Act III, when Irene and 

Julian meet after many years o~ separation, Irene re-
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veals herself to be quite different from the usual 

Schnitzler woman in that she has an aggressiveness, an 

effrontery , and a courage lacking in the others. Now 

past middle age, she realizes that it is a misfortune 

to be withoqt children. She regrets having refused 

the motherhood that should have been hers as a result 

of her relationship with Fichte. In having no scruple 

as to motherhood outside of marriage, she is perhaps as 

much the sinner as the sinned against, but she is di

rectly moral in being unmeroifully severe toward men 

who shirk the duties attached to fatherhood. The 

double standard which places the whole burden of re

sponsibility to offspring on the shoulders of the wo

men and permits men to evade that responsibility, she 

denounces. In Act II, scene 3, are her words: "Der 

beste von euoh ist in diesen Dingen noch immer ein Art 

von Schuft. Weisz denn einer von euch wie viele von 

ihm (of himself, viz: children) in der Welt herumlaufen? 

Ich weisz wenigstens dasz ich keins gehabt hab. Weiszt 

dues ~berhaupt? ' Children 90 begotten are not the 

fruit of love, and they feel toward their parents a 
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secret resentment. Felix, the illegitimate son of 

Fichte and Gabriele, when he hears how his father has 

evaded hiB duty as a father, withdraws love and respect 

from him and offers them to the fosterfather who had 

been betrayed "by both his parents. No play outside 

of "Der Einsame Weg~ touches in the slightest way upon 

the problem of illegitimacy as viewed by the child him-

self. That this play does so reflects credit upon 

the author. Here he reveals himself as serious in 

an i sue vital both to women, who must be the mothers 

of posterity and to posterity itself. 

Schnitzler makes his greatest contribution in 

his condemnation of the double s~andard of morality. 

In spito of the many criticisms made against Schnitzler, 

as a dramatist not seriously interested in social better

ment, he is undoubtedly sincere in this one question. 

He does not censure the libertine in the sarno direct 

way as 'does" Rachel Crothers in "A ~an t 8 World~ but 1n

ctead he produces his effect indirectly by picturing 

the evils resulting from that code and by representing 

the sufferers indignant over its injustice. To 
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Schnitzler the double standard is a great wrong both 

toward woman and toward o~~spring. Sooiety does not 

question the honor of the woman who marries not for 

love but for money or position but it regards the woman 

who unfortunately falls victim to man's exaggerated 

idea of his own privileges as ~orever disgraoed and 

gives her a poor chance for the happiness of love and 

marriage, because it sanctions such men in their de

mand for wives purer than they are. This attitude 

toward life Sohnitzler regards as infamous. A per

verse moral standard by whioh irresponsible men are 

able to escape the duties of fatherhood toward their 

illegitimate ohildren is of untold injury to offspring 

and Schnitzler denounoes it. 
Though he does not seem 

to condemn parenthood outside of marriage he makes 

very clear that man has no inherent sexual privilege 

over woman, and that parenthood brings a mutual 

responsibility saored ·to fatherhood as well as to 

motherhood. 
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MAX HALBE. 

"JUGEND" (1893) 

Max Halbe bas but one play, "Jugend~ that o~~ere 

material for our investtgation. His contribution toward 

an understanding o~ the causes of the forfeiture of 

virtue is important, especially for our day, when 

courtship conducted as a series of indiscrete, senti

mental demonstrations are regarded by the masses as 

legitimate forms of entertainment between young lovers. 

Feeling dominates the characters of "Jugend~ 

Fore-sight and common sense neither impel nor check 

their acts. Spring has come and it is the love and 

freedom that fills all nature that influences the 

people. It is very Halbe-like to let some natural 

phenomenon cast its spell upon the conduct of his 

characters and carry tbem beyond self-control. AC M 

cording to Lothar*: "sonne, Wind, Wetter und Regen 

beeinfluszen die Handlungen Halbes mebr als die Taten 

der Menschen." Annchen and Hans, both impulsive and 

physically exuberant, abandon themselves to their pas

sion unrestrained by Father Hoppe, wbo wishes to live 

* Lothar: "Das Deutsche Drama" p. 154. 
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over in happy reminiscences the love of his own youth 

long ago. 

There is conclusive proof in "Jugend" that 

familiarities between the sexes lead to moral danger. 

Madly in love, Annchen and Hans expressed this love 

in kissing, in embracing, and in lying in each other's 

arms. Their unrestricted caresses provoked physical 

desire. Annchen's weakness in temptation, which she 

had inherited from her nother, caused her to forget 

the sacredness of the moral law. 

Lothar * maintains that it was Halbe's purpoae 

to extol young, beautiful love carried to its comple

tion in ardent passion. I disagree with his view, If 

Lothar is right, Halbe failed to reach his aim. To 

have a love BO beautiful and pure end wretchedly and 

unhappily would be a strange way of extolling such a 

love. It is undoubtedly the lyric accompaniment 

throughout the drama that suggests this idea to Lothar. 

But Buch an hypothesis is inBufficient for purposes of 

a practical analysis. "Jugend" simply shO\vs that love, 

even if pure and innocent, when let to express itself 

* "Das Deutsche Drama." p. 146-149. 
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in amorous ~amiliarities o~ten results in serious 

transgression. 

The dramatist puts responsibility of sin not 

wholly upon the young people, but aleo very definitely 

upon their guardian who unconsciously encouraged them 

to yield to temptation. Father Hoppe suggested famil

iarity to them at their ~irst meeting when he urged 

them to kiss in greeting. This first kiss was the 

spark that set their passionate natures on fire. The 

old priest judged their youthful natures by his own 

youth which was hnicht so romantisch angehaucht," and 

in his great love ~or, and trust in, human nature had 

not the foresight to divine any evil that could ~ollow 

upon a beautiful love. 
Under his kind indulgence, 

therefore, what was beautiful and innocent led to 

misery, a warning to guardians charged with the care 

of boys and girls. 
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FRANK WEDEKIND. 

Frank Wedekind of Munich has attracted a great 

deal of criticism in Germany and elsewhere. What his 

aim .as a dramatist really is, is not clear. That he 

represents the climax of the modern movement in Germany, 

the stor m center of ultranaturalism, helps us to under

s t and him in part. Various are the opinions critics 

express of Wedekind. George Honry Payne * says that 

he is only "part of the back-wash of the naturalistic 

movement. " Mr. Ziegler, who has translated "Fr~lings 

Erwachen~ in his preface called "Proem for Prudes~ 

says of Wedekind: "In Germany, he has been recognized for 

some time as one of the leaders in the new art of the 

theatre. Naturally enough his plays are too out-

spoken in their realism to appeal to all his fellow 

countrymen but he is sincere." German critics are 

more uncertain about him. To Albert Goergle** he is 

uneven, peculiar, bizarre. He calls him "ein Ideen
fI 

grotesker Kunstler~ and maintains that he presents un-

solvable riddles to the public. R. Lothar *.* calls 

him "ein Dichter der nArrischen Elnf!lle"and asserts, 

-ri·In Record Herald (Chicago). Quoted by Current Li tera
ture for April, 1908. 

**"Dichtung und Dichter der Zeit." p. 828. 

***Quoted from Current Literature April, 1908. 
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hEr giebt uns ein Gef~l des Mit1eids gemischt mit Eke1~ 
On the title page of "So ist das Leben" stands a bitter 

remark of Julius Hart (1901) that reads: "In der deutschen 

Kunst von Heute giebt es nichts was SO gemein ist wie 

die Kunst Frank Wedekinds." The people of Berlin 

have received his plays very unfavorably because they 

could not satisfactorily discover whether be means to 

propose real problems or whether he merely scoffs at 

tbe credulity of his audiences. Yet Dr. Martin in 

"Das Li.terarische Ecbo" (Berlin)* affirms that Wedekind 

takes bis moral doctrines seriously and that bis mo-

tive is not to make a sensational appeal to popular 

audiences but to enlighten by expressing the truth. 

It is this enigmatic character of tbe man and of his 

drama that bas aided in part to bring bim to tbe pub

lic eye and given bim a wide popularity- I feel that 

Lothar is rigbt abo~t wedekind. He does in fact draw 

upon our sympathy but yet arouses a sickening aversion 

Love and the 

toward bis sex problems. 
In bis dramas sex life is presented 1n its ex-

aggerated and even unhealthy state. 

* Quoted from Current Literature April, 1908. 
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woman question, he regards from the physiological 

point of view, always making sex the driving force of 

life. Wedekind doesn't put much faith in the spirit-

ual element in humanity. His human beings are animals, 

divided into males and females, forever at war with 

each other. To him love is sex passion that dominates 

all feeling and reason. Sex plays its part in life 

but the idea that it furnishes the motive of every

thing done by men and women in relation to each other 

is repugnant to right thinking people. The following 

examples well illustrate wedekind's conception of sex 

as a power beyond control. In ·so ist das Leben" the 

youthful princess, Alma, in exile with her royal 

father is forced to disguise herself as a boy as the 

only meane of securing sufficient protection against 

men. In the same drama the son of the reigning king, 

who is reputed to be a chivalrous, noble, prince, had 

hounded a girl through the streets to insult her and 

now bears the scar he received in a scuffle with her 

rescuers. (Act I). The hero in "Marquis von Keith" 

gloats over the fact that he is a bastard and says or 
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his father that he was "highly intellectual and keen 

in mathematics and other such precise subjects~ and 

that his mother was a gypsy. (Act I.). By making this 

statement be intimates that his father had mental re

straint sufficient to become a great master of mathe

matics but considered the control of sex impulse beyond 

his power, as it is beyond all human power, according 

to the Wedekind criteria. 

Woman in violation of the moral law is found 

in three of Wedekind's dramas, "Frnhlings Erwachen~ 

~Erdgeist~ and ~B~chse der Pandora.~ 

"FR~HLINGS ERWACHEN.~ (1891). 

There is much to S&y in favor of "F~lings 

Erwachen" in spite of its sensationalism. It is a 

tragedy of childhood, as the author himself calls it, , 
a tragedy calling attention to the nseds of adolescence. 

Puberty is the birthday of the feelings and emotions. 

In"Frnhlings Erwachen~ groups of boys and girls of 

adolescent age are portrayed speculating about the 

mystery of life. Tbe author sets up a series of 

pictures that tell ths story of these children and 
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logically shows that degradation and even death may be 

their fate as the outcome of parental reticence. 

The girls are for the first time awakened to 

feelings of love. Their keen interest in boys and in 

babies furnishes the topic of conversation. Wendla , 

just out of short dresses, scornfully refuses to be

lieve the stork story about the origin of babies. 

Wendla's mother, considering her daughter too young to 

receive detailed information on such a subject, answers 

her importunate questioning by affirming that an infin

ite great love for a man grants woman motherhood. Like 

the average girl, Wendla loved babies and wished one 

for herself. One day she and Melchior met out alone. 

Instinot drew them together and not knowing that rules 

and regulations have been imposed upon the emotions 

and aots of man and woman, they commit the "sin of 

the flesh." poor Wendla is sent to her grave by the 

abortive administered with the connivance of her affec-

tionate but mistaken mother. 

"Fr&hling's Erwaohen" shows that ignorance of 

the sex function leads to transgression. Wendla and 
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Melchior from Wedekind's point of view are as innocent 

as mating birds. He makes a plea here for the broader 

knowledge of ohild life and for a greater sympathy for 

their needs and protests against bringing them up ig-

norant of sex. This play is emphatically an endorse-

ment of the recent movement for the sex education of 

children. "This play is not written for children, 

but no understanding thoughtful reader will lay it 

down witbout feeling moved in more tban one respeot to 

earnest contemplation.~* 

THE ~LULU~ TRAGEDIES, ' ERDGEIST~ AND 

~DIE B~CHSE DER PANDORA." 

"ERDGEIST" (1897). 

"Erdgeist " is a perversion of f ets 1n hum n 

life. It proclaims woman a seducer of men an en 

always ready to fall victim to ber sly and ooqu ttish 

Love plays no art in the r -
domination over tbem. 

lations of men and women to e cb otber; it is only 

"das Gemeine das une bina ziebt"- lust th t xe1t s 

interest in the opposite sex. edek1nd nt 1n 

tbat just so long as men deign to look upon wO n, 

*Franz stuck to its 17 edition. 



88 

whom nature has made a seducer, will that mundane 

spirit the "Erdgeist~ rule life. In his prologue 

he says of his heroine: 

Sie ward erschaffe~, Unteil anzust1ften, 
Zu locken, zu verfuhren, z~ verg~ften, 
Zu morden, ohne dasz es einer spurt." 

Then like the men in his play, he chucks her under the 

chin calling her a sweet creature and has the audacity 

to add: "Tu doch nicht sogeziert." 

Lulu has beauty of face and figure. When she 
It 

was a young waif upon the streets, Dr. Schon took her 

into his home as his mistress and later married her 

off to a rich old man . The shock of learning that 

Lulu lives only to enjoy the flattery and attentions 

of other men whose mistress she is, causes the sudden 

death of her aged and jealous husband. l'hen she mar-

ries an artist, one of her admirers, who commits sui-

cide when he discovers that she still serves her old 

lovers. " ' The next man is Schon, whose protegee Lulu was 

before her marital experiences. When he comes upon the 

hideous reality that her home is the secret rendezvous 

of men, whom her seductive wiles have captured, among 
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them his own son, he falls into a violent rage and 

hands Lulu a revolver comm~nding her to shoot herself. 

Thereu~on Lulu draws the wea~on u~on him and kills him. 

This tragedy brings the play to a close. Lulu pleads 

with Alva, the son, to save her from prosecution. "Es 

ist Schade urn mich! Ich bin noch jung," are her 

words. To live and to reign the mistress of men is 

Lulu's goal of life. 

"DIE BficHSE DER PANDORA" (1903) 

"Die B~chse der Pandora" logically concludes 

"Erdgeist~ Lulu plays her game as "Genus Mensch" 

only a little longer. After her escape from imprison-

" ment for the murder of Schon, she lives as the mistress 

of Alva. Together they flee into France, where, 

through disappointment and 108s of money, Alva falls 

ill. Here they happen to find lodging in the beautiful 

apartments of a white slave trafficker. Lulu refuses 

the offers of the procurer and with her lover and 

friends escapes into England. Hunger and cold drive 

them to the last extremity- Lulu becomes a "public 

woman" in the streets of a great oity. The final 
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scenes reveal her complete moral degradation and close 

with the horror of her death. 

Woman, "das verf~rende Tier !" In the words of 

Alva in the last act of "B~chse der Pandora ~ woman " bl~ht 

~ur" ~ uns in dem Moment, wo es den Menschen auf Lebenzeit 

" ins Verderben sturzt. Das ist nun einmal so seine 

Naturbestimmung." According to Wedekind, purity and 

virtue do not exist in woman. In "Hidalla" he de-

olares that woman ' s chastity is but the empty dream 

of an idealist. 

Altogether Wedekind offers very little en

couragement to the person interested in solving the 

fallen woman problem. His only contribution lies in 

"F~hlings Erwachen" which shows the possibility of 

prevention but it unfortunately covers only rare cases. 

In none of his plays does he mention regeneration. The 

reason for this is that he does not believe woman can be 

regenerated, because she is naturally a creature of lust. 

That the heroine of the "Lulu" tragedies meets a terri

ble end follows only as the logical and natural result 

of her licentiousness and can in no way be regarded as 
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Wedekind criterion is that ~uman beings are primarily 

sex creatures. Consequently, a transgression o~ sex 

laws is as inevitable in the li~e of man, as the trans

gression of a law forbidding eating and sleeping. 

Wedekind makes sex life the primary object of man 

and lets exaggerated forms of it stand as typical and 

normal. For presenting such a false and vicious con-

caption, he deserves to be condemned. 



72 

CONCLUSION. 

All the German social dramatists, excepting 

Hebbel, make natural impulse the fundamental cause of 

a woman's transgression. 
Hebbel's heroine fell 

because she could not refuse "to love and obey" even 

if her own nature rebelled against it. 
In "Maria 

Magdalena" he presents Clara as distinctly free from 

the driving ~orce of. sex instinct. 
At the other ex~ 

treme, stands Wedekind who portrays. fallen woman in 

" his "Fruhlings Erwachen" as having fallen through 

sex instinct alone. 
His heroine, endla, followed 

instinct and transgressed social law through ignorance. 

All dramatists outside of Hebbel and Wedekind present 

fallen woman as the victim of natural instinct impelled 

to action by various causes inherent in her character 

or existing in circumstances and environment. 

Fallen woman as portrayed by the German 

dramatists may from the standpoint of the oauses 

of their sin be classified as follows: 

I. Woman who disregards the social law. 
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Though the woman in question may have self-restraint, 

she does not believe that sex morality nece~sarily lies 

within the confines of the aocial law. She does not 

check natural impulse, if it leads to what to her mind 

is good. This is a question of attitude. 

Ex: Frau Beata in "Es lebe das Leben." 

Irene Herms in "Der Einsame Weg." 

II. Woman ~ho recognizeo the authority of the 

the social law. 

(a) The woman, although she recognizes the authority 

of the ~oral law, falls because she is not willing to 

deny hersel~ pleasure. This is a question of selflsh-

neS8 of character. 

Ex: Frau Adah in "SodoIDs Ende." 

Lulu in "Erdgeist." 

(b) The woman 1n whom Borne defect 1n character 

yields under the pressure of overwhelming circumstance. 

This is a question of lack of resistance. 

Ex: Evohen in "Kindermorderin." 

Rose in "Rose Bernd." 
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This last type is the ~avorite of the German 

dramatists. It is in their deline&tiOn of this woman 

th~t they contribute much o~ value on the ~allen woman 

question. To German dramatists, e~ternal causes in 

connection with innate impulse often make a transgres

sion follow as inevitable. I shall enumerate only 

the leading causes- those that have a particular social 

application to the problem. 

Among the dramatists that take a patholqgical 

pOint of view are Vedekind, Sudermann, Hauptmann, 

Halbe and Schnitzler. Lulu in "Erd eist" h~s a do~bt

ful parentage and in "SodoIDs Ende " Kl rchen is the il

legitimate daughter of an artist. In "Johannisreuer ~ 

"Vor sonnenaufgang" and "Ju end" e find emphasis put 

upon the transmission of tendencies from parents to 

of~spring. "Jugend" advances the ide that indisoreet 

familiarity incites natural impulse to the sex act. 

Such a familiarity as a cRuse of seX trans ression 

would bear repetition by more dramatists who im to ex

plain the causes o~ sex immorality to our peo 1 • 

Sudermann in "Stein unter steinon" directly noun s 
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the double code of morality and Schnitzler's "Liebelei~ 

"M~rohen" and "Das Verm!chtnis" show the cruelty and in

justice of the view that a double morality must be main

tained because of the physical requirements of men, and 

in his "Der Einsame Weg" condemns this perverse moral 

standard as a wrong against mothers and offspring. 

The girl who succumbs to a man who represents 

better social advantages is a frequent figure in the 

German social dramas. Wagner, Hebbel, Hauptmann in 

"Rose Bernd~ sudermann in "Die Ehre~ and Schnitzler 

introduce such charaoters. The universal human desire , 
to advanoe one's social future, as the oause of a woman s 

undoing, has been sO frequently described as to become 

almost a dramatic convention in the German problem-play. 

Uncongenial home environment is made a contri

buting cause of many girls going wrong. Hebbel's 

Clara of "Maria Magdalena~ Hauptmann's Rose of "Rose 

Bernd" and sudermann's Alma of "Die Ehre" live in homes 

which prove their ultimate ruin. 
"Die Ehre" borders 

also upon the shop girl side of this problem. Alma, 

because of the extreme poverty of her home, was tempted 
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to yield to questionable o~fers in order to possess 

beautiful things that money would bUy. 

Parents and guardian8 incur a large share of 

blame. The dramatists of"Kinde~m5rderin~ "Jugend~ 

"Maria Magdalena" and "Rose Bernd" put the burden of 

blame upon the shoulders of elders. The guidance of a 

wise and good mother is the greatest lack in the lives 

of most of our unfortunate heroines. In Wagner's 

"Kinderm~rderin~ Sudermann's "Die Ehre " and "Johannis~ 

~euer" ~nd Wedekind 's "Frnhlings Erwachen~ mothers 

were in a large measure even the cause of a girl's fall. 

In Hebbel 's "Maria Magdalena" the mother was too weak

willed to be of any positive help to anyone. In 

Schnitzler 's "M~rchen" the unwatchful mother is censured. 

In Hauptmann's "Rose Bernd~ Sudermann's "Heimat" and 

"Stein unter steinen~ Halbe's "Jugend ~ schnitzler's 

"Liebelei" and "Das Verm~chtnis~ Wedekind's "Lulu" 

plays, gir18 are without mothers and the lack of their 

maternal admonition resulted in much distress. Ac

cording to these dramatists a big responsibility ror 

girl's misfortune lies with mothers,- a fact worth con-
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sidering. While on the one band dramatists frequently 

blame mothers for a girl's fall, they blame fathers also 

on the other hand for a girl's lack of recovery from 

the evils following her sin. In Wagner's ftKinderm~r" 

derin~ Hebbelts 'Maria Magdalena~ and Hauptmann's 

"Roae Bernd" the girl fears her cruel and uncompromis-

ing father and succumbs. InSudermann's "Die Ebre" 

and Schnitzler's "Liebelei" the father is so indifferent 

towards his daughter's future that she must either be 

resigned to her disgrace or die of despair. 

The attitude German dramatists take toward the 

woman who transgresses sex law is invariably sympa

thetic. As she is oftentimes the central figure in the 

drama and never in accord with society, they needs must 

be in sympathy with her to gain the interest and un-

biased consideration of the reader. conventional 

society condemns the fallen woman as hoatile to tbe wel

f~re of SOCiety. Not a single instance was given by 

any of the dramatists where society was tolerant of 

the woman faithless to the law of social morality. The 

inhuman, unforgiving attitude toward the agd len is 
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severely attacked by those dramatists who are sincerely 

aiming to lift humanity to a higher plane of endeavor. 

Hebbel is the first one to point to society as the 

cause of her sin and to show results tbat in themselves 

pronounce a curse upon that same society when it re~ 

fuses to be responsible for its acts, or even to for-

give a sinner of its own creation. Hauptmann, Suder~ 

mann and Schnitzler follow Hebbel in this particular. 

Sudermann and Sohnitzler go even further than Hebbel 

and show constructively that woman will reinstate her~ 

salf if society will not interfere. 

The attitude of woman herself to_ard ber trans" 

grassion is usually that of regret. 
Magda and Beata 

of Sudermann are the only women who maintain that 

their sin was a necessary means to a greater person

ality and Irene Herms, the spinster in schnitzler's 

"Der Einsame Wag~ deplores the fact that she has no 

child. Lessing's Marwood and Wedekind'S Lulu show 

neither compunction nor desire to make amends. All 

the others like Clara of "Maria Magdalena" bitterly 

regret the sin that has brought unhappiness. 
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No dramatist wishes to deny that the social 

laws regulating the relations between the sexes are 

necessary and good but some authors , including Haupt

mann in "Einssme Menschen" and Sudermann in "Es lebe 

das Leben" and "Johannisfeuer" indicate the ~act that 

these laws in their actual application do not always 

coincide with natural morality . Parenthood outside of 

marriage is in Schnitzler ' s "Der Einsame Weg" given a 

sympathetic acknowledgement . All the dramatists imply 

that the social law might be better when they show us 

each un~ortunate woman made to suffer by an inexorable 

law that takes no thought of the individual. 

The 80cial law, the natural law, and the indi

vidual conscience do not conour in the li~e of every 

person. This being true, the social law must Dome

times saorifice individuals for the goo~ of the many. 

The social order has made the family a sacred institu-

tion strong to safeguard morality. As we have no sub-

atitute for the famiiy , we mu~t continue to keep the 

family sacred and must censure men and women ho re use 

to be governed by the laws hich require marria e as 
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preliminary to the reproduction of the race. The sex 

instinot is one of the good, primary, necessary instinct~. 

If we grant that. the family "is the only exi~ting conser

vative force for morals, then we must admit that marri

age furnishes t.he only sound expression of this in

stinct. With this in mind, \vhat can be done to save 

woman from sex transgression? Though the German drama

tists make sex instinct play the great rele in a 

woman's fall, they emphasize some outside force in en

vtronment and circumstance as direotly responsible and 

aim to show that if that force were not present, woman 

would have been spared her undoing. They propose the 

idea of easing circumstance and ameliorating the evils 

in the conditions in which a woman lives as a solution 

to the fallen woman problem. They lose sight of the 

fact that natural instinct is a "strong inward force 

and that only a force from within the individual can be 

strong enough to overcome sex temptation by holding the 

instinct in check. In drawing fallen woman weak in 

her power of resistance these dramatists suggest 

strengthening of character and theroby imply only 



81 

that a woman ' s tranagression is ~ question of the 

character of each individual woman. Thia is the ex-

tent of tneir contribution toward the real solution of 

the problem of the fallen woman. ~ 
T 
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