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PREFACE,

This thesis is based on a study of some two hundred
German dramas of the 19th century, A list of these dramas
is found on p.176 in the form of an appendix to the text.
There is further appended on p.213 a bibliography of all
critical works used during the study - works treating

individﬁal,dramatists and dramas, the 19th-century

background and appropriate aspects of general aesthetics,

GOR.

London, June 1951,
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CHAPTER 1.

DRAMATLC TREATMENT OF THE ARTIST IN GERMANY IN THE 19th

CEN TURY .

The presentation of the’artist-hero in 19th-century
German drama - the title itself of this study
automatically suggests several questions which demand
an answer. OUne obvious question c:rtainly sprines to:
mind - What kind of drama contains an artist-hero? -

- or, .in other words, what is an artist-drama? Its
definition is ineﬁitably elastic; it is consbtructed
around an artist as central figure. Within that broad
framework many illuminating details may however be
added. The artist-hero may appear as painter, sculpbon
" poet, musician, actor, or even as a more pasizye kind
of artist— the dilettante. He may be a fiéuee founded
on historical fact and-bearing a famous name, or he
may be an artist created by the dramatist's
imagination. The drama woven around this central
character may be either comedy or tragedy, treating a
farciéal situation or a serious human problem;

And why, one may ask, should one treat barticularly
the.German artist-drama of the 19th century? Does this
form of drama have any special significance in the

Germany of that period? It is true that the form
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has a2 place in the literature of many languages; but

- German literature is unusually rich in examples of 1T,

(1)

These examples are to be found over a numher of cenituries,
but it is in the 19th cenbtury in particular that they
abound, A total of over three hundred dramas, written
during that period and concerning art and the artist,
testifies to this fact. Wilhelm Waetoldt makes this
comment on the popularity of the artist-drama in the
Germany of the 139th century: 'In Deutschlaﬁd wachsen
die 'Maler-Poeten' so viel dichter als in den Hibrigen
Idndern, und das 19. Jahrhundert ist reicher als die
vorhergegangenen an Beziehungen zwischen Literatur und
bildender Kunst.' ) The 19th century does indeed throw
the artist and his problems into clear relief in a
variety of ways., In the early Romantic period, for
instance, the artist was regarded as an object of
peculiar interest, hie greatness was adored and his

talent held up for the study and admiration of all. This

Romantic age seems to have been the most fruitful time

'"Wechselwirkungen zwischen deutscher Malerei und Dichbtung

im 19, Jahrhundert.,' In Jahrbueh des Freien Deutschen

Hochstifts, 1913, p.i13.
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within the century for the production of the artist-drama.
Only slightly less fruitful however is the next literary
movement of the éentury - the Realist movement. Its
theories again have particular bearing upon the artist,
whose devotion to intangible values contrasts sharply with
the contemporary ohsession Wiﬁh the material, Later in
the century interest is once again focussed directly upon
the artist and his art. The Aesthetic movement, esteeming
“imagination above reality, gives new life to the form of
drame in which the central figure is the traditional
champion of the imagination -~ the artist,

If one accepts the fact thet the artist-drama was a
genre which appealed strongly to Germen dramatists in the
19th century, one must observe any development during
that pericd in the genre as a whole. One aspect in which
such development may be seen concefns the presentation of
the artist-figure itself. There is thé possibility of
infinite variety in the treatment of the hero. He may,
for instance, as has already been indicated, be a
historically real artist or, on the otherrhand, an
entirely fictitious creation., Of these two types, the
"historical seems to have been by far the more popular in

the 19th century. In the ease of the fictitious artist-
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hero, his popularity appears to reach its climax in
Romantic times, to wane after 1830, during the years when
fidelity to reality was valued highly, increasing then
again in the last decade of the century when fantasy was
enjoying renewed favour.

Apart altogether from the type of artist chosen as the
dramatic hero, the treatment which he receives varies
greatly, two main tendencies being readily distinguishable.
Some artist-heroes are presented in a purely superficial
manner and from an external point of view; others, on the
other hand, are treated with clear insight into the real
meaning of their life and work. Many are the instances in
which the dramatist, while choosing an.artist as his
central character, does not take any account of the fact
that he is an artist and in that respect different from
other men, but treats hig merely as the hero of an intrigue
in whiceh the plot is all-importent. Such heroes are
artists in name alone, and might as well be tradesmen for
2ll the importance which is attribﬁted to their real
- vocation. Drames in which the artist is presented thus
‘occur predominantly before 1830, these dramas being for the
most part light-hearted farces or intrigues whose sole

merit lies in their external elements. A slightly less



‘normal men, others treat the artist as the centre of the

Dramen., Leipzig, 1836). For an argument concerning a

(8)

superficial tjpe of artist-drama which is also fou@d =&
mainly in the»early yearS of ﬁhe century but Which -

continues to appear thereafter from time to time, béars
the followimg distinctive  features. Plot is emphasiséd

above all; importance is however attributed in some

"measure to the'fact that the hero is an artist and

elements of artistic criticism may form the material of
rdiscussion.

’While some arﬁist-dramas scarcely merit the name, their‘
heroes being presented for the most part as complefely |

(1)

dramatic interest, emphasising his unusual type of work

The creative work of the artist-hero is generally
presented indirectly in theé framework of the drama, its

actual representation on a stage involving difficulties

‘of a technical nature., None the less, some artistaheroesv‘

are shown in the very act of creation - for instance, the

‘hero of 3.Wiese's Beethoven (Drama in drei Acten. In Drei ;

- parallel case in the 18th centufy, see the article by E.M.

‘Wilkinson in Publications of the English Goethe Socieﬁi; 

New Series, vol.XV. Cardiff, 1946, p.96: 'Goethe's

o

'"Tasso', The Tragedy of a Creative Artist.'
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and unique nature. Far from concentrating on the purely
external features of plot and character, many dramatists
take as their subject-matter the inner value and
psyéhological significaﬁce of the artist, treating his
life, work, nature and problems in a great variety of
aspects.

The dramatist who emphasises the psychologically
interesting aspects of the artist and his work has
obviously a unique opportunity of identifying himself
‘with his hero, and of expressing through him his owm
emotions and opinions as an artist., The artist-drame is
from this point of view a peculiarly subjective form. The
close commection between hero and dramatist, especially.
as regards their respective views on art and the artist's
life, is seen for instance in the case of the greap
precursor of the l9th-century Germen artist-drama -, Tasso.

o~ o0
The hero of this drama clearly reflects Goethe'szewn
‘attitude to the life, nature and tragedy of the artist, and
in many later cases one is deeply conscious of ﬁhis
personal, subjectiye participation by the dramatist in the
fate of his artist-character.

In the various dramas of the 19th century in which the

artist is presented, it is noticeable that different
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aspects of his 1ife end work constantly come into
prominence. Some of tﬁese aspects - the artist's attitude
to his own art, for instance, - recur repeatediy, while
within the aspects themselves a frequent shifting of
emphésis from one prob}em to another may be observed.
Considering the close bond between drametist and artist-
hero, any definite trend distinguishable in these
variations in the presentation of the artist may reflect
to a certain extent the aesthetic tendencies of the period
in which the dramas were written. The following study
aims at exposing the various aspects of the artist's
personality and life which occur most frequently in the
artist-dramas. An attempt will then be made to
distinguish any significant trend in the presentation of
the artist-hero and to discover whether this corresponds
to the general contemporary attitude to art and the
artist.

The 19th-century artist;dramas vary greatly not only
as far as depth of treatment is concerned but alse from
the point of view of literary value. Many, written by
minor dramatists, are practically devoid of artistic
‘merit, this being the case particularly among those

intrigues and farces in which the deeper significancé of
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‘art and the artist is ignored, or where contemporary
allusion is emphasised at the expense of thought. In
this thesis the minor dramas will therefore be used

~ largely as secondary evidence to supplement the ‘
conclusions derived from the dramas in which the artist-
hero is treated with greater insight - dramas such as

Grillparzer's Sappho, Hehbel's sketch Der Dichter,

Hofmamsthal's Der Tor und der Tod and Haupgmann's Die

versunkene Glocke.

(1) Owing to the nesessity throughout the thesis of
reﬁeatedly referring to individual drsmas, full
bibliographicalrdetails are given only on the first

- mention of a drama. Thereafter, its title and date of
publication are quoted on its first mention within each

' chapter or chapter-section (as in Chapter II). In the

case of Sappho, Der Dichter, Der Tor und der Tod and Die

versunkene Glocke, merely the titles are quoted after the

first complete reference.
Throughout the text the following abbreviations are used:

D.s. ¢ Deutsche Schaubllhne seit Lessing und

Schr8der bis auf die neueste Zeit.

Dr.W. : Dramatische‘Werke.

G.dr.wW. : Gesammelfe dramatische Werkeg
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G.W. ¢ Gesammelte Werke.

NedeSe : Neueste deutsche Schaublllire,

S.dr.i. i Sdmutliche dramatische Werke,

S.W. : SHmmtliche Werke,

gg;gggg. : Theatralisches Quodlibet oder simmtliche
dramatische Beytallige flir die
Leopoldstidter Schaublihne.,

Throughout tﬁe text and the Apnendix reference to : ﬁ

" Christian Gottlob Kayser's Index locupletissimus librorum :

Vollstindiges Blcher-Lexicon (Leipzig, 1834 - 1911) is |

made by using the letters V.B.
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CHAPTER ITI.

——

THE RELATIONS BETWEEN THE ARTTST.HERO AND SOCIETY.

(A): THE ARTIST'S RZCEPTION IN THE WORLD OF NORWAL MEN.

' The fact that, in both his work and his life, an
artist is to a varying extent in contact with his
féllowmen exposas him to widely differing treatment at
ﬁhuir hands. He is surrounded by men who are for the
most part non-artists, and who therefore do not judge him }
and his work from an experienced poiﬁt of view, He méy_ |
be acclaimed as a genius and féted and adored on all
sides., At the other extreme, he may be considered mad

and his work worthless, In the 19th-cmeetury German
artist-drama, the uncertainty and variety of the aftist'p
fortunes at the hands of his fellowmen is made

abundantly clear, the problem of thelr relationship being
treated in all manner of lights., In every case, the
attitude of normal men towards the artist is determined

by the extent of their awareness of his peculiar natufe
and work, This awareness is presgsented on a variety.of
1éve1s, three mair aspects receiving pérticular emphasis
in the dramas., In sohe cases, the artist is shown to be

surrounded by ignorant laymen who have not the most
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remote idea of his significance., In others, normal men
appsar rather more perceptive, and in some dramas the {

artist moves in a society which is fully conscious of the

i

(1) Abuses which the artist may suffer as a result of the
false judgment of society =re shown in certain dramas -

see, for instance, Friedrich Hebbel: Der Dichter (1843~

1863). In B.W. Historisch-kritische Ausgabe besorgt von
© Richard Waria Werner. Berlin, 1904. Abt, I, ¥.) and- J

Michel Angelo (Ein Drama in zWei Acten. 1855, 1In S.W.

|
, J
gg.cito Abt. I, TII); Cerhart Hauptmann: Die versunkene f

Glocke (Ein deutsches MErchendrams in finf Akten. Berlin,r
- |

1897); Otto von der Pfordten: Michel-Angelo (Historisch%%

- Cenrebild in einem Aufzuge., Heidelberg, 1898). 1In

Richard von leerheimb's Shakespeare'g Beichte in der

Westminster-Abtey (Vision8ires Monodram, In WMonodramen

neuer Form, Dresden, 1879), the uncertainty of fame is
. thus described: .
' Das Ewiggrosée ist namenlos ewiglich:
fDer des Rulmes Werthe verklingt ungenannt;
'"Dem des Ruhmes Unwerthen -

N

'IMutet die Ruhmesglocke:' (stanza 19).
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value and conditioné of his work and which shows him every
possible consideration. This awareness of the artist's.
nature on the part of normal men presents in the artist-
dramas & changing pattern - a pattern which merits close

study .

In the artist-dramas, and in particular in those
published in the early years of the 19th century, are many
examples of normal men who are btotally ignorant, not only
of the meaning and standard of art, but also of the deeper
nature of the artist himself, To these men, art means often
no more than a mere trade or profession, and they expect
the rules of behaviour in the world of the artist to be the
same as those in any othef sphere. Artists, regarded in
this way as ordinary men plying their trade, tend in the
framework of the drame to lose their iden?ity and becbme
merely the heroes of comedy and intrigue - normal men who,
when asked their profession, give the reply 'artist! mueh as
another might answer 'eivil servant'. For instance, in

(1) v
L.F.Deinhardstein's Salvator Rosa, the artist is merely the

4 .

(Lustspiel in zwei Acten, 1821, In Kfnstlerdramen.

Leipzig, 1845. 1I).
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moving force which brings together hero and heroine. If
art enters into account at all, it is merely in the guise
of an everyday profession and is emphasised only when it
plays a definitely utilitarian part in the actién - one
such case being seen in the drama Shakespeare und

(1)
Southampton by Georg Hick, where the performance of -

. Macbeth unmasks the betrayer of the royal favourmte,

(1)

. Essex,

In the dramas in which art is thus‘conceived, the
criterion of an arsist's success in life is not the
rendering of great service to an ideal, but the
achievement of worddly advancement. Wilhelmine Sostmann

(2)

creates a hero in her drama Peter Vischer who, initially

merely an apprentice, gives up hope of marrying and is

compenssted by promotion to the rank of Meister. 8o too

oder: diec letzten Jahre der grossen K8nigin.

(Historisches Schauspiel in 5 Aufzligen. Leipzig,(1875]).

Ses also L.#.Deinhardstein: Die rothe Schleife.

(Lustspiel in vier Akten. In G.dr.W. V. Leipzig, 1851).
(2):

{Romantisch-dram-tisches Gem¥lde aus der Vorzeit

Nllrnbergs, in zwrei Abtheilungen. N¥rnberg, 1832).
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{3)

~ Deutsches Theater. Berlin, 1820); F.A.Gelbckes

(4)

(17)

(1)
in Die Journalisten, a drama by S.Schiitze, all

difficulties are smoothed out when it is discovered

that one journallst has good conneotlons and pro?p§cts.
2
The hero of G.C.Braun's Der Schmied von Antwerpen is at

first unsuccessful in his attempt to woo a rich

merchant's dauvughter, as she is d?31gned by her father
(3

to marry only a wealthy artist,

A further aspect of this attitude to art and the
artist is shown in some dramas in which normal men
rely on purely mechanical, external teaching to make
artists of their sone. Raphael in C.S.Schier's

(4)

Raphael Mengs must learn the Pudlments of his trade

just like any other apprentice, He tells of his early
training, how he was educated in his art by a striet
father even before he himself felt any inclination for

it. A related aspect of the blindness of normal men

(Lustspiel in einem Aufzuge. 1806, In N.d.S.flr

VI, Frankfurt und Leipzig).

{Ein Knstlerdrama in zwey Akten. NUrnbergm 1824).

See also Karl Stein: Die armen Maler. (1819, In

Albrecht Ylrers Tod. (Drama in zwei Aufzfigen. Leipzig,
1836), = ; , |
oder Die Klinstlerliebe, (Drama in drei Acten. ¥81n,
1822).,
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(2)
(3)

[G)
(5)

(18)

to the real nature ?f)art is found too in G.C.Braun's (2)
1 2
Die Kunstausstellung and in A.W.Griesel's Albrecht Dlrer,

where conpletely untalented men conasider themselves
equipped as artists if Ehey merely learn to handle the
media and to talk the teehnical jJargon. Ignorance of the
significance of the artisb 1s shown in anobther aspect in
A elleg?)a drama by Friedrich von Heyden, wherse thekhero
is commissioned by Alexander on a commercial basis to

paint the portralt of Campaspe, The artist in Hermann
4

Kurz's Kunstk@nnerschaft’ié enploysd in a simllar way,

Not only thus are artists' services hiredy 4in some dramas
(5)
their fellowmen use them as tsachers,

(dramatisch. In Yes Leonardo da Vinei Leben uund Kunst.

Halle, 1819).
{Dramatische Skizze., Prag, 1820),
(Schauspiel in zwey Aufzligen. In Dramatische Novellen.

K8nigsberg, 1819, II).
(Kom8die. 1838. *n G.W. Stutigart, 1874, I),

An example of this treatment 1.8 seen in Ernst von Houwald’
Das Bild (Trauerspiel in finf Aufzfigen, 1819, In 8.W, Ij
Leipzig, 1888), 5ome”hi§torioal artistbs are presented in |
the role of teachers - both Rafael and Michel Angelo in

G.C.Braun's Rafael Banzio von Urbine (Ein dramstisches
Spiel in 5 Akten. Mainz, 1819) heve classes of arte.student
See also Charlotte Birch-Pfeiffsr; Rubens in Medrid, |

Original—Schsuspiei in flihg Acten. ZUrieh, 1839,
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artist. In the case of a portrait, for instance, he

(19)

Suéh treatment of the artist at the hands of his fellow-
men is developed in some 51tuab10ns to emphasise
particularly the obtu%eness and unawareness of the 'employer!
Having no understanding wha tsoever of art, he makes
outrageous demends on the artist's talent. While the
artist may feel himself thus degraded, he requires
financial security and is in no position to reb?i; Such

is the fate of Juan in Georg Doering's Cervantes, while

the artist-hero of Hermann Kurz's Kunstkennerschaft

desecrates his art to meet the demands of his patron Fiorio
and obey hiz every wish - for financial reasons:
'Die Kunst, die edle, geht nach Brod!
"Den Reichen hab' ich sie verdungen:...' (lines 6~8);
In some dramas an indication is given of the type of | |

work which the ignorant employer commissions frou the

demands not a work of art in which the creator will express

(Drama in drei Aufzligen. Frankfurt a.M,, 1819). Some
artist-heroes precve themselves strong enough to resist

the temptation of money - Karl Stein's Die afmen Maler

shows such a case as do L.F.Dzinhardstein's Salvator Rosa

and Karl Gutzkow's Lorber und Myrte (Lustépiél(in vier

Aufzligen. 1855. In Dr.W. IXX. Jena, 1872),
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his personality, but an exact and photographic
representation of the subjeet. For him, the standard of
good art is its ﬁidelity to nature, and the artist who
depends upon him for livelinood must comply with his
wishes., One such commission is described by Rubens in

Charlotte Birch-Pfeiffer's Rubens in Madrid:

'"Tm Kabinet fand ich die K8nigin,

'Die selbst entscheiden wollte, ob ich treu

'Die Zlge des:erhab'nen Gatten traf.' (I, iv).
- 'treu' is the highest epithet that the ignorant layman
applies to a pictuné%) | |

While most of the dramas so far mentioned as

presenting the blind attitude of normal men towards the

(1) See also Friedrich Kind: Van Dyck's Landleben.

(Malerisches Schauspiel. Leipzig, 1821. - (1818 -¥.B.]).
Some employers do however show themselves capable of
appreciating a slight deviation from the literal imitétion
of nature. HephHistion in Friedrich von Heyden's Apelles
-says of a portrait by the hero: ,
'Und welch ein Bild! Dein Meisterstlick Apelles.
'Diesz ist Kampaspe ganz, - und ists auch nicht;
'Die Gottheit, die hier diese Form durchdrungen,
'"Macht wohlbekannte Zlige hoch und fremd.' (II).
See also Ernst von Houwald: Das B;jld, where it is said

N

of a portrait:

1] .
Es ist zu treu,!

(rT, iii),
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artist sprang from the early years of the 19+th century -
and treated their subject ironiecally, there is one
important example from the late century which shows an

original and profound avproach to this aspect of their

relationship —.Gérhart Hauptmenn's Dis versunkene Glocke.
The hero, Heinrich, while h&#e home is still in the valley,
is surrounded by ordinary people who clegrly have no deep
feeling forinor unde rstanding o% art. They do not,
however, regard art as a trade to be practised for the
sake of financial gain. The villagers judge Heinrich's
art not from this matefialistic standard but from a
religious point of view., The more he devoted his talent
to the service of God, the higher his work is assessed,
He creates, in the opinion of his fellowmen, for the
glorification of God rather than for the accumulation

of wealth, and for this reason he is revered by them.

' They are not interested in him or his art from a purely
artistic point of view, but only as they appear in-
relation to religion. The attitude of the villagers
ftowards art is ciearly indicated by their representative,
fhe Pfarrer. He isvtotallﬁ unaware of the beauty of the
art-world and approaches it only as the place of

unwholesome magic, his superstitious fears taking

1




(1) Compare:

(22)

possession of him:

'eeoUnd igt's der Teufel selbst,

'der dort sein Nest hat: frisch! und drauf und dran}

'"Wir wollen in mit Gottes Wort bestehen;

'denn selten war des Satans List so hell

'am Tag, wie diesmal, wo er uns die Glocke,

'mitsamt dem Glockengieszer, niederwarf:'  (IJ,
The artist, himself, is considered by the villagers to be
an ordinary man, He is Cod's property and, in the moment
of his acecident, the victim of the Devil. In no way does
the artistic significance of Heinrich oceur to the Pfarrer,
His art too interests him only in terms of its service to
God:

| 'Dort liegt ein Mann, ein Meistef, Diener Gottes,

'begabt mit einer Kunst, zu seiner Ehre

'und aller HBllenrotten Fluch und Schmech
'im Reich der Luft zu herrschen.' (I).(l)

The Pfarrer emphasises this assessment of Heinrich's value

'"Im Dienst des “8chsten gosz er seine Glocke,
fIm Dienst dee Hlchsten stieg er in die Bergee..
'"Im Dienst des HBchsten ist er auch gefallen:'  (II'
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when, later in the drama, he returns to the mountain to
seek him for a secondvtime. He goes not to rescue a great
artist but, as a pastor, to save a man from the forces of
evil to which he has fallen victim:

'"Und hundertmal ist mir die M#h' gelohnt,

'gelingt es mir, als einem guten Hirten,

'mir das verstiegne Lamm zurflckzuretten.' (111).
_If.Heinrich's value in the Pfarrer's eyes lies chiefly in
his service to God, his work is esteemed for
corresponding reasons. In itself, it holds no interest
whatsoever for the Pfarrer. He is concerned with it mereiy
in its religious function,/and his lack of artistic
appreciation is seen in his condemnation of Heinrich's
latest work asrsoon as he knows it to be dedicated tq.a‘
'pagan God:

' 'Dies Werk, du groszer Gott! von dem ihr faselte..

'fﬁhlt?lhr denn nicht: es ist die 8rgste Greuel,

'die je 'mes Heiden Yopf sich ausgeheckt!' (III).

A different, though equally blind, view of Heinrich's
art and life is presented by his wife Magda. She sees
Heinrich, not as an artist, but merely as her husband, a
normal man, and ignores his art, obsessed as she is by

thoughts of his physical welfare. She is proud with wifely
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pride of Heinrieh's success in his profession, shows off
before her neighbours as the gréat artist's wife, awaits
with eager anticipation the installation of the new bell,
but proves herself to be deyoié of all fecling for the
dedper significance of argl. Her pride in the bell soon
vanishes when she learns that the Meistef is in danger,
and in that moment of erisis Magda reveals her real
attitude to the artist and his masterpiece - complete
apathy towards the bell, but passionate anxiety as far as
Heinrich's personal safety is concerned:

'Glock' hin, Glock' her! - und blieb der Meister

heil:' (II).

The Pfarrer and Magda, then, as representatives of the

society in which Heinrich oriéginally lives, are clear

(1) Magda's pride in the bell is twofold., Iike the Pfarrer
she greets it as a tribute to God: | |
‘...Gebt acht, ‘
'wenn sie die Stimme heut erhebt
'zum er sten Mall 7S' ist wie Gebet und Predigt,
'wie englischer Gesang und Trost und Glfick.! (II).

But the bells are most valuable when proclaiming Heinrichﬁ

fame:

/

'sie singen deinen Ruhm von hundert TH#rmen;
'sie gieszen deiner Seele tiefe Sch¥nheit,

'gleichwie aus Bechern, #ber Gau und Trift.' (II).




(25)

examples of ignorance and lack of understanding of art and
the artist. The Pfarrer considers art as a function of
religion; to Magda it is merely the means of glorification
of her husband. For neither does art exist for its own sake.
1t does not always appear, however, that the artist-hero
finds himself surrounded by an ignorant society, unable to
appreciate his special nature. In many dramas which will
"be seen to predominete about the mid-century - in Realist
tiﬁes - the artist's fellowmen, while totally unaware of the
essence of art, are yet somehow conscious that he belongs to
a different race of men, that his work is unlike any other’
job and that he is subject to conditions other than those
of normal life. The ﬁery fact that this slight
consciousness is accompanied by no real understanding 6f the
- 'difference' in the artist's nature causes such men in many
cases»tb treat him unsympathetically and more harshly than.
do those who consider him merely as an ordinary man,

To unsympathetie normal men, the artist appears in a
great variety of guises, different aspects of his nature '
8triking different types of men., It is understandable, for
instance, that to a man devoid of insight into an artist's
work, a life of devotion to art should seem futile, inactive
and ineffectual. This aspect of an artist's life is shown

in the dramas to strike those men who are thémselves active,
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" In lauter Lachen, Spasz und Fr8hlichkeit lebt das Volk.'

(2)

(26)

It is generally a housewife or a soldier, for instance,
who denounces the artist-hero as lazy. Perdicas in
Friedrich von Heyden's Apelles speaks thus scathingly of
the artist's funetion:
'Mit Alexander hatt' ich Asiens Herrschaft
'Die neuerrung'ne zu bedenken, - 8o |
'Wergasz ich leicht Dich, - der nur malen kenn,
'Was wir gethan.' (I).(l)
Anger and hatred are often shown towards the artist by men
whom his idleness annoys. Examples of the housewife.thus
envaged by her husband's apparent laziness are found in

(2)
Karl Stein's Shakespeares Bestimmung:

8ara (to Shakespeare):

'"Lesen ndhrt uns nicht und Dichten.

See also A.W.Iffland: Die Kfinstler (Ein Schauspiel in flnf

Aufzligen. 1803. In N.d.S. I. Augsburg, 1803) where the
artist's life is deseribed thus ironieally:

'Sie pfeifen, sie singen, mahlen, dichten und jubeln

(I, x1).

(Schauspiel in einem Aufzuge; in freien Yersen. 1819.

In Deutsches Theater. Berlin, 1820)., See also F.A.Gelbeke

Albrecht Dlirers Tod.
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'Possen schreibst du: Wer bezahlt sie?
'"Nur sum Untergange flhrt
'Dieser Weg den du betreten.' (scene ii).

Some renpresentatives of normal society in *the dramas,
generally moralists, parents or advisofs,/go even further
in their condemnation of the artist's benaviour, and blame
him not only for laziness but for wickedness in wasting
time on art Wwhen move important things remain undone.

" 'William, the artist-hero of Albert Liandner's William

(1)
Shakspeare is questioned on this account:

'Thust “u nicht Sﬁndevmit deinem Dichben und
Trachten, guter William?' (I, vi).
 Some men appear even more exhreme in their disapproval of
the artist and his life., Strict ﬁarents are unable, for
instance, tc consider the artist as a fit husband for
their daughter, in view of his selfish and idle way of 1lifh
‘Many are the dramas in which a girl's love for the artistd
. hero is forbidien by her parents on so?g?l grounds. In

Pederici's Der Rildhauer und der Blinde the President's

1

*'spn has the misfortune to fall in love with the daughter

' of Bildhauer Egidio - a match regarded on all sides as

(1) (Ein Schauppiel in Arei Abtheilungen. Rudolstadt, (1864)
(2} (Schauspiel in vier Aufzﬁgeﬁ} Berlin, 1819).




(1)

(2)

(28)

Quite impossible. Similarly, Beethoven in the drama by
Herman Schmiélls not considered a worthy match for the

girl of his choice, as her parents think him unconventional
and therefore socially impossible. In this way, the

artist is regarded i?zmnny.cases as a social blacksheep and

generally disapproved. Yet a further development of this

Beethoven (Volksstlick mit Musik, Gesang und ‘inzen in vier
Abtheilungen. Stuttgart, [870]).
For instance, Carl Philippi: XlUnstler-Gllck oder dem

Verdienste seine Kronen (Schauspiel in zwei Aufzligen, In
D.S. XXXITI. Augsburg und Leipzig, @80411); A von Kotzebue!
Der échauspieler wider Willen (Ein Lustspiel in Einem Akt,

In N.d.S. flir 1806, Il. Frankfurt und Leipzig); G.A.F.
Hansing: Der Schauspieler-Katechismus (Ein Lustspiel in

einem Aufzuge. 1808, In N.d.S.fllr 1808. VI. Augsburg);
Lembert: “er Dichter und der Schauspider oder das Lustspiel

im Lustspiel (Ein Lustspiel in drei Aufzfigen., Leipzig,

1813). As a result of this treatuwent at the hands of their
fellowmen many artkst-heroes are shown to sink into a stete
of poverty and degradation which eauses a further reputation
forkdepravity. Sed for instance Barl Stein: Die armen -«
Maler; Priedrich Halm: Camoens (Dramatisches Yedicht in ,
einem Aufzuge. Wien, 1838); Xarl von Holtei: Shakspear in

der Heimath oder: Die Freunde (Schauspiel in vier Akten,

Schleusingen, 1840)
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In G.8. I. Berlin, 1906) and Michael Xramer (Drama in

| (29) g

E

idea of the artist's social impossibility is seen in those
dramas where the members of normal, strict society
consider the word 'art' to mean debauchery and depravity.
The poverty in which the artist appears to live, bhe
hunger and sordidness of his existence, all combine to
create in the minds of his fellowmen this unpleasant

(1)

impression.

-t

This conception of the artist is seen for instance in

F.von “urllnder's Dichterfreundsehaft (Ein Lustspiel in

einem Aufzuge. In D.S. III. Augsburg und Leipzig, £181§
L.F.Deinhardstein's Pigault Lebrun (Lustspiel in flinf

Acten., Leipzig, 1845); Adolf Wilbrandt's Die Maler
(Lustspiel in drei Aufzligen. Wien, 1872). The artist-
hero of some dramas is justifiably denounced as vicious an
immoral - see for example Ernst von Wildenbruch: Christoph)
Marlow (Trauerspiel in vier Akten. Berlin, 1884); Gerhart

Hauptmann: Kollege Crampton., XomBdie in fnf Akten. 18%

vier Akten. 1900. In G.8. III. Berlin, 1906). Many are
however mistakenly condemmed as a result of the prejudice
of their fellowmen. Such a one is Rubens in Charlotte

Birch-Pfeiffer's Rubens in Madrid, or Shakespeare in

Leopold Stein's Des Dichter's Weihe (Dramatisches Bild aus

Shakespeare's Jugendleben. In zwei Akten. Frankfurt a.M,,
1864),
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4

Another aspeet of the artist's personality which is
emphasiséd by some of his fellowmen is his tendency to
insanity, Many artist-heroes are shown to be unbalanced,
and their unfeeling, unsympathetic acquaintances immediately
brand them as insane%) To the normal, unimaginaﬁive
citizen the artist seems to lead a different and
incomprehensible life, o have standards and values which
bear no relation whatsoever to the material standards of

~everyday exishence. [e lives in poverty, is
temperamental and works for the sake of creating. While
some, as has been séid, regard these aspects of an
artist's life with scorn, anger or social disapproval,
others are inclined to explain the whole phenomenon as
merely the product of the artist's madness. In the

(23

éarly drama Fernando, by C.U.Boehlendorff, the artist-'

(1) See S.Wiese: Beethoven (1836); Friedrich Geszler:

Reinhold Lenz (Drama in 3 Akten. In Gesammelte

Dichtungen. Lahr, [189%7. TI). Also Hugo Miller:
‘Beethoven (A Dramatized Episode from his Life. In ope
. Act. Translated by Gustav Hein. - Aberdeen, 1879);

. Wilhelm von Polenz: Heinrich von Kleist (Trauerspiel,

1891, 1In G.W. IX. Berlin).

(2) oder Kunstweihe (Zine dramatische Idylle. Bremen, 1802).
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hero accepts the fact that to normal men he will seem 'ein

. Thor' (I, ii).( ?yron in Elise Schmidt's Yer Genius und
1

die Gesellschaft is in fact sent towards his ruin by being

dubbed é madman by the soc%e?y in whieh he lives., Ernst
2

Leonhard in his Tasso's Lod presents an artist who deplores

this unthinking attitude: '

'Dag ist des Dichters oft gepries'néa Loos,

"Erkennt von Wen'gen und verkannt von Vielen,..

'"Wie eine Gottheit blickt ihn Mancher an,

'Allein die Meisten sehn in ihm den Narren!' (scene

i1y,

Some artist-heroes are shown to come in contact with men _
vwho, while considering them mad,Ado not blame them for their
abnormality but accept it as an inevitable symptom of the
artis tic temperament. Fornavina in H.Th.schmid'g Rafaeig)
fegards artists in this way:

'...Sienh', ich weisz es wohl,

'"Thr Kinstler seid besond're Leute; Ihr
'Seid nicht gemacht dazu, dasz Llhr das Leben,

(1) (Trauerspiei. 1n Drei Dramen., Berlin, 1856).

(2) (Dramatisches Gedicht. Breslau, 1867).

(3) (Dramatisches Gedicht in Einem Aufzuge. In Dramatische

Schriften. II. Leipzig, 1853), See also I.F.Castelli:
Raphael (Lustspiel in Alexandrinern und einem Akt. 4in

Theater. I. Wien, 1845); Leonhart Wohlmuth® GB8the im
Elsasz (Schauspiel in zwei Aufzﬂgeﬁ. Bayreuth, 1871).
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'Und was es bringt, in seinen Tagen so
'Gleichf8rmig ruhig hinlebt, wie das wohl
'"Wir andern Menschen k8nnen.' (scene ii).
A similarly condescending attitude to the artist's
unbalanced outlook - an outlcok in this case founded on

fact - is seen in Friedrich Geszler's Reinhold Lenz, in

which Salzmenn says of the hero:

'Verzeihet ihm, oft stlrmt sein heller Geist

'Aus des Gemlltes friedlichem Gehege,

'Dem Adler gleich, der sich entfesselt hat.' (I,iid

While normal men are shown thus in some dramaé to regard

the artist as sinful, depraved or even mad, others again
see in him only the comic figure. His abnormality of
temperament, his excitement and passions are conceived
by many members of society not as symptoms of madness but
as humorous features of his character. Many afe the dramas
which present the artist-hero in such a way as to provoke
the mirth not only of the normal men on the stage but also
‘of the audience, His unconventionality, his interest in -
a subject which is devoid of all practical application,
‘;his absentmindedness and his impractical turn of mindi—
‘such features of’an artist's character which in some dramas
-are presented as annoying or as symptoms of madness or

depravity are in others presented only for the sake of




(1)

(2)

(1)

their humorous value.

Normal men are thus often shown to be blind as regards
the real meaning of art and, feeling in various ways the
difference between themselves and the artist, hate him for
being different. Many take direct action against him and
endeavour to force him into their mould. The artist<hero
is often expected by his fellowmen to give up his unworthy
career, to become an ordinary man and suppress his madness
and unconventionality. They thus interfere with the
artist's freedom of behaviour and work and the dramas show
many a failure, many a misspent life, many an unexploited

talent as a result of this interference,

For example Carl Meisl: Die Dichter (Lustspiel in drey

Aufzligen. In Th.Quod. VII. Wien, 1824); Georg Harrys:

Per reiche Kinstler und der arme Millionair (Lustspiel in

einem Aet. In Taschenbuch dramatischer Blfithen flir das Jahr

1825, I. Hamover); A.von Maltitz® Der Rorb und die

Portraite (Lustspiel in einem Akt. In Dramatische Einfllle]

Minchen, 1838); ZEmanuel Geibel: Meister Andrea (Lustsptel

in zwei Aufzligen. Stuttgart und Augsburg, 1855); E.Henle:
Aus GBthes lustigen ngen (Original-Lustspiel in vier Akten.

Stuttgart, 1878).
'KBnstler st8rt man immer!'

(Friedrich Kind: Van Dyck's Landleben,

Vorspiel. scene ii).
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In these dramas in which soeciety is shown to attack the
artist and call on him to conform to normal standards,
different types of persons, different groups of society
constantly recur as critics of his way of life. Not only
do the same typical figures recur among the normal men -
certain historical artists are presented in many dramas as
having the same problem.

Many are the situations in which the various members of
the artist-hero's family claim his loyalty rather than
allow him to devote himself to his art. The artist's
father appears repeatedly as the chief symbol of this

encroachment on his singleness of mind., A.W.Iffland's

Die Klnstler, for instance, is a typieal example of this

situation - the father here, about to go bankPupt, expects
his two artist-stepsons to rally round him and work to help |
the family resources. An aptist who is more than once 3
presented as suffering from the interference of his father

(1)
is Shakespeare. Leopold Stein's Shakespeare, for instance,

See farinstance F.Ferdinand Kieszling: Ein Tag aus

Shakespeare'g Leben (Schauspiel in 1 Akt. Dresden,11860§lg

Emil Hopffer: Der Wildschitz vom Avon (Lustspiel in flnf

Aufzfigen. Berlin, 1864); Leopold Stein: Dex Dichter's

Weihe,
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is addressed thus by his father:
'Muszt lassen die Geselln, die Dich zum Rausch
'Hiﬁreisien; und Dich flir die Pflicht ernﬁchtern@,
'Die, scharf und kalt, gebieterisch herantritt,
'"Muszt lassen Du Dein Tr8umen und Dein Digzhtexil-'
(I,i)(
Another figure who symbolises in many dramas the
interference of the artist's family is his wife; and in this
situation artists who recur often are again Shakespeari?)

(3) (4
Hans Sachs amd Albrecht Yfrer., Karl Stein's Shakespeare,

(1) Another artist presented in this situation is Hans b'ach:ss, as
for ins tance in Martin Greif's fggg_§gg§§ (Vaterllndisches
Schauspiel in Flinf Aufzligen. In Dramen. Leipzig, 1909. 1I.
- 1894~ ¥.B)). |

(2) Karl Stein: Shakespeares Bestimmundg; Karl “8sting:

Shakespeare (Ein Winterachtstraum. Dramatisches Gédicht.

Wiesbaden, 1864).

(3) O.Haupt: Hans Sachs (Vaterlhndisches Schauspiel intng
Aufzigen, Posen, 18%0).

(4) F.A.Gelbcke: Albrecht Dhirers Tod; Julius Grosse: Meister

Dirers Erdenwallen (Dramatisches Charakterbild in einem

Aufzuge, Berlin, 1871),
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having listened to a tirade of réproach from his wife,
says:
 'Hadre darum mit dem ScHbpfer,

'"Der flir andere Bestimmung,

'Wicht zum Handel, mich gebildet.

'Wollt' ich rechnen, keaufen, zdlhlen?' (scene ii).
Hans Sachs' wife in the drama bg O.Haupt nags him for his
frivolous hobby: | .

'Und wo ist der Meister Sachs? - auszer dem Hause

beim Wettsingen - und wenn er zu Hause ist, was thut er?

| er sitzt und sinnt, als wlre er trunken, zdhlt an den
Fingern und schreibt! Das nennt er dichen, ich aber .
Narretei.' (I, 1ii).
Possibly the greatest example of an artist whose family
interferes with his life is to be found in CGerhart

Hauptmann's Die versunkene Glocke. WMo sooner does

Heinrich find the blissful happiness of the fairy-world
than voices are heard calling him from the distance. The
voices ~ those of the Pfarrer's search-party - call to

him in the name of religion, and above all of duty to ‘ |
wife and family. La‘ber‘ in the drama, too, his childr'e‘n
come to take him home, pleading in the name of their

dead mother and their own misery. Their claim upon
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(1)

Heinrich is irresistible.

Society, however, is not always shown in the dramas

| to take direst and positive action against the artist)
its influence upon him may be more subtle, passive
criticism working on the artist's conscience untilkhe
feels himself hemmed in by it. This negative interference]
on the part of Society is felt, for inst%gce, by Goethe

in Carl Heckel's Friederike von Sesenheim. The very

contact with town-life and normal men is to him a
constraining forces

' Zur Kerkernacht ward mir

'Die Stadt, zur Fessel jedes Band, das dort

'Mich hielt,...' (T, i).

(1) In some drames this interference is directed less towards
the artist's life than towards his actual work. Rudolf

Baron von Gottesheim, in his William Shakespeare (Drama in

einem Act. Prag, 1883), presents a hero who is subjected
to such treatment:
'Diesz s0ll ich 4ndern, streichen, diesz und das,
'Beim Zeus! das kann nicht sein, das wlHr' ein
Stlick
'"Plir eine Gauklerbflhn', ein Stfick fiir Narren -'
(scene iv).

(2) (Idyllisches Drama in 3 Aufzligen, Mnchen, 1880).
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- Ludwig van Beethoven (Ein dramatisches Charakterbild in

sketeh Der Dichser. The hero, a genius who has created

world which it needs. He must rather think of his wife

(38)

Byron, the hero of Elise Schmidt's Der Genius und die

Gesellschaft, makes the same complaint:

'Da steh' ich nun allein,...am Meeresrand...Die
griinen Wogen kommen herangesaust...lch gehe anter...Und

das Meer ist die Gesellschaft - und ich - wer bin ich?

Ein widerwldrtig Gebundener!' (T, iv).
The clearest example of an artist thus affected by the

passive criticism(of his fellowmen is found in Hebbel's
1)

a work of art, is unable to give it the start in the

and children, and realising his duty to them he sacrifices

Sée also Karl von Holtei: Lorbeerbaum und Bestelstab oder:

Drei Winter eines deutschen Dichters (Schauspiel in drei i

Akten, In Theater. Breslau, 1845, Schleusingen, 1840<2}§

vier Aufzllgen. von einem Bommer. Leipzig, 1870); s.H.

Mosenthal: Ein deutsches Dichterleben (Schauspiel in flinf

Aufzligen. In G.W. “tuttgart und Leipzig, 1878. III);

Rudalf Baron von Gottesheim: William Shakespeare.

Hebbel's Michel Angelo presents in this respect a

complete contrast to the hero of Der Dichter.,
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his fame for their sakes. He gives up all claim to his worlk

devotes himself to his family and is recognised only after -

his death. 7
Another frequent source of interference in an artist's

life is seen to be the girl he loves., The artist-hero

must, in many cases, choose between her and the pursuit of

his art - both being strong influences in his life.

Wilhelmine Sostmann presénés in her drama Peter Vischer

a hero who, engaged to Sebalda, renounces a trip to Italy

which meant everything to his art. 5einrich Laube's Die
1)
Karlsschiller shows another si?uation of this kind and in

Das Lebensende Rafael Sanzio'E Friedrich Maschek creates s

hero who dies of the interngl struggle.

It sometimes happens in an artist-drama that the normél
maﬁ does come to have a respect and uhderstanding for the
artist's value, but not until it is too late for him td
show his appreciation. The artist repeatedly appears
unrecognised during his lifetime and only in the hour of
death, or even after it, is he rewarded for his work.

‘Posthumous recognition appears as an important theme#ih @éh&A

(1) (1846. In G.W. XX¥. Leipzig, 1909).

(2) (Dramatische Scenen., Reichenberg, 1887).,
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dramas. F.von Rurlénder's Dichterfreundschaft eXpresses

this thought in the following passage:

'"Die armen Poeten, sie haben doch sehr unrecht, sich
so zu qulilen, um erst nabh ihrem Tode zu leben; 'denﬁ bevor
sie nicht begraben sind, beklmmert man sich nicht um sie,
dann erst, wenn si® von Gips oder Stein amf einem Kasﬁen;i
stehen, verehrt man sie.' (scene vii). |

The hero of F.Ferdinand Kieszling's Ein Tag aus

Shakespeare's Leben expresses a similar conception of the

artist's fate:

t

'"Lorbeer flicht man um Totenschidel nur.' (scene v)e

An artist who is more than once shown in the %ramasto
1) .
receive recognition in the hour of death is Tasso,. 'Many
however receive it only after death. One such unrecognised

artist is the hero of Hebbel's Der Dichter. His case is

unusual however in that, as has already been seen, he
himself choeses to remain unknown during his lifetime and .

indeed gives no thought to posthumous fame. He does

J.Ch,Preiherr von Zedlitz: Kerker und Krone (Schauspiel in

flnf Aufzfigen. 1833, In Dr.W, Stutteart, 1860. II); J.D.

Hof fmann: ‘Tasso'i Tod (Trauerspiel in finf Aufzlgen.

Iasso'g Tod (Trauerspiel

Leipzig, 1834); Ernst Raupach?

in fnf Aufzligen. In Dramatische Werke ernster Gattunge

Hamburg, 1835, 1IV).
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Bventually receive recognition at the hands of his rival:
'"Der Dichter stirbt: nun legt er ihm den Lorbeer

auf den Sarg und fligt hinzu: 'ich verzeihe auch mir,
denn nun ist der Beweis da, dasz er)als Mensch und Poet
gleich grosz war.'! (section 4)51

Among the dramas are a great number of oases’in which
members of normal society appear to realise the different
nature of the artist and to admire and appreciate his
woek, valuing art as the highest expression of human
activity. These dramas will be seen to appear
predominantly both in Romantic times and again in the
late years of the century. +4n all such dramas the artist
is a real hero and not merely a useful acting character.
Far from being ridiculed and formented by his fellownmen,

he is envied by them for his great power of creation. In

J.D.Hoffmarm's Tasso's Tod, for instance, the hero is.

See also Albert Lindner: Dante Alighieri (Dramatisches

Gedicht in drei Abtheilungen. Yena, 1855); Karl

Sondershausen: Da Ponte (In Yer Letzte aus Altweimar.

Erinnerungen und Dichtungen. Weimar, 1889, III); Julius

Grosse: Meister DlHrers Erdenwallen; Wilhelm von

Warteneggh Mozart (Festspiel zur hundertjBhrigen
Todsenfeier., Wien, 1893).
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envied by the normal man for his ability to express what
is generally inexpressible: |
'...-Wenn das Leben,
'Der ew'ge Widerspruch uns irr gemacht; -
'"Dann ist nichts so erfreulich, als der Einklang,
'"Der aus des Dichters Worten t8nt., Er darf
'Thn pflegen in der treuen Brust, ihm ist
'Dije Welt vollkommen, jeder Widerspruch
'Ist ausgeglichenj...' (11, 1)

In Theodor Goltdammer's Petrarca und Laura, too, the

layman Hugo envies Petrarca his power of expression,

while Friederike in the drama G8the im Elsasz, by Leonhart

Wohlmuth thus defends the artist's profession:

'Ldstere nicht Deinen “eruf, dem Dir ein HBherer
gestellt hat als ich und selbst als alle Groszgg?gggmder
Erde.' (TT, viii).

A similar attitude is seen in Laube's Die Karlsschiilere.

Apart from being appreciative of the artist himself, many

[

(Schauspiel in 5 Akten. Berlin, 1858)., See also Carl

Heckel: Friederike von Sesenheim:

'Erstaunt habt seinen Worten ihr gelauscht;
'"Was almend wir empfinden, er spricht's aus,...'

(I, 1ii).
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(3)

normal men are shown in the dramas to admire the

(1)

individual works of art whiech he creates, Praise is

lavished upon the artist in all those dramas in which

(2)

some occasion of his life is commemorated. Another aspect

of the adoration of the artist is seen in the numerous
dramas which present the theme of patronage. The state
admires and acknowledges with pride its responsibility
towards the artist in, for example, F.W.Ziegler's

(3)
Benvenuto Cellini or I.F.Castelli's Raphael. The Flirst in

the latter drama says:
'Wenn wir, die Herrn der Welt, die Kllnstler nicht
beschlitzen, )

'Wer m8chte dann wohl gern auf dem Parnasze sitzen'

(scene ii).

For examples see Wilhelmine Sostmann: Peter Vischer;

‘G.C.Braun: Der Schmied von Antwerpen. o

For instance, Justus Frey: Goethe'g Genesung. (1823, In

Gesammelte Dichtungen. Prag, 1899); Heinrich Stieglitz:

Mozarts Gedidchtniszfeier (Yedicht. MHinchen, 1837); Emil

Hopffer: Der Wildschiltz vom Avon,

oder Das Bild der Porzia. (Ein Lustspiel in vier Acten.

In §.dr.W. Wien, 1824, IX).
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Anether example ?f patronage is found im L.F.Deinhardstein's
: 1)
Flirst und Dichter:

'Es kamn der tllrst nicht Klinstler schaffen, doch
'Verbinden kann er sie und sie erhalten,
'Das haben alle Zeiten uns erwiesen,

'Der Medici, Elisabeth und Este,...' (II, x).

Goitdammer's Petrarca, too, is favoured by the society in
which he lives and receives a crown in the name of France
and Italy. Shakespeare, in the draméz%y Wilhelm Schi fer,
is protected by variouvs members of the English court = the
Queen herself, Southampton, Essex, Herbert.,

An outétanding example of the publie's unanimous
acclamation of an artist is to be found in Grillparzer's

(3) |
Sappho. The entire society in which Bappho moves is

(Dramatisches Gedicht in vier Akten., In G.dr.W. V.

Leipzig, 1851).

(2) Wilhelm Shakespeare (Schauspiel aus der Benaissancezeit

(3)

England's in drei Aufzligen. 28rich, 1900), See also Emil
Hildebrand: &Ein gefangener Dichter (Lustspiel in 1 Akt,

Landsberg a.W., [1850 ); a society devoteéd to the
cultivation of art and the protection of the artist is seen

too in Wagner's Die Meistersinge r von Mi®nberr (Mainz, 1862)

(Trauerspiel in flnf Aufzfigen. Wien, 1819). The text used

for quotation throughout is that of Grillparzers Werke

(Im Auftrage der Reichshaupt- und Residenzstadt Wien.

herausgegeben von August SBauer. Wien und Leipzig, 1909, 1),
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devoted to her. ©She occupies an unassailable position
above the heads of the common herd, out of reach of her
fellows and worshipped by them. The background to the
dramatic action is formed, to a great extent, by the
jubilations of the crowd. The stage directions for the
raigsing of the curtain at the beginning of Act 1 are:
Zimbekn und Fl8ten und verworrener Volkszuruf in
der Ferne..
The first words spoken are an exhortation by Rhamnes that J
all should join in acclaiming the great artist:
'Auf, auf vom weichen Sechlaf! Sie kommt, sie
naht!...
'Heraus ihr faulen MHdchen! 2Z8gert ihr?..
'...Sappho naht!!
deschrei . (von innen):
! Heil, Sappho, Heil!l'
Rhammes:
'Ja wohl, Heil Sappho, Heil! Du braves Volk!'
(I, 1).
- Rhamnes narrates proudly Sappho's triumphant career, He
lqoks up to her as to & goddess, praising her, rejoiciﬁg
in her success and exhorting the pthers to do her honour,
To‘this conception of Bappho Rhammes remains faithful

throughout the drama, and at the end of her life he still
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regards her with adoration, mixed though it be with awe.
When Bappho herself appeaws, one is instantly aware that.
she is accustomed to adulation and.thatlshe regards hérsdf
as a goddess among men. She is robed in a strikihg manney,
speaks in a majestic tone and, while striving to |
establish a libk between herself and her fellowmen,hmerely
emphasises the gulf which separates them. The crowd is
never ﬁiréd of singing hymns in praise of her:
"Wohl uﬂs, dasz wir Dich, Hohe, unser nennen!,,'
(1, i1)e
Rhamnes punctuates the proéeedings with expressions of his
own personal worships:
'3ei mir gegriiszt, gegrllszt, Du Herrliche!' (I, ii)
Phaon too, when he 2nters, shows an almost religious
adoration of her. There ig a clear gulf in Phaon'é mind
between Sapphé and himself. '"Brhabne Fraul!' he cailé hef
(I, iii) and indeed he is deeply conscious of the favour
which she is bestowing upon him in associating with him at
all: |
'"Tie kenn ich so viel Gfite je bezahlen?
'Stets wachsend fast erdrflckt mich'meine Schuld!' )
(I, iii). |

The normal men in this drama are clearly unanimous in their
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adoring attitude to the artist in their midst.

The laymen can give proof of his admiration for an artist
by granting hlm immortality and the theme of immortality
‘appears in a number of artist-dramas in all manner of
aspects. Some men are shown to consider the practice of
art as itself presupposing immortality for the artist:

'Casaf hat flr Rom gesieget.
'"Wo ist Roma's Glénz geblieben?

'Aber CHsar hat geschrieben,

'Cdsar lebt, wenn Hom erlieget -' (Karl Stein: -

Shakespeares Bestimmung. scene i),

Similarly Leonhart Wohlmuth's Friederike is completely
confident of the posthumous glory which will attach itself
- to Goethe's name:
'Wie ich hier zu Deinen Fliszen sasz und Deinen holden
Lledern lauschte, so wird spﬁter Deln Vaterland zu Deinen
Fﬁszen fuhen und Deinen begeisterten Worten lauschen,'

1)
(GBthe im Elsasz. II, viii).

In sole cases the normal man seems to anticipsge
immortality not so much for the artist's work as for his
human ~persondality.

'Die Welt wird vielleicht noch nach Jahrhunderten

(1) See also Heinrich ;aube: Die Karlssehfiler (IV, v).
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auf Euch selbst anwenden, was Ihr Hamlét sagen laszt: 'Wir
werden nimmer seines Gleichen sehn.''-

such is the belief of the Queen in H.Dorn's Im Globut(ll)

(V, viii). In similar fashion, Correggio in F.W.4iegler's

Benvenuto Cellini encourages the artist with the words:

'Die Nachwelt wird gewisz Deinen und meinen Nanhmen

mit Ehrfurcht und Bewunderung nennen. (I1I, iii).
One dovelopment of this attitude towards the artist‘may
be seen in those dramas in which the promise of
immortality is extended beyond his person to the subject of
his art. In Grillparzer's Sappho, for instance, Rhamnes
recognises that the artist's fame will be shared by Phaon,
the inspiration of her art:
| 'In fernen Zeiten unter fremden Menschen...
'Wird Sapphos Lied noch von den Lippen t¥nsn,
'Wird leben noch ihr Name - und der deinel' (V, iv)

In like manner, Laura in Theodor Goltdammer's Petrareca und

Laura reaps fame as the subject of the poet's art.

- In many cases, the theme of immortality is presented in

(1) (Historisches Lustspiel in 5 Aufzficen. Berlin, 1853).
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| (1)
its symbolic, outward form - the laurel wreath, It is thua

seen in Grillparzer's Sappho; and indeed the wreath acts

as a thread which runs through the entire drama. Sappho's

The menner of accepting the wreath varies in the dramas.

For instance, to some artists it is a welcome honour, (see
C.S.Schier: Palestrina (Klinstlerdrama in 2 Akten. #81n,
1825); L.F.Deinhardstein: Stradella (Drama in drei Akten,
In G.dr.W. IV, Leipzig, 1850); Wilhelm von Chezy:

Petrarca (Kiinstler-Drama in fiinf Acten. Bayreuth, 1832);

Carl Scholl: Die Beethoven-Feier in Zfirich am 16.

Dezember 1853 (Dramatischer Prolog); Theodor Goltdammer:

Petrarca und Laura; Georg Zimmermann: Theodor “8rner

(Historisches Drama in drei Akten, Darmstadt, 1863);

O.Haupt: Hans Sachs; Gustav Burchard: “ans Sachs (Ein

dramatisches Spkel in einem Aufzuge. Berlin, 1894);
Rudolph Gende: Hans Sachs (Ein Eestspiel. Berlin, 1894);

Edwin Bormann: Der Kampf um Shakespeare (Humoristisches

Mirchendrama in einem Akte. Leipzig, 1897), Other heroes
congider a laurel-wreath a mixed blessing (see F.W.Gubitz:
Sappho (Melodrama. In Schriften. II. Berlin, 1818);

Carl Meisl: Orpheus und Euridice oder 30 geht es im Olymp

zu! (Eine mythologische “arrikatur in zwey Acten., In
Th.Quod, II. Pesth, 1820); Eduard von Schenk: Albrecht
Dlirer in Venedig (Lustspiel in einem Aufzug., Iin

Schauspiele. II, S3tuttgart und Tibingen, 1833),
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first arrival, following close on the actual ecrowning
ceremony, necessitates a full account of the occasion,.
She wears her crown proudly and thanks her admirers for
the honour done her:
'Dank Freunde, Landsgenossen Dank.
'Um euretwillen freut mich dieser Kranz...' (I,ii)
The wreath appears later to Sappho as the symbol of her
enpty life odf devotion to art:
'"Umsonst nicht hat zum Schmuck der Musen Chdr
'"Den unfruchtbaren Lorbeer sich erwdhlt,
'8a1t, frucht- und duftlos drilcket er das Haupt
'Dem er Ersatz versprach fiir manches Ypfer,'
(I, 111).
Her final appearance shows Sappho once again reconciled
to her laurel-wreath. <t is on her head as a sign that ghe
realises the necessity for the 'Opfer' of which she spoke,
‘as a sign that she is prepared to renounce life in favour
of art. The wreath thus reflects the changes in Sappho's
own attitude to her fame.
-~ It has been seen that in the dramas whose hero 1s
misunderstood by his fellows, his abnormality may be
‘explained in terms of madness or depravity. The artist,

surrounded by a well-disposed society, however, may be

considered abnormal and different, but for other reasons,
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Far from being inferior to other men, the artist is in many
cases shown to belong to a superior race, Instead of
dubbing him a madman, his fellows acknowledge the
superiority of his unconventional way of life over their
humdrum, drab existence; his abnormality is admired as well

as excused. Leonora in Ernst Raupach's Tasso's Tod, for

instance, speaks thus indulgently of the artist, echoing
the words of Rhamnes at the med of Grillparzer's Sappho:
'Die Erd' ist eben seine Heimath nicht.' (III, 1i).
Members of normal society who are thus sympathetic towards
the artisb's abnormal nature appear in many dramas to give
him whatever freedom he may wish., They understand his
peculiar requirements and realise that he is merely
fulfilling the demands of his calling when he claims
complete liberty of action. Consequently they do mot wish
to 1limit him in any way nor force him to conform to -
everyday standards, Southampton, Shakespeare's patron in-

Albert Lindner's William Shakspeare, speaks thus:

'"Dichter sind Kinder, die keine Zeit haben, die
Wirthschaft auf Erden zu lernen, weil sie bei den G8tterm

spielen missen im Himmelssaal.' (III, viii).

3

The word 'Kinder' reflects the indulgence which is aceorded i
to the artist in this particular drama.

'Ach, Friulein, mit Dichtern musz man es nicht so

genau nehmen' -




(52)

so says MHller in Wilhelm von Polenz's Heinrich von Kleist,

(II, iii); and F.A.Gelbcke in the drama Albrecht DHrers

Tod emphasises the need for genfleness in handling artists:
Schiuflein: ‘ ,
'Nacktkliegt des Klinstlers Herz dem Leben da,

'Und es erfordert eine zarte Hand, '
'"Es wohl zu pflegen.' (I, v).

In ®arl Stein's Shakespeares Bestimmung, Green thus advises

the poet's wife:
'M8chtet ihr ihn ganz verstehen,
'"Mitleid miisztet ihr ihm weihen.' (scene v),
a similar thought being expressed elsewhere:
'"Der Klinstler Launen musz man willig Ubertragen;'
(I.F.Castelli: Raphael. scene ii).

There are among the dramas many examples of artists who
are only too desitous of following their own bent and
ignoring their human responsibilities. When presented in
the midst of a sympathetic, indulgént society, these
artists are not criticksed for their attitude, but are
approved. Indulgent patrons demand that freedom be
accorded to them. The artist must be allowed to devélop
his talent as he wishes - freedom is his right - whether
freedom from political interference or from the

constraining bonds of human duty:

!
,




- undertake to persuade him even against his own will to

(1)

- break away. One presentation of this situation which -

(53)

'8r war zu frei, um wie die Anderen
'Die Fesseln alter Formen nachzuschleppenj;

'"Er war zu kilhn, um nicht mit Riesenkraft

'Sie abzuschiitteln, zu zerspringen sie;
'“p war zu grosz, um andere Gesetze
'Zu kennen, als die er sich selber gab!'

(1)

- i
(Carl Schodl: Die Beethoven-Feier in Ziirich). |
|

Further, the normal man is often shown encouraging the
artist to abandon home and familj and advancing him on
the r;ad to complete devotion to art, In these cases in
which the artist-hero is himself content to be bound and
limited by the world, his far-seeing advisors take

positive action to preserve his freedom, and often

frequently occurs shows the artist's beloved as the |
central figure. 'Realising that her love is hindering his
career, she voluntarily renounces all claim to him and '

sacrifices herself for his sake. In other cases, a

friend, more perspicacious than the artist himself and

See also Carl Meisl: Die Dichter; F.Ferdinand Kieszling:?

Ein Tag aus Shakespeare's “eben; ILudwig van Beethoven

von einem Bommer,
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Du sollst mich nicht #berschiitzen, ich bin ein unbedeutend

Kind neben dir. Du sollst nicht gehindert werden in deiner |

_The friend's advice is seen in Friedrich Kind's Van Dyck's

(54)

aware of the danger which threatens his career, advises him
strongly to give up the duties of normal 1life and devote
himself to art alone. Thus the Kaiser in L.F.Deinhardstehf;

(1)

Hans Sachs says to Hans:

'"Du bist nicht gllicklich in der Liebe, Sachs.

'"D'rum h8re meinen Rath: gib dun sie auf!

'"Ich biethe dir ein ruhig Leben an,

'"Dasz du mit Musze pflegen kannst der Kunst;':
(1Vv, iii).(z)

Karl von Holtei shows the artist, in Shakspear in der

(Dramatisches Gedicht in vier Acten. Wien, 1829),
Examples of the girl's sacrifice are to be found in S.Wiese's

Beethoven; Heinrich Laube's Die Karlsschlller; Leonhart

Wohlmuth's GBthe‘ig Elsasz., In the drama by Laube, Laura

is shown refusing to flee with Schiller for this reason: |

'Du sollst nicht erniedrigt werden um meinetwillen.

Laufbaln durch - deine Laura.' ( V, ii Yo

Landleben and Ca®*l Heckel's friederike von Besenheim.,
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Heimath, leaving his responsibilities behind and finding

immediate favour and pabronage at Court, In Richard

(1)

Dehmel's Der Mitmensch, the normal man despises men like

himself and deplores the power of human ties - and
particularly of love - to interfere in the all-important
work of an artist:

'Und weil ich nicht ertragen will, dasz dies Weib
dich entzwei macht! mit ihrer Gier! und ihrer Schlaffheit!
Weil du mir zu schade bist zu ihrem Spiélzeug! Weil du
Du bleiben sollst: dein Herr! kein Pudel deiner Kinder
und Dienstboten werden...Weil du Allen geh8rst! Weil
Zukunft in dir ist! Weil du Andres kannst, als Bastarde
machen...und dir Edleres blliht als so'n Frauenzimmer{..
Leute wie Iegh sind zum Heiraten gut!' (I).(Z)

Grillparzer's Sappho affords probably the most obvious

example of the artist exempted by society from normal

duties. She is regarded by her fellowmen, represented by

(l)(Tragikodeie. 1895, In G.W. III. Berlin, 1916),
(2) In the same vein, The normal man speaks to the woman whose{
‘love interferes with the artist's career:
'sie wlinschen nur, geliebt zu werden! - Glauben
Sie, das kann ein KlUnstier Ihnen biethen?...Nein, mein
Frﬂu;ein: solch ein Mensch, der 18szt sich nicht besitzen!

Der geht, wie seine Phantasie ihn treibt! Und man 18szt

ihn gehen! Sonst geht er zugrunde.,' (II).
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Phaon, Melitta and Rhamnes, as a goddess, a ruler, and
therefore to be tended, worshipped and indulged in every
way. Sappho, however, does not wish this exemption from
normal, human life. Her greatesf desire is to live the
life of an ordinary woman, to share in the experiences and
suffering of the world and above all to be loved bj Phaog.
Her first appearance in the drama emphasises this po&nt -
she tries conscioudy to lower herself to the same level
as the péople, while they themselves delight to adore her
from afar and to treat her as a superior. In the samé_
way,'she'introduces Phaon as her equal and theirs, and
expresses her intention to fenounce the free 1life of art
and restfict herself to domestic life with him:

'Er war bestimmt, in seiner Gaben Flille,

'Mich von der Dichtkunst wolkennahen Gipfeln

'In dieses Lebens heitre Blﬁten;Tﬁler

'Mit sanft bezwingender UYewalt hérabzuziehntymu

(T, ii).
Séppho scorns the flattery of Phaon, yearning only. to be
treated as a normal woman. |
'Du schmeichelst sllsz, doch, Lieber, schmeichelst
aus' (I, 1i11),

v , : o
she says, where another, more pleased with flattery, would

have answered:
'Du schmeichelst, Lieber, doch, du schmeichelst

slisz!!
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Phaon, regarding her as so much above himself, addresses
Sappho as 'Erhabne Frau', but Sappho pathetically tries
to break dbwn the barrier between them:

! Nicht so!

'Sagt dir dein Herz denn keinen sliszern Namen?'

(T, iii).

She even envies those who, like Phaon, have lived all
their lives as simple people, gifted physically ratherA‘
than mentallyf | ‘

'Und leben ist ja doch des Lebens hBchstes Zieil'

(I, iii).

Sappho‘s wish fo be a normal woman would have been
approved in a harsh, artist-hating society. S8he would
have renounced the mad, unwomanly career of art and
becomg an ordinary human being. The society against:
whose background Sappho lives and works, however, hasba
fixed attitude towards artists and believes that they are
far superior»to normal men. Such a society cannot
unders tand or approve of an artist who breaks out of her
own sphere of life. This unsurmountable barrier of
general opinion Sappho soon encounters, and she realises
then her great mistake: | |

'0 Trin! warum stieg ich von den H8mn,

'Die Lorbeer krlnt, wo Aganippe rauschy,
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'Mit Sternenklang sich Musench8re gatten, .
'"Hernieder in das engbegrenzte Tal
"Wo Armut herrscht und Treubruch und Verbrechen?
'"Dort oben war mein Platz, dort an den Wolken,
'Hier ist kein Ort f8r mich, als nur das Grab.'
(111, ii).
Finally; then, Sappho must accept as inevitable the gulf
which society sees between heréelf and her normal Sellowse
She has only one duty in 1life - to devote herself entirely
to her art, exempted as she is by common consent from all
human responsibility.
A variation on this theme - the artist's exemption from
normal human duty - is provided by Hugo von Hofmannsthal's

(1)

Der Tor und der Tod, From the beginning‘of his career as a

dilettante artist, the hero, Claudio, has been allowed to

do exactly as he thought best., This apparent indulgence
on the part of the ordinary society is not however due to

their understanding of his needs as an arﬁist and their

adoration of him - as is the case with Grillparzer's Sappho -

but rather to their complete indifference to him. At the
very outset, Claudio appears discontented. He regrets the
lack of human contact in his past life - regrets that he .

has been allowed such freedom from worldly cares and

—in

(1) (1893. 1In Die Gedichte und kleinen Dramen. Leipzig, 1930).
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“relationships, His first speekbh is one of yearning for
the companionship and hard labour of normal life:

'Wie nah sind meiner Sehnsucht die gerfickt,

'Die dort auf weiten Halden einsam wohnen

'Und denen GHter, mit der Hand gepflfickt,

'Die gute Mattigkeit der Glieder lohnen...

'So seh ich Sinn und Segen fern gebreitet

tUnd étarre voller Sehnsucht steté hinflber,...'
Claudio looks with envy at the lighted windows, each of
which ‘could tell a tale of family happiness or tragedye.
He contrasts his own life:

'....ich habe Tr8sten nie gelernt.'
?he climax of his speech is reached when he expresses thus
his extreme loneliness:

'"Was weisz denn ich vom Menschenleben?

'Bin freilich scheinbar drin gestanden,

'Aber ich hab es hB8chstens verstanden,

'Honnte mich nie darein verweben,'

This discontent of Claudio is bouhd to remiﬂd one of
Sappho. Like her, Claudio regrets the futility of his
 past life of devotioﬁ to art alone. Like her, he
sudden;y,desires only to be an ordinary man. That there
is a difference between the two cases is however apparent,
and the difference lies in the natures of the two artists,

in their art, and in society's reason for exempting them
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from normal obligations. Whereas Sappho lived and worked
among her fellowmen, allowing them to share in her art and
her triumph, Claudio's art is, like his nature, remote,
selfish, unemotiona{%) With this outlook on the world, it
is not to be wondered at that Claudio, unlike Sappho, does
not attract the affection of his fellowmen. Sappho, moving

as a queen among her islanders, is adored and worshipped .

by them, and just because they reverence her thus, they.-

wish her to be left undisturbed by human troubles. Claudio |

however says of himself':
'"In mldem Hochmut hegend, in Entsagen
'"PTief eingesponnen leb ich ohne Klagen
'In diesen Stuben, dieser Stadt dahin.

'Die Leute haben sich entwBhnt zu fragen

p. 117).
Living the life of a hermit, he soon becomes totally ..
ignored by his fellqwmen. Even his relations - mother, ...
-sweetheart, friend - are in no way deeply concerned for his
 wg1fare. They have become used to his selfish way of life

nd have‘gradually lost interest.

'Und finden, dasz ich recht gewdhnlich bin.' (ed.cit

(1) See Chapter II, p.§3 €5




says Claudio of himself, and the three apparitions

confirm his words., The mother, self-sacrificing and
loving, yet comes to realise that she means nothing to him
and gradwally grows apathetic towardsvhim; the girl who
dubmits with sorrow to the treatment whic h Claudio infliets
upon her, scareely expected more from him, She remembers

her sufferings but knows them to be unimportant:

The friend shows his feelings for Claudic in a much more
definite way, tells him just how basely he acted and how

little he is esteemed:

Claudio, then, is surrounded by a sochbety whioh was

(61)

'Wohl keinem etwas, keiner etwas mir,' (ed.cit.
p.129),

'Ich hab dir nicht geschrieben. WNein. Wozu?

derzen

'Was weisz denn ich, wieviel von deinem
'"Tn all dem war, was meinen armen Sinn

'Mit Glanz ynd Fieber mo erfllllte, dasz
'Ich wie im Traum am lichten Tage ging.
'Aus Untreu macht kein guter Wille Treu,

'Und Trinen machen kein Erstorbnes wach.

'"Man stirbt auch nicht daran.' (ed.cit. p.127). !

'Flir dieses haszte endlich ich dich so,
'Wie dich mein dunkles Ahnen stets gehaszt, |

'Und wich dir aus.' (ed.cp ) 4&6;)
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prepared to give him all the freedom which he might want
for the development of his talent, He takes advantage éf
this offer, cuts himself off entirely from the world and
cultivates an art which is completely self-centred.
Society as a result abandons him completely.‘ Only then
does Dlaudio realise how unfruitful his life has heen, and
begs toube alloved to start afresh with a new and less -
selfish outlook. Sappho, on the other hand, finds'herSelf
in the midst of an adoring society which relieves Ber of
normal duties,desir;ng her to work for her.art alone,

Yet Sappho reaches the same conclusion as Claudio - a life
entirely devoted to art is em»ty and one-sided; human
relationships‘and ties are too valuable to be ignored.
Both are.allowed in different ways to taste the life which
they have come to desire. Their reactions are in no way -
similar. On the one hand Sappho acknowledges her mistake
in attempting to enter normal life as a normal woman;
Claudio realises, with full conviction, that his art-life
has been valueless and that he should endeavour to live .

the new life which he has discovered.




~in a fit proportidon or, if necessary, to disregard one

' or other altogether,

(1)

Rosa (1821).

- artist and man at the 8ame time are generally those

(B): THE ARTIST'S BEHAVIOUR IN THE WORLD OF NORMAL MEN.

It has been seen that the reaction of the normal man
to his contact with the artist looms large as a problem
in the 19th-century artist-dramas. The complementary
problem - the artist's behaviour in the world of normal
men - receives even greater emphasis at the h.andls of tlp
dramatists and is presented by them in a variety of
lights. In almost every dramatic presentation, the
artist's conception of his duty is seen to vary. Some
artist-heroes are showﬂ to find no difficulty in
reconéiling the claims of their teo interests; more,
however, discover that art and normal life conflict and|

that they must struggle to balance their #ival demands.

The artist-heroes who find no difficulty in being

(1) |

represented as mere herces of intrigue, as teachers of |

For instance, the hero in L,F.Deinhardstein's Salvator




(1)

(2)

(3)

1 | (2)

Art, painters to commission, art-salesmen, and appear
mostly in dramas written early in the century. The
dramatist presents them living as men in the world,
working‘at their trade, buying and selling, earning money,
fulfilling their duty to society. They do not conceive
that their art might have a deeper significénce, that it
might indeed affect and influence their very 1ives¢ ATHus{
in such dramas, no conflict arises in the artist's mind
between his art and his normal existencé?)

- There are, however, many dramas in which the hero does

realise that art is of more significance than a mere trade,

“and that it claims his allegiance and khereby interferes

with his responsibilities towards his fellowmen, The

For instance, the hero of Ernst von Houwald's Das giigT
(1819).

For instance, the heré of Friedrich von Heyden's Apelles
(1819).

While no actial conflict is noticeable in the dramas, it
may of course be implicit in the Ereatment which the hero
receives. Thus the shallow accepbance of art is satirised
and the artist's serious duty to his vocation emphasised

by its very absence in, for example, Carl Meisl's Die

Dichter (1824) and G.C.Braun's Der Schmied von Antwerpen
(1824), |
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awareness of such a problem produces different reactions
in different artist-heroes; Many - and this abtitude
is emphasised for the most part about the mid-century -
are aware that they are faced with the choice of
fulfilling their duty to art or their obligation to life,
but do not hesitate bto turn their back upon art., *ife,
they insistdb, ié more valuable than art. One hero who inv
this way prefers the simple life of an ordinary man to a
life dedicated to art is Wilhelmine Sostmann's Peter
Vischer: ‘
' .o= wolnt das Glfick nicht auch in engen Mauern,
"o sich der Fleisz und nfitzlich Wirken regen, .

'"Wenn nur Zufriedenheit im Herzen wohnt?'

N

(Peter Vischer (1832), III, iii).

Similarly the heroes of Karl Gutzkow's Lorber und Myrée

' (1) i
(1855) and Adolf Stern's Brouwer und Rubbns see the value

of devoting themselves to human, rather than to artistic

(Ein Spkel in zwei Aufzligen. ‘“eipzig, 1861)., A later

example of this attitude is seen in Budolph Genéé's Hans

Sachs (1894) in which the hero appears as a normal, hard-

working, home-loving man whose loyalty towards his family

is firm. This preference for earthly happiness rather thaﬁ

artistic success lends itself to ridicule by earlier,
Romantic dramatists, such as, for example, Carl Meisl in

his Orpheus und Euridice (1820).
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pursuitse. ‘

Not all artist-heroes of this mid-century period decide
so easily that art ahould be subordinatedlto normal life,
In L.F.Deinherdstein's Garrick in BristoZ(L,)the poet
Frondhem is shown to be much less decided as to his course
of action when faced with a choice between art ‘and life:

‘1,..verdammte Pein! —Was ist zu thun? |
'"Mich 18szt die Liebe und die Kunst nicht ruh'n;'
(T, i)o
He realises that both art and life have a claim upon him
and suffers, struggling to do his best in both directions.
There are many artist-Beroes who are presented in this
way as enduring a great inner conflict before eventually
turning their back upon art, and it is interesting to see
how differently they may react to the insistent claim of
socieby upon them. Sole are able to follow the two paths df

duty almost simultaneously, turning from the one to the

(Lustspdel in vier Aufzligen und in Versen., Wien, 1834),

See also J.C.Freiherr von Zedlitz: Kerker und Krone (1833)

Tasso speaks:

'So lang' die Luft ich athme dieser Welt,

'Bin ich im Kampf befangen...' (V, V).
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other as occasion’demands and keeping the-art-world
entirely separafe from the normal woeld. One such artist
who is shown - in a satirical presentation - keeping faith
with both art and life and turning from the one to the

(1) |

other, is Forell in Karl Sondershausen's Pegasus im Joche:

'Da k8mmt mir eine “dee! - Ach, wie zur Unzeit! -..
Die Muse besucht mich - in der schmutzigen Wirtschaft! =
Geh'! Geh'! weiche von mir, du Himmlische!l..' (T, ii).

In S.H.Mosenthal's Ein deutsches Dichterleben (1878) too,

Blirger is unable to devote himself to his art because of
his wife's illness:

'0, vergib mir, Muse, wenn ich dir jetzt die Thily
verschliesze! Grolle nicht und komme wieder, wenn ich sie
wieder 8ffnen darf.' (II, iii).

There are, again, dramas - for instance Rudolf Baron von

Gottesheim's William Shakespeare (1883) -~ in which the

(Dramatische Bilder in vier Aufzfigen. In Der Letzte aus

Altweimar. Erinnerungen und Dichtungen. Weimab, 1859,

IIT). See also Rudolph Gene: Hans Sachs, where the

Ehrenhold thus describes Sachs' method of working:
'Zur Peierstunde nur nahn ihm die Musen,
'Dann ruht die Ahle, und die Feder eilt,...'

(Abt. II, Prolog).
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hero turns decidedly away from art, after an inner struggle
He takes this course, not because he considers art
inferior in importance to life, but because he cannot
serve both causes at once and is incapable of denying the
claim of his fellowmen . Shakespeare, in this dilemma,
gives up thg¢art which 1is so dear to him in order to
provide for his family. In ¥riedrich Maschek's Dasg

Lebensende Rafael Sanzio's (1887) the hero declines an

opportunity of pursuing his art, in order to gain the
love of a girl. The inner conflict which he suffers,
however, costs him his life.

One of the most striking examples of the artist's
struggle against the claims of normal life is seen in

Hebbel's sketch Der Dichter. Here the hero is torn

between love 6f his art and the desire to promote it in
the world, and, on the other hand, duty to his Wife“andr
children. He cannot both serve his art in the way hé
‘would wish and at the same time bear his responsibility
as a man. Art, he considers, is the supreme value:
'Lord Palmerston wiirde 1l8nser dauern, wenn er ein
Komma im Shakespeare wire, als jetzt, nun er ﬂaupt;-Voéal
im Staatsrath ist.' (section 10). ]
One thing is certain, however, - the hero cannot allow

his family to starve. How then does he fulfil his duty

towards his family and at the same time do justice to the
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art which is his first interest? He belleves that the
creation alone of a work of art is sufficlient fulfilment
of his artistic responsibility. If he furthers his work
as much as lies within his power, his obligation to his
genius and his art is ended. What happens afterwards to
his masterpiece does not depend on him, for it stands on
its merit as art and succeeds or fails irrespective of his
efforté%) Hebbel's artist-hero thus creates his masterpiecey
sees it on its way to a great future by yielding up his
claim to it, in favour of one who can promote it in the
world. He then feels relieved of all responsibility
towards his art and may devote his entire attention to

o W ende ‘
fSebbel writes in a letter to Emil Palleske (Briefe.dzgg.citi'

(1avr ™
AV, p.39. Nr.244. 23/6/47): %

'Die Frage nach dem #uszeren Erfolg...kommt...flir
'Die Frage nach dem Huszeren Erfolg...kommt...flir

die Kunst gar nicht...in Betracht,...Die Kunst hat ihren
Lohn und ihren Segeh in sich selbst,,' Similarly Edwin

Bormann's Der “ampf um Shakespeare (1897) revolves around

the problem - did Bacon or Shakespeare write the dramas ?

None can solve it and finally a crown is held above the
works themselves,- it matters little who is the author

since the masterpieces have been created,
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' his family. His chief duty, he feels, lies with them, for
while his art once created may survive without his help, ‘
his family cannot:

'Bin Gang des Armen, durstend, am Wirthshaus vorbei,

'in den BHckerladen hinein, ein Brot fllr die

Seinigen zu
'kaufen, ist mehr, als alle meine Stlicke.' (section
- 11).
Art is indeed of deeper significance tham human |
relationships; the need of his family is however more
pressing than that of his masterpiece. The fact that this
artist is essentially a normal man disposeé him to devote
himself to his social respohsibilities.
The fundamental normality of Hebbel's artist-hero is

one obvious point of contrast between Der Dichter and

Grillparzer's Sappho. Grillparzer's artist is a figure of
superhuman greatﬁess, set apart from normal men by reason
of her artistic tendencies. In a passing phase of her Storm
however, Sappho endeavours like Hebbel's artist to fulfil

her nature as a human being. While the hero of Per Diehter

is instinctive1y aware of the importance of human values
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(1)

and relationships, Sappho begins her career as a pure

artist and only after experience of a life remote from

(1) In some artist-dramas, the hero, though fully aware that.
his most pressing duty lies with hi@s human relationships,
is unable to ébandon his art. The artist, in such |
presentations, feels doomed to look on at life with
1onging, conscious that his true place is there, yet‘unablg
to deny his service to art. Schiller, for example, in

Heinrich Laube's Die Karlsschlller (1846) deplores the

enforced emptiness of the artist's life. ‘he same ‘
attitude is presented by the hero of H.Th.Schmid's Camoens

| T1643 -
(Trauerspiel in finf Akten. In Dramatische Schriften. I,

Leipzig, 1853):
"Wer ungenfigsam mit verweg'ner Hand
'In eig'ner Brust sich eine Sch8pfung baut :
'Ein ander Leben leben will hienieden, |
'Als es dem Staubgeborenen geziemt,
'Der musz die Gliter alle von sich werfen,
'Die es ihm mit Sirenenl8cheln beut:...' (III, iv)

See also Ludwig van Beethoven von einem Bonner (18703,

Such artists are, like Sappho, superhuman-beings who se
destiny does not lie in the normal world. Unlike Sappho
they cannot accept this fate but believe, with Hebbelis"
artist, that human responsibility ought not to be denied.

Their conflictvis thus insoluble, neither the solution

offered by Sappho nor that of Der Dichter being applicable.
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the world does she realise how much she has missed. As
soon as her eyes are opened to the value of normal human
existence, her previous life seems empty and worthless in
its exclusive dedication to art, and she determines to tuen
her back upon it and seek experience among her fellowmen.
At the beginning of the drama, Sappho has become aware

of the onesidedness of her life as a 'divine' artist
compared to the normal life of ordinary men:

'Gar ﬂngstlich steht sich's auf der Menschheit H8hn

'Und ewig ist die arme Kunst gezwungen,

'Zu betteln von des Hbbens ¥bverflusz.' (I, iii)fl)
Elsewhere, she says in similar fashion to Melitta:

'Weh Dem, den aus der Seinen stillem Kreise

'"Des Ruhms, der Ehrsucht eitler Schatten locké.

'Ein wildbewegtes Meer durchschiffet er

'Auf leichtgefligtem Kahn. Da grlint kein Baum,

'Da sprosset keine Saat und keine Blume,

(1) Aﬁ echo of this thought is heard in Friedrich Halm's.
Camoens (1838 :
'Unsel'ges Lied, das meinem Geist entsprosz,
'Unsel'ger Kranz, der meine Stirn umschlosz!
'Fir euch, Trotz biethend feindlichem Geschick,

'Entsagte ich des Lebens stillen Freuden.' (scene

iii).
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'Ringsum die graue Unermeszlichkeit.' (I, v).
Thus disillusioned, Sappho now looks to the other extreme =
complete absorption in life - as the ideal form of
existence. Phaon appears to her as the perfect example
of humanity, representing the physical qualities and
achievements which have come to mean so much to her:

~ '"Was kann ich Arme denn dem Teuern bieten?

'In seiner Jugend Flllle steht er da

'Geschmfickt mit dieses Lebens sch8nsten Blliten...

'...ng Kriftigen geh8rt die Welt!' (I, v).
Again, to Phaon:

'Werachte nicht der GBtter goldne Gaben,

'Die sie bei der Ueburt dem Kinde, das

'Zum Vollgenusz des Lebens sie bestimmt,

'Auf Wang' und Stirn, in Herz und Busen gieszen!..

'"Des Leibes SchBnheit ist ein sch8nes Gut

(1) Compare Ernst Leonhard: Tasso's Tod (1867), scene ii,

where Tasso regrets in like manner his decision to devote

himself to art:

'~ Geist meines Vaters, dessen N#h' ich ahne,

'Du hattest Resht, als Du den Sohn gewarnt,

'Das Spiel der Harfe zum Beruf zu wlhlen!..'




'Und Lebenslust ein kBstlicher Gewinn,...
'Und leben ist ja doch des Lebens h8chstes Ziel:'
(T, 1ii).
Sappho determines then to pursue this goal and partake of
the pleasures of ordinary human beings. Her art will, she
believes, be renewed as a result of this new way of life,
While she stood so far above the ordinary people, it was
itself remote, inaccessible, having no contact with the
real world and little appeal to her fellowmen. Now, Sappho
feels sure, the art which she will create will have new
value, being founded upon her knowledge and experience of
the 1life and world of normal men, This is the hope which
she builds upon her union with Phaon:
'An seiner Seite werd' ich unter euch
'Ein einfach stilles Hirtenleben flihren;
'Den Lorbeer mit der Myrte gern vertauschend
'Zum Preise nur von hHuslich stillen Freuden
'Die TBne wecken dieses Saitenspiels.
'Die ihr bisher bewundert und verehrt,
'"Thr sollt sie lieben lermen, lieben Freunde.'
(1, 1i),
Sappho's belief that the true subjects of art are to be
found in the world is echoed by many other artist-heroes.

It seems particularly to foreshadow the attitude of heroes
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(2)
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in Realist times. Goethe in Karl Gutzkow's ﬁer

(1)

KBnigsleutnant, for instance, insists that the artist

must participate in the life of normal men in order %o
acquire material for his art:

'Der Quell der wahren Poesie ist das Leben! Der
Geist hat keine andere Schule als die Welt!' (IV, xx).

(2)

Similarly, in Rudolph CGenée's Die Geburt des Dichters,

Die Poesie explains the purpose of poetry in this way:
'"Was in dem weiten All der Sch8pfung lebt, .
'Das ganze Streben und das ganze BSein,

'Die ganze Poesie im Weltenraume,

'Dein Dichterherz es schliesze Alles ein!'(ed.cit.
| p;l3).'
Some artist-heroes are shown to achieve this
valuable contact betweeh art and life by mereiy
observing the world from a lofty position. The study of

nature is proclaimed, for instance, by Charlotte Birch-

(Lustspiel in vier Aufzligen. 1849. 1In Dr.W. IV. Jena,
1871).
(Ein Festspiel zur hundertj8hrigen Geburtstagsfeier

Friedrich Schiller's. Danzig, 1859). See also F.A.

Gelbcke: Albrecht Dirers Tod (1836):
'Natur ist ja des Malers Lehrerin,

'Die Quell' aus der er sch8pft...' (II, v).
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(2)

Rubens in Madrid (1839). Uther examples of this attitude

(76)

(1)
Pfeiffer's Rubens as the basis of all good art. He

advises his students to model their art on living nature
rather than on works of art of the old masters. Other
heroes advocate the observation of human behaviour as the
foundation of art:

'Ein Gasthof ist die angemessenste Wohnung flir’
einen Lustépieldichter; Hier gehen wie in einer
Zauberlaterne t#glich hundert der neuesten Erscheinungen

an uns vorllber, und geben der fantasie reichen Stoff.'

(Lembert: Der Yichter und der Schauspieler (lBlS)é

I, 1V)6

-

are found in G.C.Braun: Die Kunstausstellung (1819):

Julius Graf von Soden: Das Bild von Albrecht Dlirer

o oA g 22

(Schauspiel in drei Akten. In Theater, III. Aarau, 1819),

Compare Karl Gutzkow: Richard Savase oder Der Sohn einer

Mutter (Trauverspiel in flnf Aufzlgen. 1839. In Qgiﬂ.‘xi;
Jena, 1872), where Miss Ellen says of actors and their
mathod of working:

'Sie dlirfen, wenn Sie einen Bettler am Wege sehen,
mit einem gespendeten Almosen an ihm voriiber gehen, wir
mssen stehen bleiben, ihm nach seinem Rummer fragén ungd
Jene Blicke beobachten, die die vorflberwandelnde Menge

stumpf’ und kalt auf seine BlBsze wirft -.' (III, ii),
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An early example of this attitude is seen in Theodor Hell'q

‘ Aufzﬁgen. Leipzig, 1806):

(717) !

These artist-heroes who stand outside the world like Gods
and who hope to derive experience of it from mere
observation, are fouﬁd mainly in dramas written during theﬁ
Romantic period. Tﬁe later dramas of the Realist period
show artist-heroes who believe such objective observation
of the world to be inadequate., An artist is equipped to
crea te, they believe, only when he has gained subjective
knowledge of the world, by actually participating in it.

In this respect, Sappho foreshadows the attitude of, for

instance, Georg Zimmermann's Theodor K8rner (1863) in

which Humboldt talks thus of the full appreciation of
history:

'...wer sie nicht

'Geseh'n, erlebt hat, dem bleibt sie verschlossen.'

(1)
(I, v).

See also Georg Hick: BShakespeare und Southampton (1875).

Das 1dyll oder die 3ucht zu Dichten (Lustspiel in finf

'...unser Schauspieler-Gesctzbuch sagts man muse
eine Lage selbst erfahren haben, um sie geh8rig zu filhlen,

und sie flihlen, um sie vollkommen darzustellen.,' (I, 1v),
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Some dramas present the painful, as well as the pleasant
aspect of an artist's experiences in the world:

'Ein Dichter musz in's tolle, lustige Lehen hinein
ranken,- dort in der Freude reift er und wird slisz! - )
doch auch der Schmerz bleibt nicht aus, der ihn keltert;'('
Indeed, many artist-heroes are shown to value harsh6gwu.
experiences particularly highly, on the ground that only
When'matured by pain and grief will they be ahle to
understénd and interpret the problems of humanity.
Friedrich Halm's Camoens recognises in this way the
beneficial effect of suffering:

'Ich war ein Dichter, und ich war es ganz!-

'"Was grollt' ich meinem Schmerz? - Ep war ja Segen1

'Gott muszte ihn in meine Seele legen,

'Denn nur verblutend reift das Dichterherz!'

()

/

(Camoens, scene iv)

(1)Fritz Volger: Im lustigen Alt-England oder Shakespeare

und seine Muse (Charakterbild in 1 Akt. Landsberg a.W, JB6)

(2) Compare G.C.Braun: Der Schmied von Antwerpen:

'"Doch wollt ihr malen lernen, geht dahin
'Wo Menschen sind, da ist auch Schmerz zu finden.'

(I’ iv,.
See also J.D.Hoffmann: Tasso's Tod (1834); Theodor

Goltdammer: Petrarca und Laura (1858); Ludwig van

Beethoven von einem Bonner:((III, Xii).




The heroes of the various artist-dramas seek such
experience in many different spheres. The hero of Albert

Lindner's Dante Alighieri (1855) attributes the awakening

of his genius to a new emotion - hate. Georg Zimmermeann

‘shows in his drama Theodor-KBrner an artist who finds

inspiration on the battle-field, when fear heightens his
perception. The emotional experience which is most
frequently presented in the artist-dramas is, however,
love. Love, above all other emotions, is shown to be
beneficial to art.

Grillparzer's Sappho is, of course, one artist who longs
to experience love. Her attitude to it is foreshadowed in
F.W.Gubitz's Sappho (1816):

'  Enteilt mit ihm nach Tempe's Fluren;

'Gab ich dem Geiste Strahlenflug!

"Weil ILiebe mit den Sonﬁenspufen,

'Mich klihn an's Herz der Musen trug!..

'  Umfaszt von ihm zog in die Saiten

'"Tch einen Himmel uns herab,’ (ed.cit. p.165).

The heroes of A.W.Griesel's Albrecht Dlrer (1820), C.S.

Schier's Raphael Mengs (1822), L.F.Deinhardstein's Hans -

Sachs (1829), I.F.Castelli's Raphael (1845) and Heinrich

Laube's Die Karlsschlller all believe similarly that the
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(1)

power of love may awaken the best talent in an artist,
It was previously indicated that dramas written in the
Romantic period - Grillparzer's Sappho for instance -
“present the artist as an almost god-like character,
‘standing above ordinary men and consciously seeking human
experience,:while in most dramas of the Realist period
the artist-hero is essentially normal, choosing to pursue
without interference an ordinary life. Another point of
contrast between the types of hero which predominate in
Romantic and Realist times lies in the result of their
efforts, the one to change his natural way of life, the
other to maintain it. While the normal, fundamentally
- human artist-hero easily sinks back into the everydaj
‘life of his fellowmen, the divine, Romantic hero is never
able to lose his identity as an artist, nor can he enter
completely into the life of ordinary men. This aspect
of the artist's life, too, is presented particularl&
clearly in Grillparzer's Sappho. In the character of
Sappho, the dramatist creates an artist whose destiny -
does not lie in the normal world, but who is, by reason

of her art, doomed to a life of isolation far from human

(1) See Chapter III. pp. 34,5
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contact. The lknowledge of her essential difference from
normal men is borme in upon Sappho after her experience
with Phaon. She struggles to accept her fate and finally
does sucéeed in understanding her own situation in the
world. She desires, then, to be allowed to escape into a
state of lofty isolation. This longing for distance from
the world comes upon her gradually,‘beginning as the mere
realisation of her error in descending among men:
'0 T8rin! warum stieg ich von den H8hn,...
'Hier ist kein Ort flir mich, als nur das Yrab.’
(rIT, ii).
She lodks back with nostalgia upon her past existence, to
the freedom and peace of her art-life; and finally
prays to the Gods to allow hgr to leave the world in
which she cduld never find her fulfilment. This
vfuhdamental difference between the artist and normal men °
is emphasised by Grillparzer's precursor, P.W.Gubitz, in
 his Romantic monodrama Sappho. Here, too, the artist's
aftempt to entér normal life fails ahd she must retiré’td

ﬁhé heights again, reconciled to the necessity of
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(1)
devoting herself to art.

When one considers the type of artist presented in
these two Romantic dramas - the remote, pure artist who
comes to realise that her life is empty in comparison
with that of normal men - one is reminded of the hero of

Hofmannsthal's Der Tor und der Tod and of many dramas of

the late 19th century. Here too, in the character of =
Cléudio, is an artist who has lived a life of devotion to
art but has come to aporeciate the value of human 1life,
While in this aspect of their outlook Sappho and Claudio
are related, there are however obvious differences in

their presentation. Sappho's remoteness from the world

" is that of a goddess, a member of an entirely different

race; Claudio is an ord%nary man on the same level of
society as his fellows and in no way the object of their

worship. It is for this reason that the conclusion of

In a drama of the late 19th century a picture of the life

of an artist is presented - one which could well apply to

both Grillparzer's and Gubitz's conception of Sappho:
'....S0wie der Obern Einer
'Soll er auf dieser Erdenwelt erscheinen
'Und wandern soll er hier ein kurzes Stflck,,
'Dgnn ruf ich ihn, ich z4hl ihn zu den Yeinen ;

| 'Ieh leih ihn dir, ich fordre ihn zurflek.'
(the Muse in Wilhelm von Wartenegg's Mozart (1893). ed

cit. p.28)
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Sappho‘s experiment with life differs from that of Claudio.
While Sappho is set above her fellowmen by reason of her
divine calling, Clauflio sets himself up as an art-
appreciator and a dilettante. [far from the world of
everyday life, he devoted& himself to the pursuit of his
art. He values nothing in the world unless it contributes
to the development of his artistic studies. He sees the
world solely in terms of art and at no time recognises
it as his home or appreciates it for its own value.
Unlike the artist-heroes of the Realist period, who are
dependent on the world for their artistic material,
Claudio has no real contact with human life either in
his art or his own existence. Indeed, he makes a point
of avoiding any direct experience qf the normal World-and,
unwilling to déscend into it and discover its secrets
for himself, he derives his knowledge of it at second; -
hand from books, pictures, antiques. As a result of‘this
perpetual preoccupation with art-values, Claudio's
awareness of reality has become dulled. Nature has lost
its value for him: |

'Tch hab mich so an Kinstliches verloren,

'Dasz ich die Sonne sah aus toten Augen

'Und nicht mehr h8rte als durch tote Ohren:'

(ed.cit.p.116).




(84)

Not only has he become unable to appreciate nature; human:
life itself faiis to impress him. His mother, for instance,
is useful to Claudio in sparing him responsibility and
worry and in allowing him thus to concentrate on his
artistic interests. His friend he uses as a means of
acquiring second-hand experience of the world. Claudio
keeps himself remote from human life too in the matter of
love. Some artist-heroes, as has been seen, are presented
as doing their best work when fired with the wmotion of
love. Claudbo, however, has become blind to the real
significance of human emotion and treats women merely as a
meéns of gaining material for his art. Just as hg sought
knowledge of the world from his art-treasures, so does he
use a young girl selfishly for his own purposes. She
describes thus his attitude to her:

'...Und dasz du mich dann

'Fortwarfest, achbtlos grausam, wie ein Kindgb

'Des Spielens mlld, die Blumen fallen.lﬂszt...

'"Mein Gott, ich hatte nichts, dich festzubindeh.

'Wie dann dein Brief, der letzte, schlimme, kam,

'Da wollt ich sterben.' (ed.cit. pp. 126,7).
iﬁ the words of the friend of Claudio:

'...Es reizte dich!

'"Mir war es mehr als dieses Blut und Hirn!

'Und sattgespielt warfst du die Puppe mir,
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'Mir zu, ihr ganzes Bild vom ¥berdrusz
'‘Tn dir entstellt, so fllrchterlich verzerrt,
'Des wundervollen Zaubers so entblB8szt,
'Die zZlge sinnlos, das lebendse Haar
'Tot hiingend, warfst dir eine Larve zu,...'
(ed.cit. p.129).
Other artist-heroes of the late 19th century are shown
to maintain a similar attitude towards love. Goethe in

Leonhart Wohlmuth's G8the im Elsasz (1871) and in Carl

Heckel's Friederike von Sesenheim (1880), abandons his

hbeloved rather than allow himself to be restridted by her.
O0.Haurt 's Hans 3achs, too, regardsLucretia at first in this
way, though he later succumbs to her human attractibn for
him:

'"Ein solches Frauenbild ist ein Leben voll
urkriftiger Poesie - ein solcher Charakter fehlt meiner
Erfahrung - ich musz ihn im Innersten erforschen, um ihn
nachbilden zu kBnnen.' (Hang Sachs (1890;. TIT, iii),

ard The hero of Friedrich Yeszler's Reinhold Lenz (1899)

in similar fashion desires to acquire experience of love
but yet to preserve himself and his art from any real
contact With the world of normal men. donsequently he
acts ruthlessly towards the girl who would bind him with

her affection.
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Just as Sappho, having been deprived of all human
contact, became aware of the worthlessness of that
cloistered way of life, so does Claudio at 'the beginning

of Der Tor und der Tod come to see the one-didedness of

the existence which he has led in comparison with that
of normal men., He realises that he has missed much by
shutting himself up with his art, admires and envies the
peasants, tired and content after a day of hard pHysical
labour, and contrasts his own 1life with theirs:
'Es scheint mein ganzes so versYumtes Leben
"Werlorne Lust und nie‘geweinte Trinen

Haus zu weben

'Um diese Gassen, dieses
'Und ewig sinnlos Suchen, wirres Sehnen. '
(edo.cit. p.113).
Death emphasises man's need for a 1life of real
eXperience:
'"Was allen, ward auch dir gegeben,
'Ein’Erdenleben, irdisch es zu lebene..
'"Weh dir, wenn tch dir das erst sagen musz!
'"Man bindet und man wird gebunden,
'"Entfaltung wirken schwiil und wilde Stunden;..i
(ed.cit. p.122).
While Bapppo finds out for herself the value of human
experience, Claudio has thus to haw it pointed out to

him by Death. Only then does he, like Sappho, determine

to seek and participate in the real life of normal men:
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'Ich will nicht l8nger t8richt jammern,
A'Ich will mich an dic Rrdenscholle klammern,’
'Die tiefste Lebenssehnsucht schreit in mir,
'Die‘hﬂchste Angst zerreiszt den alten Bann;
'Jetzt fllhl ich - lasz mich - dasz ich leben kann!.
'Ich werde Menschen auf dem Wege finden, |
?Niéht 18nger stumm im Mehmen und im Geben,v
'Gebunden werden - ja} - und kr8ftig binden.'
(edocite p.123).
Sappho, the divine artist, was not able to remain in the
normal world and had to give wp her attempt to live an
ordinary life. Claudio, however, is essentially a normal
man who has betrayed his nature by shutting himself ﬁp‘of

his own accord, far from contact with his fellowmen.

- When once he realises and atones fTor his crime, he is giver
the hope that he may return to his natural sphere,

In Der Tor und der Tod the type of the hermlt-artlst is

thus held up for dur condemnation; the man who devotes
his life to art and art alone realises himself that shch
an existence is worthless. In ﬁhis Pespeét Claudio.is:.-
representebsive of disillusionment wiﬁh contemporary
aestheticism and of nostalgia for the former years

of Realism. There are however many artist-dramas of
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the late 19th century in which the hero represents the
true attitude of aestheticism by‘believing human
relationships to.be comparatively unimportant and art to
be independent of them, self-sufficient and of supreme
value. One artist-drama in whizh this attitude is clearly

seen is Die versunkene Glocke. The hero is here, unlike

Sappho or Claudio, initially situated in the midst of
simple village life; he is an o#dinary man whe at the
same time longs to create great art. He experiences the
world in the way that Sappho longs to doj3 he knows
family ties as Claudio never did; he is a normal man but
as such has no success in his art. The bell which was
thé beét achievement of his career he knows to be a
failure. He realises that life in the world is not
gonducive to the creation of art and that so long as he
remains in normal society he will never reach his ideal:

'....Dort im Bergsee ruht

'die letzte Frucht von meiner Kraft und Kunst,

'"Wein ganzes Leben, wie ich es gelebt,

'trieb keine bess're, konnte°s19 nicht treiben:'

(I1).
While Heinrich states in general terms that art is

restricted by its contact with the world, many other
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-an artist who believes in giving his undivided attention
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heroes, believing likewise that the world is an
uncongenial home fov artisty present their attitude in
greater detail and actually name the conditions which
they think necessary for artistic creation. Some maintain

that art is itself a complete existence, that the artist

can spare neither time nor interest for the pursuit of

a normal life. An early example of this way of thin?ing is |
. (1
shown in L.Geyer's Der Bethlehemitische Kindermord, The’

artist in this drama meditates a great picture, confident
of his ability to creave 1t ac any tiue. He does not do

any active work however, but allows his wife and children

to starve - a satirical picture of the artist, but one
which at the end of Gthe century has serious counterparts.

Albert Lindner in his drawa William Shakspeare (1864) shows

to art:

'Die Muse will den Menschen voll und ganz.' (III, X).
(2)
Similarly Frank Wedekind's Gerardo allows no human

(Dramatisch-komische Situationen aus dem Kﬁnstlerlebeﬁ, in

zwey Aufzligen, In D.S. XIV. Wien, 1825.LWeimar, 1823 _rg.g)

Dgr Kammerslnger (Drei Szeren. September, 1897. In

AusgewBhlte Werke. #lliichen, 1924, II).
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obligations to interfere with the one important interest
in his life:

'Ich bin in erster Linie Klinstler und dann bin ish |
Mensch!' (Auftritt ix).

(1)
In Gerhart Hauptmann's Gabriel Schillings Flucht, the

artist—hero is actually proved to be more successful when
unfettered by human responsibility and worry:

'Du hitt'st ihn sehen sollen, noch wie er vor
einigen Tagen war, als wir ihn hier tllchtig aufgepolstert
hatten und bevor sein Verhingnis, in Gestalt dieser Hanna,yj
hier auftauchte.' (V).

In some artist-dramas it is made even more explicit that
the main condition for the creation of good art is the
artist's exemption from all duties as a human beings
Beethoven in the drama by a Bonn citizen pleads to be
freed of worldly restrictions so that he may thereby
achieve the inner harmony and freedom which he desires,

T2l
In Wilhelm von Polenz's drama Heinrich von Kleigt57Fbuque

wishes for Kleist only that he may be left alone to
develop# his art:
'Ja, Adam “fi1ler hat recht. Eine sorgenfreie

Lage wlirde die Mfusze geben, ganz dich auszuleben, deine

(1) (Drama in f@nf Akten. 1912, In G.W& III. Berlin, 1006).
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volle Kraft, deine herrlichen Gaben dem einen groszen
Zwecke zu widmen.' (r, vi). . ‘
A picture of the ideal life of an artist under such
conditions is presented in certain artist-dramas. it ig a
life free from material difficulties and human |
responsibilities. It is in fact the lifi)of a hermit.,

Johannes in Hauptmann's Einsame Menschen is one artist

who conceives the ideal thus:

'Tch hasse nmlich die Stadt. Mein Ideal ist ein
weiter Park mit einer hohen “auer ¥ings herum. Da kann
man so ganz ungest8rt seinen Zielen leben.' (I).

Similarly Hauptmann's artist-hero in Michael Kramer (1900)

says of the ideal life:

'H8r'n Se, kein Leben in Saus und Braus: Einsame
Stunden, einsame Tage, einsame Jahre, sehn Se 'mal an,
H8r'n Se, da musz er mit sich allein sein, mit seinem |
Leiden und seinem Gott. #H8r'n Se, da musz er sich tlglich
heiligen! Nichts Gemeines darf an ihm und in ihm sein.' ,

(I1).

(1) (Drama in flinf Akten. 1891, In G.W. I. “erlin, 1908),
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This aspect of an artist's life- the longing to escape
from the everyday world into one more conducive tovthe
creation of art - is presented in many dramas and appears
in a varieﬁy of lights. The Romantic értist-hero, as was
previously seen, yearns to return to his life of devotion
to art, having been disillusioned in the world. The -
heroine of F.W.Gubitz's Sappho sums up her outlook thﬁs:

'"Wicht sterb' ich, weil die Liebe mich betrogen

'Tch sterbe, weil die Liebe mir erstirbt;

'Zur Erde kann ich kein Vertrau'n mehr fassen,

'Und jede THuschung werf' ich ihr zurlck!'

(ed.cit. p.174).
3imilarly Grillparzer's Sappho, after her experience‘of
the world of normal men, looks back with longing upon
her past existence: '

'"Teh stand so ruhig in der Dichtung Auen, R

'Mit meinem goldnen Saitenspiel allein' (IV, ii).
She finally prays to be allowed to escape from the world:

'Laszt mich vollenden, so wie ich begonnen,

© (1)
'"Erspart mir dieses Ringens blut'ge Qual.' (V, wei).

(1) See also Wilhelm von Chézy:Petrarca (1832), (IV, i):
'0 gebt mir meine kleine “itte wieder,

'Gebt mir zurflck mein still umhdgtes Thal.'
(




(1)

(2)
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While Sappho could from experience compare life in the
world of menvwith a life of devotion to art, there are
many artist-heroes in the later years of the century who,
having had experienée of normal 1life alone, yet long to

escape from it. Such heroes are presented, for instance,

(1) (2)

as suffering under a nagging wife or a tyrannical father

or as restricted in some way by the very circumstances of
(3) |
their 1life. Many are so unhappy in their life that they
(4)

long for death as a means of escape from it; soie

actually seek their own death, in a few cases by
(5) '

committing suicide.

For instance Julius Grosse: Meister Dirers Erdenwallen

(1871}

For instance F.Ferdinand Kieszling: Ein Tag aus

Shakespeare'§ Leben (1860); Leopold Stein: Des Dichter's

Weihe (1864); Rudolf Baron vorn Gottesheim: William

. Shakespeare.

(3)
(4)

(5)

For instance Ludwig van Beethoven von einem Bonner.

Far instance H.Th.Schmid: Camoens; Albert von Ruville:

Dante und Begtrice (Schauspiel in 5 Aufzfigen. Berlin, 189%)

For instance Elise Schmidt: Der Yenius und die Gesellschaft

(1856) ; Emil Hopffer: Der Wildschiitz vom Avon (1864);

Albert Schmidt: Dante Alighieri (TragBdie in finf Acten.

Wismer, Rostock und Ludwigslust, 1874); O.Haupt: Hans

Sachs; Wilhelm von Polenz: Heinrich von Kleist.
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Not all artist-heroes, however, who thus desire freedom
from worldly cares and responsibilities are doomed to
long for it in vain or to achieve it only through death.
Some aee éresented as breaking away from the world and
developing their art with conentration and freedom. Lo
do this, the artists act ruthlessly towards their
fellowmen; art is their only consideration. Many heroes,
for instance, abandon wife and family in order to devote
themselves to their art, this being the course adopted

by Heinrich in Die versunkene Glocke. He shakes himself

free from family ties, turns his back upon wife and
children and for the first time lives only for his art,
Heinrich's break with normal life and his discovery of a
world where his art thrives are presented in the drama in
real terms. To pass from the one form of existence into
the other, Heinrich does actually travel from the valley
* to the mountain. The mountain is remote and difficult
of access and its inhabitants are inimical to those of the
lowland. Heinrich, once arrived in the magic art-world,
" blossoms out as an artist.

In many other artist-dramas in which the hero, like
Heinrich, turns his back upon his human responsibilithkes

and seeks a life of devotion to art alone, the
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transition from the one world to the other ig effected

in less literal terms than in Die versunkene Glocke., In

an early drama, for i?Stance, - Friedrich Kind's Des
(1
Dichters Sémmernacht - the poet merely requires to draw

the curtains and know himself alone, in order Go be -
branspbrted intc a new world where art is possible:
' 8o bin ich denn allein
'"Mir fibergeben, bin allein noch munter?
'Die Gardine herunter
'Zur schirwenden Decke,
'Dasz nicht der Blitze Widerschein
'Mir Weib und Kindlein schrecke,
! Jetzt, o Phantasus, erscheine,
'Wirf um mich den Riesensrm..' (ed.cit. p.56).
In ﬁany later dramas, the hero does not even shut himself
away in actual solitude in order to reach the world of
art. He moves, apparently normelly, in the world, while
living mentally in the art-world, remote from his fellow-

men and uninterested in the events of their lives, This

type of artist-hero is indifferent to his physical wélfare ;

(1) (Caprice. In Die Harfe. I. Leipzig, 1815).




(1)

(96)

and that of others. He is happy and content in his

imaginative life; he is too absorbed in his art to care
for any other values. One presentation of this type of

artist is found in Frank Wedekind's Der Kammersinger.

Gerardo thinks only of himself, has no interest in the
work of an unknown, strusgling composer or in an admirer
of his work, nor can he accept the love of a woman. He is
no longer interested in human life at all, but is just as

(1)

far removed from it as ws Heinrich in the mountain-world.

Some earlier artist-heroes represent the same attitude to
the world of normal men. S.Wiese's Beethoven, for I
instance, speaks thus:
'Wit andern, andern Dingen geh' ich um,
'Als sie auf Erden mir erscheinen dfirfen;'
(Beethoven (1836), I, iii,)
C.3.8chier's Rafael speaks in the same vein: -

'Der Klnstler lebt in seiner eignen Welt...'

(Rafael ilengs. T, ii).

!

In Georg Harrys' Der reichenKiinstler und der arme

Millionair (1825) the hero delights in poverty and ’ |
refuses %o allow his daughter to marry anyone but an o
impoverished artist like himself. Emanuel Geibel's

Meister Andrea (1855) shows a ridiculous picture of an

arbtist, constantly absent in mind from the real world and

completely engrossed in his art.
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In many of the artist-dramas in which the hero thus
succeeds in breaking away from life, one aspect of his
remoteness from the world is given special prominence -
his dispassionate attitude to human love., Heinrich in

Die versunkene Glooke, for instance, forgets his duty

to dagda, his wife, is impatient with her, turns away
from her with no qualms and, once arrived in the mountain-
world, subsbitutes Rautendelein for her in his affections,

There is however no question of his loving Rautendelein

in the same way as he loved Magda. The elf represents for |
Heinrich something entirely different, and he loves her

in a different way. (S?e is in fact the tangible
1
embodiment of his art and the means of opening his eyes to
| (2)

the reality of the magic art-world. He loves her for the

(1) . 'Tech sah dich schon. 'Wo sah ich dich? Ich rang,
'ich dient' um dich...wie lange? Deine Stimme
'in Glockenerz zu bannen, mit dem Golde
'des Somnenfeiertags sie zu vermfhlen:' (I).
(2)'Before receiving the gift of her magic power Heinrich says:

'Ich bin ein Mensch und blind.' (II).

After she has influenceélhim his outlook is quite shanged:

'"Tech war erblindet, nun erflillt mich Licht,
fund ahnungsweis' ergreif ich deine Welt.

. f

'Ja, mehr und mehr, wie ich dich in mich trinke, {

|

'du RUtselbildung, flihl ich, dasz ich sehe.' (II),
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ideal gualities which he sees in her and for her ability

to inspire in him the power to create. As in the case

of the art-world itself, Die versunkene Glocke thus

presents in real terms aa,aspéct of the artist's life
which is generally rendered figuratively. G.C.Braun's

Rafael Sanzio von Urbino (1819) is a case in point. The

.art, personified by Rautendelséin,

hero says:

'"Die Kunst ist ja mein Weib, und meine Werke

'Sind meine Kinder:' (v, x).
Heinrich, on the other hand, does actually marry his
(1)

In cases where the hero is thus 'married' to his art

his exclusive duty towards it is often emphasised. He
must not spare any interest or affection for his fellowmen,
and indeed those artist-heroes who are presented as living
in a world of their own creation do in most cases feel
no emotion whatsoever towards Womeé?) This objective

attitude is seen for instance in an earlier drama - I.F.

Castelli's Raphael-where the artist is shown using a

For example “auptmann's Gabriel Schillings Flucht. ..

Compare Claudio's treatment of a girl before his eyés

were opened to the value of human love., See above pp.&y, s
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womsn merely as a servant who will spare him all worldly
cares: |
'Zudem wer sich die Kunst zum Studium gewdhlt,
'"Der nimmt ein MHdchen meist nur darum sich zum
Weibe,
'Damit er ungest8rt auf seinem Sitze bleibe.'
(scene iv).
Many artist-heroes are shown to be capable of
maintaining this attitude of aloofness towards the normal

world. Heinriceh in Die versunkene Glocke is not. He

does succeed in reaching the world of the ideal; he does
find his inspiration in Rautendelein; but before long he
realises that the lofty mountain-world is not his real
home. He is not able to lose all his human qualities
even when remote from the world. He cannot deny the call
of his children nor the memory of his Wife° He hears :
the bell ring out to him as a reminder of his past life.
He realises that he can neither break away from his

human life nor be content with it. 1t is equally
impossible for him to merge himself entirely into the
art-world. The aspect of the artist which Hauptmann -
emphasises in this drama is, then, his fundamental

normality. He is not divinely different from other men,
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as are Sappho and the majority of Romantic artist-heroes;
he cannot turn his back on art and prefer-a normal life
as do the heroes of most dramas written in Realfst times =

Hebbel's Der Dichter, for instance; he is a normal man,

who has however artistic talent. With this talent he can
never quite fit into ordinary life; a8 a man however he
cannot achieve the ideal ‘expresszion of his artistic vision.
He is doomed to strive eternally after his ideal. His
very nature as a man limits and hinders his success as an
artist. This fact - that one ca not be both a pure

artist and a normal man - Claudio in Der Tor und der Tod

discovers. He prefers to be a normal man. Not so
Heinrich. His eyes are fixed on the artistic ideal and at
the conclusion of the drama he is given the promise that af
his earthly life is completed he will attain his goal.

Cleafly for him, as for most late-century artist-heroes,
the creation of art inm its highest form is the chief aim

of existence.
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CHAPTER III.

THE ARTIST'S CONCEPTION OF HIS ART.

When one considers the problem of the artist's
behaviour in the normal world, the factor which
ultimately determines his attitude to his fellowmen would
seem to be his attitude to his art. It is logical to
believe that, according as an artist interprets the
meaning and function of his art, so he conceives his duty
towards'society. If he considers art to be the produect
of genius together with human experience, then he will
endeavour to take an active part in normal life. If, on
the other hand, he conceives art to be an esoteric cult,‘
then he will shun all contact with the world, This
fundamental aspect of an artist's life and work naturally
reeeives great prominence in the 19th-century German
artist-dramas. In many of these, the hero, either by
direect speech or significant action, clearly reveals his
views regarding the significance of art ; views which.
ultimately influence and mould his attitude to life,
Among the many conceptions of art thus presented, three

main questions arise repeatedly to which the artist-heroes
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give varying answers: why does the artist create art? -

how does he create? -~ what kind of art does he produée?

The first aspect, concerning the artist's purpose in
creating, is presented in the aramas in a great variety of
lights. Some artists for instance confess that money is:
their sole object in pursuing an artistic éareer, while,
at the other extreme, many create art purely for the joy
which they derive from it.

Those who create art only for financial gain form a
distinctive group among the artist-heroes of the early
19th century. Their art is to them mérely a source of
income, artificial, forced, inspired sélely by the urgency
of their financial situation, They switch on their
facile creative power whenever they are in need of moﬁw,
but have no respect for art as such., The chance of being
a really great artist means nothing for instance to the

hero of Carl Meisl's Orpheus und Euridice (1820), He

prefers a tangible reward for his work:
'Es mag ein schBne Sach um die Unsterblichkeit
Seyn. /Ich bin nicht duﬁm, )
'Aber ein Quinfel Gold ist mir lieber als ein

wary g

‘ ‘Zentner von Ruhm.,' (IT, 1iv).
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Similarly in A.W.Griesel's Albrecht Direr (1820), Melchior,

a so-called artist, thinks primarily of the gain which 1is
afforded him by the practice of art, He has no idea p£
the nature of genius nor of the need for inspiraticn. ﬁe
believes simply that, if the tricks of the trade are‘onoe
learnt, the profit follows automatically:

'sah Klnstler wohl in Seid' und Gold,

'Dié krieghen euch verfluchten 3o0ld,

'"PMir so0 ein paar gemahlte Dinger,

'Wan braucht dazu nur frische Mnger,

'Ein bischen PFarben, bischen Oel |

"Und fertig ist's bel meiner Seel -' (scene vii).
One obvious feature of the presentation of this mercenary
type of artist is the irony with which the dramatist
treats him. Clearly, he does not in this case i1dentify
himself with the hero, but rather holds him up for our
ridicule, andaby contrast indicates that art may be
regarded from a more wérthy point of view than tﬁat of

(1)

financial profit.

(1) The very fact that a dramatist creates this type of artist
at all suggests, however, that this conception of his

nature was mainbtained by some members of the contemporary

society,
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In the vast majority of early 1l9th-century artist-dramas
this less mercenary attitude to art is presented, however,
not by contrast with an unworthy attitude, but in positive
terms. The heroes of most Romanbtic dramas maintain that
art is too valuable to be sold for money , and that their
inspiration is irresistible and expressed for its own
sake. Among those artist-heroes who are shown in this
way to prefer artistic integrity to money, many shades of
difference may be diStinguiShed. Some, while firmly
believing that art is of far greater value than money,
yet cannot face complete poverty for its sake and, though
unwillingly and guiltily, debase their talent in order to
live. In Georg Doering's Cervantes (1819), an artist
is presented in this way:

"Traurig ist's wahrhaftig doch,

'Dasz die edlen Klinstlergaben

'Ich an ein phantastisch Ding

'"Musz um schnBdes Gold verschwenden.' (I, iiiy;’
A similar attitude is maintained by the painter in

Hermenn Kurz's Kunstkennerschaft (1838). Other heroes are,

however, shown to regard their art with such reverende
that they prefer to remain in extreme poverty rather than

lower their work to a commercial level., Such an artist
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is seen in Karl Stein's Die aymen fgler (1819) - he speaks

thus of a commission offered him by an inn-keeper:
'Er'bot mir flir das Schild, die Glocke, zwanzig
, Thaler,
'Teh aber sprach: 'Nicht so, Herr Wirth! Ich bin
ein Maler!''(scene iii%?
Many artist-heroes who are shown to esteem art above
physical comfort do, however, expect some more spiritual
regard for their work. While they would in no
circumstances trade it for money, they are very willing to
accept, in return for a masterpiece, fame and immortality.
In Grillparzer's 3appho is embodded this attitude to art,
The thought that 3appho might receive money as a reward
for her art does not enter her head. . 3he creates above all;
because she is inspired, because she feels within her an
irresistible urge to express herself. 3he cannot be other
than an artist and, a fact which she herself comes to
realise only after a struggle, she must serve the cause of
art to the exclusion of all other intevests. 3he does -

however delight in one form of reward for her art - she

(1) See also L.F.Deirhardstein: Salvator Rosa (1821):

'Du meinst, ich soll mein Vaterrecht verkaufen,

'Um Geld den Lorber nehmen von dem “aupt;' (I, iv)j;
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accepbs gladly the héro~worship of her fellowmen, When
the drama begins, Sappho has by reason of her art gained a
position of great respect among her people. 8he is idolised
by the islanders. Her triumphant home-coming is made the
occasion for rejoicings, and Sappho revels in her position
as the centre of interest. While it could not be
suggested that her only motive in creating art 18 self-
gratification, the fact remains that she does enjoy this
aspect of her work. On her first entrarnce among the
jubilant crowds, for instance, she behaves like an actress
making a well-rehearsed public appearance, 5he pays great
attention to the visual effect of her arrival with Phaon
at that first important moment. Her speech of thanks
reflects in every phrase her conscious pride in her
position and fame; it is, on the surface, a model of
modest self-effacement, yet barely cornceals her intense
gratification:

"Dank PFreunde, Landsgenossen Dank.

"Um enretwillen freut mich dieser Kranz.,.'! (I, 1i)
Sappho in her regal position makes enquiries after the
welfare of her éubjects with just a trace of condescension,
Fame sits easily upon her shouldérs, While under the spell

of Phaon's normality, while yearning for the pleasures of
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a simple life, she'aoes certainly speak with bitterness
of fame and'ité pufsuit:
"Weh Dem, den aus:der Seinen stillem Kreise
'Des Ruhms; der Ehrsucht eitler Schatten lockt.'
\ | (1, V)’; x
She qaﬁnbt however remain blind to the glory of fame and
clearly realises and appreciates the benefits Which,sﬁé
derives ffém her high station in life. Though almost
ashamedly, she confesses her delight in this aspectvof her
art, saying of the laurel-wreath:
'Vcn Tausenden gesucht und nicht errungeni
'Nidht\wahr Melitta?...
'Eékschméhe nicht den Ruhm, wer ihn besitzt,
'Er ist kein leer- bedeutungsloser Schall;
'Mit G8tterkraft erfflllet sein Berlhren!
'"Wohl mir, ich bin éo arm nicht.' (I, v).
A real need of fame shines through Sappho's whole
behaviour, in spite of her desire to be like normal men, in

~ spite of her attempt to meet Phaon on his own level, It

is, for instance, this secret love of fame which renders

so bitter her defeat at the hands of her slave, Melittas
'Sappho verschmiht um ihrer Sklavin Willen!...

'Bin ich dieselbe Sappho denn nicht mehr,
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'Die KBnige zu ihren Fliszen sah,
'Und spielend mit der dargebotnen Krone,

' 'Die Stolzen sah und h8rte und entliesz!

'Dieselbe Sappho, die ganz Griechenland
'‘Mit lautem Jubel als sein Kleinod grilszte?!
| (IIT, i),

For the first time 3Sappho is refused the adoration which
her temperamént demands, and for the first time she
realises fﬁlly’what.she has tried to conceal even from
herself - that the desire for fame is in her blood and
that nothing else can satisfy her:

'Ein BisZz nur in des Ruhmes goldne Frucht,

'Proserpinens Granatenkermen gleich, :

'Reiht dich auf ewig zu den stillen Schatten .

'Und den Lebendigen geh8rst du nimmer an.' (III,.ii)

When Sappho feels that her personality and her name no

longer command the loyalty of her fellowmen, she is

stunned, clings to Rhamnes who alone treats her with his
~accustomed respect, and turns, bitter and cruel, to ‘
attack Phaon and Melitta for their treachery towards heré
' Phaon con&inces her, however, of his unfailing admiration
for her as an artist and indeed she finally follows his 1,_;

advice:

/
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'Zeig' dich als G8ttinl!' (V, iii).
She clothes herself once ﬁore in the traditional robes
of her art, transforming herself into the goddess ég her
people, and, as a dramatic, honoured figure rather than
as a normal woman, she commits suicide. In her
concluding prayer to the Gods, she thanks them first for
granting her the power to create and then for giving her
fame and glory in her lifetime. Her prayer is surely
convincing evidence of the importance which Sappho
attaches to her reputation as an artist:

' TIhr habt mit Sieg dies schwache Haupt gekrdnt

'Und ausgesdt in weltentfernte Lande ‘

'"Der Dicht'rin Rulm, Saat flir die Ewigkeit!

'Es t8nt mein goldnes Lied von fremden Zungen -

'Und mit der Erde nur wird Sappho untergehm,

'Ten dank' euchl!!' (v, vi).

Many other artist-heroes of the Romantic period are

shown to maintain this attitude towards art. FoW, '

Ziegler's Benvenuto Cellini (1824) and Wilhelm von Chéﬁy's

Petrarca (1832), for instance, contain examples of
artists who desire fame and ehjoy it in their lifetime.
An extreme expression of this ambition is found in a later
drama - Im Globus (1853) by H.Dorm: ’ o

'"Der Beifall der HBchsten ist des Dichters
schsnstes-Ziél.' (1, vi).
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Many more artist-heroes expect fame to be accorded to ]
them after their death, and this prospect of immortality
seems reward enough for their creative efforts., The hero

of Karl Stein's Shakespeares Bestimmung (1819), for l

instance, clearly expects such an honour.

/

Another aspect of the artist-hero's desire for fame =
and one which again occupies a prominent position in

Grillparzer's Sappho - co?cerns the immortality of the

subject of the work of art. As well as desiring fame for

‘herself Sappho wishes to immortalise Phaon and her \

relationship to him. Consequently she grieves over Phaon'sj

infidelity and ingratitude, regretting above all her high 1
!
plans for him: :

'Teh wollt' iln stellen auf der Menschheit Gipfel, |

|

i
|
|

|

'Erheben hoch vor allen, die da sind,
'Und #iber Grab und Tod und Sterblichkeit
'"Inh tragen auf den Fittigen des Ruhms
'Hinflber in der Nachwelt lichte Fermen.' LV, 1), i
A particularly clear case of this purpose in creating art ;1

the exchanging of the work against the promise of

immortality for its ‘subject - is found in Theodor

See above ChapterlI$,p.4Tis where the theme of immortality
is also treated and is shown to interest the normsl men as

well as the artist-heroes of the dramas.
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Goltdammer's Petrarca und Leura (1858), in which the hero

proclaims the name of Laura during her lifetime and,
after her death, undertakes to glorify her dtill fur%heé%)
Not ail artist-heroes, however, are presented ag '
creating art with a view to' some reward, whebher in terms
of money or fame. Many regard the creation of art as an
end in itself and are indeed prepared to sacrifice
themselves for the sake of their Worﬁ?) This type of hero
eppears in the artist-dramas voughly from the middle of
the century onwards, and a striking example is found in

Hebbel's sketeh for the drama Der Dichbter. An obhvious

contrast, from the point of view of the artist's

attitude to fame, is provided by a study of Hebhel's
artist-hero and of Grillparzer's Sappho, While 3appho,
divinely inspired, cannot live without fame énd adoration,

the hero of Der Dichter effaces himself completely from

the public eye and wishes only that his work and not

“himself may be granted immortality. He requires nothing

whatsoever as a reqard for his own part in the creation

See also F.W.Gubitz: S3appho (1816); Wilhelm von Ché%y:
Petrarca.
For instance the hero of Charlotte Rirch-Pfeiffer's

Rubens in lMadrid (1839); Richard von Meéerheimb's

Shakespeare's Beichte in der Westminster-Abtey (1879),
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of his masterpiece., His one desire is a glorious future

for that work. The extent of his selfless devotion to art

is seen in the course of action whieh he follows., He oan
either maintain his identity as author of the poem, in
which case the poem itself will no® reach its gresatest
fulfilment; or he can renounce his claim to authorship
and give up his work to gomeone better equipped to further
it in the world. The hero does not hesitate in desiding |
his course. Hebbel's sketch of the situation is ns followssﬂ
'Dag Gedicht...Dér Preund, hochpestellt, im 3tande, ‘

ihm die Huszeren Flligel zu geben. Darum Wothwendigkelt i

Many mid-century artist-heroes other bhan that of Der
Dichter maintain this attitude to their work., J3chiller in

Heinrich taube's Die Karlsgchﬂler (1846), for instunce,

des Entschlusses zur Abtretung und sur Annahms,' [section 5){
{
]

says:

'Der Dichuer stirbt, die Dichtung aber nicht, und
wer sie t8ten will, atirbt wie Prometheus ein ew'ges
Sterben, einen ewigen Tod.' (IV, v).

Why, one may ask, should it be a matter of such great
urgency to these artists that their work should receive
fame and immortality? Hebhelfs artist considers it at alil

costs necessary that the message of his poem and his own
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personal inspiration should be commmnicated to the publie:
'Das Gedicht: ein Versuch, durch Vorfllhrung alter
HeldengrBsze die neue zu erwecken, die nBthig ist.'
(section 5).(1)
A revelation such as the poet has experienced, and which
is of great and immediate contemporary interest, must

reach the ears of his fellowmen. The hero of Karl

Gutzkow's Lorber und Myrte (1855) in the same way desires

no fame for himself, but wishes only to leave his
influence upon the contemporary.world:
'...Was ist zuletzt ein Lorber!
'"Teh kBmpfe - mit der Zeit und dem Jahrhundert}'
(IV, ii).
Similarly Shakespeare in F.Ferdinand Kieszling's Ein Tag

aus Shakespeare's Leben (1860) and the hero of Ludwig

van Beethoven (1870) by a Bonn citizen desire to teach

the world and communicate to it their visions. Beethoven
speaks thus:
"Wenn ich gewahre, dasz dib B8me, die ich...

herausstr8men liesz, Wiederhall finden in den Menschen-

See also section 5:

'Bs ist ja so, als ob ich mein armes, der

‘trostlosesten Zukunft entgegen gehendes Kind einem reichen

Mann abtr8te.'
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ceistern,...da fihle ich mich so berauscht' (111, x)fl)

Many mid- and late-century artist.heroes are thus
shown to put their work and its message before any
pversonal reward granted them by soeiety. They desire to
see 1t famous in order that the world may benefit from
their inspiration, and agzé%g\no personal compensation
for their efforts. Nany such artist-heroes, however,
while desiring no external reward, derive from their work

as artists a purely personal and internal gratificaﬁion.

The artist-hero of Hebbel's Der Dichter, for instance,

is rewarded for his art by the great joy which it affords
himy; he is inwardly satisfied with his created work
and with his artistic talent itself.
'Die Sch¥8pfer-Freuden hast Du gehabt,..'
| (section 4),>“
and again:
) '"Tch bin's ja doch, es ist mein Geist, mein Hauch,
'Und hab' ich denn ein Recht auf Ruhm?..'
(section 11),
and in the iniﬁial sketch for the action: |
'Innerlich: mir ward die Lraft, darum verzichte

ich auf die Frucht.' (section 5),

(1) See also S.H.Mosenthal: &in deutsches Dichterleben (1878).
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Another who finds happiness and internal reward for his

efforts is Heinrich in Die versunkene Glocke, While
Hebbel's artist-hero rejoices in his power to creatq‘and
in the created work, Heinrich finds his joy 1n the
unceasigg search for artistic perfection., He cares little
for his completed bell and is relieved when it 1s
destroyed. Far more important to him than the
preservation of his work of art is the desire to achieve
perfection; he is not even interested in the imperfect
examples of his craft., His mind is concentrated solely
on the search for the ideal masterpliece., Iame means
nothing to Heinrich, His wife rejolces in 1t, but he,
with his eyes fixed on the goal of perfection, igﬁcres
the praise and acclamation of the ignorant villagsrs,
Consequently, without a backward glancs, Heinrich turns
his back upon the world where hig name ig hénoured, gives
up his claim to fame and devotes himself to the pursuit
of his ideal in the world of the mountain., 1its |
inhabitants hold him in livtle regard, The Wittichen
despises his efforts; the Waldsechrat and the Ni@k@lﬁ&ﬂn
taunt him with his failures; the dwarfé themselves -
rificule Heinrich's vain attempts to wrest the idsal from

their grasp. Yet, none the less, Heinrieh fulfils his























































































































































































































































