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THE UNITIES IN PRESENT DAY LITERATURE.

The title may amuse the strictly classical student, who, well Vérsed
'in the connotation of the term "unities" and little interested in present
day 1ite;ary movements, may overlook the whole questi&h as an absurdity
or look over it to find the humor of a Chestertonisn paradox.

We propose to show that the Unities are still found, that rio author
has successfully dispensed with them, and that the Unity.of Action or de-
sign is a fundamental in the art of 1iterature.

The word "unities™ conjuresAup in the scholér's mind the far-famed
Three - Action, Time, and Place - & long line of'critical war;igrs and
iawgivers and great armories.of interpretation. Thevvélidity of the Unify
of Action is'universaliy conceded; the difficulty lies in the agreement
as to its true meaning. Great literary ce¢ritics have failed to come to
an understanding on the subject. Time and Place are considered by some
as quite subordinate, while others lay the greafest stress upon them. Neverd
theless we must have some definite idea of these ferms; ‘ .

Aristotle with dogmatic'authority-laid down as the.Unity of Action,
that the évents chosen should have relation to one action and each event
S0 connected, essential and complete ﬁhat if one of them were transposed
or eiiminated, the whole wbul@ be éhanged or destroyed;-'furthermore that
the extensiveness of the whole must not becloud its comprehensib;lity.

So ﬁﬁch for- Action. With respect to the Unity of Time, wé find in
Aristotle no more than the following: "The Epos is distinguished.from
" the Tragedy by its length; for the latter seeks as far as possible to cir-
cumscribe itself withlin one revolution of the sun or to exceed it but

little.™

The Unity of Flace means no change of scene - at leést no distant
change. This Unity is not menfi&ned by Aristotle.

- The author or cfitic of to-day has sopqthing to attend to besides
the ‘old trio of Unities; the critic.of to-day looks for all but these.

So the spirit or trend of modern drama must be hastily reviewed to show
the position of the author in this modern situation and several works
closely analysed to show the disposition of our best playwriters and nov-
elists towards the Unities. . _

With the paésing of Shakespeare's genius it was inevifable that  the
standard of the drama should decline, but the deterioration of a form of
‘literature which so completely dominated thé beginning of the seventeenf@

céntury was swifter than the fading of a single genius justifiqd. The




Eighteenth century had scarcely dawned when the essay at the skilful
-hands of Addison and-Steele blossomed into full vigor, and up to the-
First quarter of the nineteenth century the essay continged to be ;he
greatest medium of expression. In this period but two drématists are
worthy of notice - Goldsmith and Sheridan. With Scott, Dickens, fhéck—
éray, and George Eliot, the novel wrested tthe supremacy from the essay,
so that in the nineteenth century prose fiction attasined a popularity as
complete as that of the drama in the days of Elizabeth. As the o0ld cen-
tury drew to a close, however, the.short story in the capable haﬁds of
Pqe, Hawthorne, apd Kipling, was gradually winning over many former ad-
heren&s of the novel. With the sdvent of the present_cehtury‘tﬂe revol-
ution is completed, for the drams is once again in the ascendancy.

..This re juvenation of the drama is f;rst to be notieced in the period
from 1892 to 1895. . EObinson, thé principai dramatist of the previous
generation, pertrayed a limited London society in a dialogue‘that was
hopelessly dull. So when 1n 1892 following.such 8 dearth of idesas, a
drama noted chiefly for its clever dislogue -~ "Wilde's Lady'Windeimere's
Fan"™ was produced, it resulted in a truly great sensation.

Oscar Wilde and Henry Arthur Jones are the predecessorw of the mod-
ern drama. Now, when we look back.at "Lady Windermerefs ran" we can see
rea&ily enough 1its de¥ects. Except for the brilliance of dialogue, the
plsy, esﬁgcially in the soliloquies, looks thin. His own generation
vastly overestimétedlhis abilities, not realizing that since Wilde never
_supdued his art to his haend, the play is untrue to life, theatrical, and
of mediocre characterization. In "Michael and His Los# Angelg'ﬁenry
Arthur Jones .made an honest attempt at characterization, successful for
two acts, after which the play goes to pieces. As a‘result of this weak-
ness and 6f‘the offensive nature -of the play, it was an immediate and ab-
solute failure. Yet these two efforts were not wholly in vain. Inad-
equate as were their labors, Wilde and Jones pa%eg the way for the modern
dramsa. .

More successful than either Wilde or Jones was their contemporary
Pinero.. In"ﬁhe.Seéond Mrs. Tanqueray"'he depicted a modern English tragedy
convinecing and right, in a style that was deeply mo#ing and gripping. Only
in the ending is the play umsatisfactory, but at the time an. illogical
ending d4id not intefere with its popularity. Even though the play can only
Bftgggsidered as a transitional one, Piﬁero-accomplished more than anyone '

hig time to give'the English drama freedom.
céntury w



What is this freedom of the drema .and why is it desirable?: To the
first questién I should answer that it is the rrivelege of a playwiight,
" limiteéd only by the confines of good taste and decency to treat any sub-
Ject in any method hé may choose. It is desirable because it extends.
the scope of the drama and thereby'opens new fields to cultivation and
. consequent enjoyment. Few of us would care to subsist on a single art-
icle of diet, yet how many of us demsnd that our dramatic tastes be sat-
isfied with a solitary type of drama? Have Your favorites if you must,
;;;g:;-the drama with the "heart interest"” if you insist, but do not
sﬁuf out from the confines of your enjoyment all the rlays which fail to
meet the test of your preferment; do not withhold your patronage from
plays that toﬁch problems other than those of romance. This has been
and is the desire o6fFf éontemporary drama; this has been the goal towarad
which the struggle has been directed. Uneonscious}y gt first and then
deliberately, the modern drama has sought freedom of form and subject.

By no means were the English Playwrights @he leaders in extending .
the narrow confines of the drama. On the contrary, thé.continental
aukthors have been much more vigorous in promoting its freedom. While
Ibsen first showed that the love story could be Subordinatéd, later auth-
ors'such as Bj§rnson, Huptmann, Méetérlinck, and Erieux, excluded it
entirely. "Be&ond Human Power" wbich Bjornson introduced into Norway
in 1885,grea11y-begins the entire movemeﬁt for freedom of form. In thg
face of the five-act play of traedition, this has but two. It fulfills
the strictest laws ever set down for the Unitiés of Time, Action and Place.

In & time when characters changed off the_stage, and when plays were
witnessed for sheer entertainment, the characters of "Beyond Humén Power" -
developed before our eyes, while it contained no‘love affair whatsoever.

"Beyond Human Power" is'thé-story of the memﬁers of a religious sect
who despondingly felt their faith weakenipg because it seemed that they
were denied some signs or miracles which their ancestors had. Then one
of their ministers in a small town, Pastor Sang, scquired a reputation
for his apparent power of healing. With the ardent hope that the profound
longing of their hearts might be realized, his associastes flock to see
him attempt the cure of his own wife, a bed-ridden invalid for many years.
Never before had he felt equal to this great task. At the appointed hour
the ministers assemble in the rarlor, thousands gather outside the modest
home, and Pastor Sang goes'into.the church Eo rray. The period of waifipg

is tense. Then the wife rises frbm he¥ bed and walks into the room where




the miﬁisters are sested. The ministers Jump to their feet with wor@s

of thanksgiving, the immense crowd.outside bursts forth into a juﬂilant
.Hosénha, the church bell rings out in sustained tolling, =and Pastor

Sang, his heart overflowing'with emotions, enters the room, advances .to-
wards his wife and embraces her. At the height of the zealous Jjubilation,
while the chorus swells higher sand higher, the bell pesals louder and
louder, she sﬁddeniy becomes limp in his arms and dies. Overcome by such
a tragedy at the zenith of his triumph, the husband too falls desd. The
Joy bf the pastors is turned to consternation. Outside the singing ceases

bﬁt the bell rings on, no longe: with its note‘of exu;tation, but with
é depressing, overpowering, &nd cynical irony. The climax is tremendous.
The tragedy is‘not in the desath of Pastor Sang and his wife, but in the
despeair of the living. If only in the handling of the bell at the end,
Bjoérnson shows himself a consummate artist. This is & play which breaks
.doﬁn tradition, which neglects the "heart interest", which, though it
mey be repellent and distasteful, is yet powerful and émotidnal, and fin-
ally & pley which settles ndthing, but which at the end leaves the audlence
.completely bewildered.- "Beyond Human Power"™ is the beginnlng, and the -
Worthy-beginning, of the movement for the freedom of form and for realistic
characterization.

Maeterlinck developed drématic freedom in a fotally different direc-
tion thaﬁ'did Bjornson. At a time when beauty was supposed fo be dead,
he put into "Pelleas and Melisande", and "Tﬁe'Blue Bird" & prose as res-
ponsive aé any verse. His plays, which have been popular with a limited
audience in England and America, help prove that the drama could treat
any subject in any individual way.
Since "Pelleas and Melisande" was written the same year as "The

Second Mrs. Tanqueray",- that is in 1893 - and ten years after "Beyond
Human Fower", we can see how much the continental drama was advanced be-
yond our own. Indeed 1t was not until ten years later that the English
tongue could boast of a play rivaling Maeterlinek's 1in beauty of speech.
Then 1t.waq not in cultivated England nor in progressive America that the
awakening took place, but in untutored Ireland. The story of the Abbey
Theatre where thesée Irish plays were first produced, is the story of a
direct effort of Irishmen to create an Irish stage. An old building was
turned into & theatre where the authors 301ned amateur actors in producing

the plays they themselves hsad written. The three leasding figures are

Lady Grégory and William Butler Yeats, the founders, and John Millington .
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Synge, their grestest drsmatist. At a time when the world was'absorbed
in industry, commerce and aggrandizement, Irelend had not lost her keen
'imagination nor her feeling for beauty in speech. The gim of these
rlaywrights was not to depict Irish l1ife as it appeared to others, or és
they thought it should be, but as it actuallﬁ existed. To accomplish
this they frequently segregated- themselves from the outside world and
lived among the simple Irish peasants, training their eafé to the deli-
cate rhythm of the Irish tongue. The success was remarkeble. From an
obscure .group of experimentalists, they,became one of the most widely
known companies spesking English. Their fame spread to_Englépd and Am-
erica, and they toured both of these countries. Of more importance, how-
ever, than this wide popular success, was the highly commendable dramatic
and 1iterary merit of their work. 'The diaslect is nicely and surely writ-
ten, the characterization excellent, the fashion compelling. Many of the
works of this group are short, one-sasct. rlays, such as . Yeats® "The Hour
Giass", Lady Gregory's "The Rising of the Moon\ and Synge 8 "Riders to the
Sea". All the rules of drama are lived up to in these. The latter espec- x
ially 1s & masterpiece in style, swiftness of events, and dramatic inten-: ‘
sity. The power and besuty of the modern drams in the.- English tongue
firét arose to its full significaﬁée in Irelaﬁd. and it is doubtful if the
Irish dAramsa has been excelled in gither ﬁngland or America. )
' It fas not-until 1909, with the works of Galsworthy, Baker, and Mase-
field, that Englend began to éttain & rank equal to that of Irelasnd or
the continent. 'Employing the repetory the“atreto”bfing out.their plays,
these dramstists experimented in various types. The advantages of these
small refétory theatres is that experimental plays which the general pube
lic will not patronize, may be tried out and supported fo some extent by
the limited aundience which is iﬁferested in the progress of the drams.
The repetory theatre has been a constant ?timulus to the developmmnt of
the modern drama. _ -

. John Galsworthy gof his start in the Court Theatre, an experimental
Playhouse under Granville Barker.. As s roadbreaker, Galsworthy's "Strife"
is an honest direét and simple attempt to depict the problem of the labor
_union and the capitalist. The unity of design is seen in every line.
Much more satisfactory than the essay or lecture in bringing to our astten-
tion the realization'of some unsatisfactory condition, is the drams.

While the stage cannot preéch, iﬁ may illusfrate faults; while it cannét.

glve a remedy, it may arouse our concern to the need of & remedy. This

8tirring up of thought in the minds of the audience is in some respects




the greatest contribution of the modern play.
| ‘During this period the tendency of the American drama has been fo;
ward pbpulér rather than literary success. Fifteeﬁ years ago "The Witch-
ing Hour" by Augustus Thomas, and "The Great ﬁivi&é" by William Vaugﬂi
Moody were playing to crowded houses in both United States and Cansda. The
former is an-  excellently entertaining story of thought transfer, a play fer
acting and one of fair characterization. In "The Great Divide™ Moody
attempted 2 huge task iﬁ characterfdevélopmehf, and i1t must be admitted
that the result is not convincing. It was a decided success in America,
but when produced in Paris was a flat failure. Why did it fail? Simply
because it ignored £11 the rules of the drama and overéstimated character
portrayal. One Ameriecan Play was mofe successful ébroad than in America?
and that is Shelden's "Romance". "Romance"lis popular in its appeal, yet
of mére literary, artistic and dramatic . merit than most plays of its kind.

While "Romance™ was still drawing full houses in America, the Engliéh
drama reached the highest point it had yet attained in-both freedom of .
form and beauty of language. In "My Lady's Dress", Edward Enoblauch
throws to the winds all ordinary conceptions of plot a2nd sequence. The
.first énd last Scenes alone have any conrnection. In the first scene =&
womén decidés-to get a dress; 1in tﬁe last scene she gets it. Intervening
are several distinct episodes in the lives of the different peop}e who
make the'baterial or' furnish thé workmanship going into the dress. These
episodes have no conmnection with each other or with the first o last
Scene. The Unity of Place is utterly disregarded, whilst the Unity of
Time 1is highly respected. A wide interpretation of the Unity of Action
would show its being obeyed in this clever piece of technical ingenuity
which clearly shows the result of the motion picture with the "flash back".
Quite different is "The Faifhfulﬁ written in 1915 by John Masefield. With
an old Japanese legend as a plot, in a cu;ious,kind of rhythmic, poetic
rrose, Masefield combines the literary man and the dramatist. The Unities
are carefully obserfed.' "The Faithful"™ is a play of disappointment, of
high ideals, of enthusissm, written in a mood of discouragement and dis-
illusion yet showing the strong faith in 1loyalty and ideals even to the
greatest sacrifice. Although "The FaithfulV may nevér be widely popular,
in ifs own peculiar field it may never be excelled. .

What does®“Phe Faithful" lack that it may never attain popularity?
The answer is not that "The Faityful" lacks the qualities which should

meke it popular, but that the present day audiences are so narrowly:-

—




rrejudiced that they refuse to patronize anything except a favo:ite_

tyre of drema. The reason that the English and American drsma: is iess
-thoughtfu1~than that on the continent is that the public does not suppbft
the thoughtful drama. The public insists on certain types of plays,-géts
them and nothing else. The American drama must have the feminine or"heart
interest"as the central theme of every play. Now there are manj interest-
ing sides of l1life that do not concern the feminine interest at all. To
drag it into 811 plays distorts life, robs it of its honesty, an@ makes
the d;amatic art impossible under such conditions. In Ancient Greece

ané in the days of Elizabeth, the people Went-tb the drama to. learn about
life enjoyable. At the preseht time the more thoughtful type of plays

are slowly and with difficulty forcing their way upward. What distinguishes
these more thoughtful types of recent plays are their freedoﬁ and high
literary workmanship. "Beyond Human Power", "Pelleas and Melisande™

and "My Lady's Dress" best illustrate the advance.in freedom both of sub-’
ject'and of treatment. A remarkable fact is that the drama of to-day is-
international, while the drama of the past was national. How free or

how literarj this international drama is, depends hof so much on the
dram&tist as on the sudience.

After being whisked over the field of modern drama, the reader may
wonder what should be considered as literature. One thing is clear, vizEA
we know ﬁhom to "blame for the paucity of true literary productions on
the stage. An analysis of several of our best rlays and novels will show
what authors, bllnd to the craze for new fashions in litersture snd deaf
to the clamor of a2 crowd hungry for a favopite stew, have done of late
in following the laws of Unity. ' .

One of the most popular plays at Present is "The Skin Game". In this
rlay Galsworthy depicts two type; of society leaders by outlining the
ideals, aspirations and fortunes of two families, the Hillerists and the
Hornblowers, who are quite the antithesis of each other. We would class
the Hillcrists among thé.aristocratic. They are lovers of family tfadi—
tion and hold every inch of paternsal estate sacred. The Hormnblowers
stand for the business class. These are not governed by precedent but
‘firmly believe they are salvaging society. -Both families'prove failures, -
the one,-the Hillcrists, is humiliated, the other - the Hornblowers - is
defeated and so the author makes clear tbat society needs new ideals and
an internal readgustment to suit new conditlons and environment.

The "Skin Game" is a three act Tragi-Comedy. It is worthy. to be




upheld as a classic example for strict adherence to the Unities.

Time might-correspond-closely to Aristotle's fiew, in as much as
it occupies or represents a l1ittle over a day. Place too, is better ob--
served than it was in the majority of Greek plays. Acts one snd three
have the same scene; act two has two scenes laid in the near vicinity
of this. ' ) ‘

Unity of Design is evidenced from the start. Hillerist remarks to
his daughter Jill at the opening of the play, thet life is a struggle
between people st different stages of development in different positionms,
with different amounts of social influence and property._ The only thing
is to have rules of the game arnd keep them. New people like tme Hofn—
blowers haven't learned those rules; their only rule is to get all they
can. - Thus ldeals are contrasted.

Hornblower is a man of industry and has established great rottery
manufecturies nesr the Hillecrist estate - in fact owns iand purchased
from this autocrat.  His factories afe being enlesrged and some o0ld ten-
ants are forced to move, to make room for the'spread of.industry. Their
eyiction arouses'Hillcrist; it is contrary to his prirciples. He visits
this unconventional fellow Hornblower and & guarrel is the outcome.  The
captain of industry tells him that he will soon have to move away all the
idle and .that no one or no thing can stand in the way of bu31ness enter--
'prise. It happens that an ol4, nearby estate is to be auctioned soon. :
Hillerist determines not to let his opponent secure this. The crafty
"Hornblower outwits him and bdbuys this land at a high price. - ‘ .

Events thicken, Mrs. Hillerist heafs“that the wife of Hornblower's
eldest son is a2 woman of ill repute and straightway resolves, despite the
entresties of her husband and daughter, to employ this informstion as a
weapon ageinst the enemy. The pian works well. Hornblower sells the
land to Hillcrist for half the cost, oh condition that the news about his
dsughter~in-law, Chioe.,be hushed up. . .

Meanwhile, this harlot's husband is ignorant of impending disgrace..
He must remain so. To forestall eany suspicions that he might have, Chloe
arranges with Hillcrist for an explanation of her actions. No sooner 1is
this scheme devised than the victim of it appears and ask;what his wife,
who had just slipped out, was doing in this place. Hillcrist plays the
hypocrite. His dsughter confesses the whole affair. Chloe, of course,
haSudisappeared and while she is being searched for, old Hornblower comes

and demands the deed of the laend on the grounds of breach of contract



Whilst he and Hillcrist wrangle, Chloe's remains are carried in.
Who is the hero?- Hillerist's aaughterigs generally conceded. Yet
.this &oung~1ady has been pictured as one earing little for money, less
for the rules of society and certainly not at all for matrimony - unless
it were arranged to be compatible with =a care-free life. The author
never 8trays from his point and rresents & problem of modern soclety in
a pleasing and deeply interesting manner. )
Masefield's "Nan" is 2 three sct tragi-comedy which # llows thr Three
Unities to the letter. There is no change of scene. The events woulad
nafﬁrally take place in two hours. The story is perfecfly developed and
admits of different interpretations. The author's purpose is to raint

the different sides of a woman's charscter.

The plot is developed from = record‘in an o0l1d law book, which stated
that a certain man had been hanged for sheep stealing and how, afterwards;

his innocence was discovered snd his family given the recompense of fifty

pounds. The localization of scene snd.the use of a dialect helped to

ropularize the rlay in England but these must be regarded as samples of

the influence of an audience in the producmioh of a play.

The scene is laid in the kitchen'of a small tenant farmer. The play
opens with & mother and her daughter discussing the preparations for a
party, whilst Nan, (the central figure of the play), an adopted gixl whose
father has“been hangead, iS'doing'the work. Soon the two girls, Jennie
and Nan get into & confidential chat on love affalrs and Nan discloses the

fact that she is infatuated with one Dick Gurvil, who happens to be Jennie's

intended husbsand.
The first act contrasts the industrious, petient, cendid Man, with

the lackadaisical, huffy,.intrigu@ng Jennie.
Act two presents Nan alone in the kitchen singing and working. Dick

Gurvil rushes in with the news that a criminal is at large and blurts out:

"All eriminals should be hanged”". Here again there is a study in character-

& contrast between Dick's and Nan's. Both reveal themselves in their views

of married life. Dick sees endless toil anda trouble in matrimony; Nan

the Joys’and blessings of family life. Diek proposes to Nan, who says she

cannot marry him and gives him her family history. They plan to get

married, however and go to America. Later, Jenny's father and mother give

the disgraceful history of Nan 8 father and mother to Dick. They pilcture

& life of sorrow and want ahead_of him iIf he marries Nan. Dick now resol-

ves to-marry Jenny. The engagement 1is announced and Nan is thrdwn into



10.

despair. She wishes she were dead.

‘4ct three gives us a clear indication of Nan's threat. She wiil
.drowﬁ.hersélf. The announcement of her father's innocénce, the payment~
of the compensation money and the promise of & good home Fail to changé
Nen's mind. On top 6f all this, comes Dick's apology and & renewal of
his promise. Still she is steadfast. Taking Dick aside, she cbmpares
her father's condemnation with an opportune lover's rejection. It is
her firm conviction that men like him should not be given chances fo
spoil people's lives. She kills him and goes out saying: "There shall
be-a strange fish in the nets tomorrow". . ' - 3

The author vividly portrays situations that brihg out the many
sides of & woman's character. There is such annatural development in
the story that interest is constantly maintainéd. No event is strained
nor far-fetched. Sly remarks, such as, "The seccts should come after omne
another like sheep going through = hedge"; and "Nan, like her father can -
only dance on air", show the resourcefulness of a mastér-dramatist in -
weaving the whole play arcun& a central ingident. .

"The Skin Game" and "Nan" are representative pla&s of’Galéwatthy
and.Masefieid repgpectively. These writers stand first-among the English
dramétists of today; the former first with the public,.the_latter first
with the  scholar. . : -

" Since they follow the old time methods, why do they differ? In
answer to this qﬁestion I would say that Galsworthy stands midway between
the purely literary and the purely popular Playwright and he also occupies

middle ground between drams which is entirely fdr instruction and that
which is for amusement only. His central situation is the moral or social
situation 2t the boltom of the plaj. He carries on his propagsnde slmost
entirely by situation; he is reaiistic and never relles on dialogue for
introducing¥his theories except 1in. so far as dialogue develops. or explains
the situsation. ‘He depends on the charascters or their sctions to enforce
the moral. The charac&érs in his plays are types and I will outline

his technique in "Strife".

Tﬁe purpose of "Strife": itt- was not written to expose the evils of
Sur present industrial system so much as from the impulse to create,
grounding itwelf in an economic problem which the aitist displays ang
aﬁalyses just as others, and he also, at other times, would display and

analyse any problem of 1ové, manners, life, or human nature, in the name -

of "plof".
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In "Strife" we have tﬁe central situation fhe contresting groﬁps,
the ecombinastion of types - the wWhole =x rerfectly balanced, that it-does
"not creak once. The centragl ides is the dispﬁte between  the directors
of the Woiks and thelr employeeé, but it is impossible to consider this
in itseif, apart from the.attitudelof the two parties towards it. In-
deed we are given a very vague idea of the nature of the difference; all
we kpnow is that it has reduced many of the workers to starvation, while )
the directors have to face angry shareho;ders and failing dividends -
Harness, the trades-union_délegate, acts as a go-between, and gradually
boih groups begin to see the allurements of =a compromise. Various cir-
cumstances drive them towards it, with the exception of their‘respective
leagefs, Roberts and old Anthony. The end is pitiful for tﬁe two sides
surrender to each other simultaneously, breaking their leaders' hearts.
These men are of extraordinary character and ability, and of the most
splendid courage, but they are betrayed by eoward;y foilowers, who have
not grit or faith enough to see their only chance lies.in "no compromise™.

The action is compacf; the climax is inevitable. Art and the idea
are blended. fThe author himself says: "A drama must be shaped so as
fo have = spire of meaning. BEvery grouping of l1life and character has its
inherent moral; and the business of the dramatist is so to rpose the
group as to bring that moral poignantly to the light of day". This is
why we find unity of action in the presentation of asituastions in.Gals-
worthy's rlays. '

His ideal is completely fulfilled in "Strife"™, "The Silver Box", f
"Fraternity™, "The Man of Property”, "The Skin Game" =and some of the
sketches - hence it is in these that we must look for his best work. TNow
and then the idea carries away the artist, warping his-vision. but ﬁain—
taining unity according to one of our greatest inglish critics - Sir P.
Sidney. Examples of this are : "Justice", "The Fugitive"” and "The Island
Pharisees". . ' '

. So much for Galsworthy. Masefield is a literary artist and aims
. &t character portrayal and personal issue rabher than sociai or e=onomic
questions. His methods of technique are the same as Galsworthy's.

His chief assets are a sense of situation, a sense of atmosphere and
the power of preéentiﬁg both beautifully. His sense of character is wide
and profound. His characterg, charming as they sometimes are, interesting
as they always are, are true to life - not types. Gélsworthy's charadgters

are acquaintances; Masefield's are friends. Masefield's best works are

"Nen", "PHilip the King" and "Good Friday".
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The new freedom has crept into the French drama - yet the Unities

are highly respected still in France, both by artists and sudiences.

' Bdmord Rosﬁand is one of their -most successful playwrights. His ingen- '

ulty in construction and art in expression is unrivelled in our day. Ig
his "Cyrano de Bergerac" he disregards the Unities of Time and Place.l
"Cyrano de Bergerac” is a tragi-comedy in five acts. Its Settiné is
in the sixteenth century but it is so true to 1life that it strikes us
today. Rostand seems to have attempted to combine the novel and the rlay.
The Unity of Time is well observed in the first four acts. Act five
takes Place fifteen years later, and the place shifts from a‘ﬁheatre in
é small town to & battlefield and later to a convent.v
The author's purpose is one of a resal artist.— to delight and instruct.
"Les Précieuses" are delightfu11y~amusing; the portrayal of the hero's
character highly iﬁstructive. There 1s such a subtle artistic grouping
of events and incidents, remarks and moves, to bring the hero into relief
that we must sa&y the unity of action came not by endeavor but by inspi- .
ration. ' ) -
THE NOVEL: Some idea of what & novel should be is necesssary before ’

a criticism of any is attempted. Someone says the novel can produce

life literally for us; hunt for trouble to add to what we alreédy have

enough of in all conscience, &s if to distract us from deep painfby

raising a ngghsous.suffusioh. Or & novel may reproduce life Ffor us,

—fﬁt show us a character that has borme it with fortitude, and so indir-

ectly edify us into nobility; or it may present another charscter who
yielded basely and thus repel us into contrary manliness; it may lovingly
lay bare the 1ncdngruities of this life, aﬁd so laugh us into good humor;
2dd the more distant friendliness of comedy and make us'practically
ashamed of our weakness; satiriie it, and f1il1ll us with the comfort of
juétifiaﬁle indignation. The novel may present this actual life to us
almost dramatically, or dilute it with the comment of Thackeray or.Mere-
dith; be fertile with charity, or arid with cynicism; it may see the world
through & mist of tears, or 1it with June; superficially with the shallow
eye of youth, or profoundly with the deep eye of age; - whatever - it is
a reflection of everyday life in our own town f‘guidqﬁid agunt homines,
rnostrli est farrago 11be111.” This 1is the novel. Bayne saia: "The novel
is sclentifically definable as & domestic history, in which the whole

interest and 81l the facts are madé to comﬁine in the evolution of a

tale of love. But Balzac in five successful novels confutes this
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scientific definition. "César Birotteau", "Le Curé de Tours", "Uné
Téenébreuse Affaire™, "Le CGousin Pohs" and "Les FPaygans”, ignore love.
‘So do'host~of Bazin’s. The best novel in English, Robinson Crusos,
falls into this class.

The novel can produce a far wider view of life thanrn is_possible in
the thieéAhours traffic of the stage, supposing equal genius in  the dram-
atist and novelist. Commonly, the play selects material as simple as
-that of the short story, but the novel uses complex events. Time and
Place are at<-the novelist's service without restriction.

) With this preamble, I conclude that the novel is life se? forth in
étorﬁ with @ plot that has ‘proportion. There must be human ihterest, ’
the davelopment of real situations - not merely presentation of them,

a detailled working out of events, - not mere outlining of them.

Gal\gworthy has written meny novels. They falled. Why? Simply be-
cause abstrz2ct ideas do not help the human interest»ofla novel. It is
remarkable how small a2 part the abstract »lays in even- the lives of the
most thoughtful of ué, and anything in,thg nature of a problem or an idea
of anything belonging to the brain rathexr than to thé.heart, has a ten-
vdency to destroy the illusion of real 1life which it is the object of a
novelist to create. )

'Gal\sworthy is too fond of problems, ‘Again,”he 1ikés to take &
situatidﬁ; examine it from characferistic’and conflicting pointé of view,
and show the effects it has on different lives, but he never attempts to
develop it, to start a chein of events from it, mould charsacters by it7
Practically every character in s Galsworthy novel, with the possible ex-
ception of "The Dark Flower", is the same at the end as the beginning.

He develops neither situation nor character: he never gées forward; he
goes around. His charsascters aré flesh and blood, their stofies real and
moving,.but somehow they have nothing creative about them. They lack

the individual touch; they would suit thé rlay but are out of place in
the novel. - Of course fhere are exceptions: Lord Miltown in "The Patric-
ian", Mr. Stone in "Praternity”™, but these on examination, prove to be
only d'fining down of type till it is almost an individual; there is no
definite creation.

There is a certain inequality aboﬁt the seven novels: "The Island
Pharisees", "The Man of Property"”, "The County House", "Fraternity™., "The
Patrician", "The Dark Flower". and The "Freelands". In every way the '

first is the weakest, but, on the other hand, the last is not the most
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successful. The finest are: "The Man of Property" and "Fraternity".
Undoubtedly Galsworthy is &t his best when his~technique is at its"ﬁigh-
"est pitch of excellence, and weakest when his sense of form most fails.him.
"The Island Pharisees" show perhaps mére than any of the novels
. the raw.edges of his art. -He is burning with indignation at the self-
righteousness of the British middle classes, and his power as & novelist
is as yet too undeveloped to cope with his éeal as a reformer. He lacks
thé ability to expose a cause out of the mouths . of its own champions.
He attacks crudely - through a seiies of events which are not always above
the suspicion of pre-arrangement, through dialogue which is o?ten man-
oeuvred and artificial. None of his characters, except Ferrand, the
vagabond, have much the breath of life, and over the whole hangs a fog
of bitterness which is scarcely ever dispelled'by thqse iliuminating
rhrases and flashes of insight into opponénts' cause. which elsewhere
make him so appealing. _ L
_ In "The Man of Property"™ we have the same idea -~ the satire of class.
The Forsyte family are representatives of'that section 6f the middle
class whose chief aim is Possession. The Forsytes possess many things -
fhey possess poney,,they possess aftistic treésures, houses, wives, child-
reni they even possess talents; but with them the verb "I have" 1is of
more importance than its object."This interests me not in itself, but be=~
cause it.is ming".- is their mottd. They ére natural, however, and their
consciousness of possession compels admiration. Thesé six o0ld brothers
whode god is property, have a cértain greatness; though they and their
lust of possession are satirized in many telling episodes, we feel the
nation would do badly without them. .
The chief representative of Forsyfism belongs, howe%er, to one of
the younger branches of the-famiiy. Soames Forsyte is essentially the
Man of Property, because we seé the lust of rossession working in him,
not only through the splendid house he 1s'building. but through his wife,
Irene. It is in iuis sttitude towards Irene that he declares himself the
.Man of Property. He is unkind to her, he is not untrue to her, but she
is his in the sense the Robin Hill house is nis, and it is this realiza-
tion which fills hexr with bitterness and loathing. Irene belongs to the
contrasting grouﬁ which Galsworthy uses in his novels as in his rlays.
She and her lover Bosinney stand for all that is antagonistic.to the
Forsytes. In‘many ways Irene is one of Galsworthy's most vivia creatiohg.

She is a. type we meet elseiwhere in the novels, yet she has about her
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certain elements of originality.  She is in revolt but not strenubusly
or effectively. Galsworthy has 1ittle sympathy for the strong successful
woman. . .

June ?orsyte is the antithesis of Irene. This contrast switches
Bosinnéy's-love. This lover is the opposite of the Man of Property -
fortune and talents mean nothing to him. Yet the sudden knowledge that
someone'else.axns the woman of whom he thought he was the sole possessor
drives him to madness and suicide.

There is & depth of gloom sbout the book as if the shedows of great
prossessions lay over it. If Galsworthy had shown some sympathy with the
-8prings of the nature of the characters as well as their meﬁ%al attitude
he would be rlaying the novelists' rdle.

There is something haunting gboﬁt_the book. The author achieves
his end. Property triumphs. Boginney is beaten and killed by the Mah
of Property and Irene is brought back to the slavery from which she has.
revolted. One can say without much fear of contfadiqtion that after the
"Man of Property" the finest of Galsworthy's novels is "Fraternity". Iﬁ—
deed -it comes as near being a perfect wo?k of art as any novel ever written,

" There hafe been many novels with a stronger appeal, a wider comprehension,:
a greater depth and force, but few of which it can bevsaid that they ful-
fil more completely the canons of novel-writing. .

Iﬁ;its pe?fection of balance; Fraternity reminds one of his plays.
There is & ceﬁtral'situation, ¥lanked by two contrasting.groups. It 1is
not of mere industrial or moral significance, nor is it a satirization of
any particular class; it is a problem which has always occupled human
minds, and will do so to the end of time - the problem of the rich and the
poor. It is embodied in old Mr. Stone, with his great unfinished - and
we suspeét, evef to be unfinishe@ - work on Brotherhood. The Classeé
are represented by .the two Dallison families, the Masses by the Hughes,
Creed and the little model. It is remarkable‘how highly the whole fabric
is drawn together - Hilary and Stephen Dallison have married two sisters,
Bianca and Cecelia, and their Shadows live together under the same roof.

The little model is sympathetically pictured and details about her
g&ive deep pathos to the story. The Hughes groupkconsists of: the
bullying husband, gross ahd selfish; a nagging and cbmplaining wife;la
.poor o014 man, fallen on evil days yet philosophic and respectful.

The classes are shown unable to help..the masgses, or even themselves.

Hughes is an undeserving brute; Mrs. Hughes brings on most of his
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troubles. Phe little model is forlorn but designful. The whole fesult
is an atmosphere of deép depression. _The author's purpose.  seems to be

to make us realize the impossibility of bringing rich and poor together
in brotherhood.

Now let us turn to Bazin and Hardy, our foremost novelists today.

Why is Bazin so successful? It is not due to any singleAtrait.

Hig attitude.towgrds 1ife, the gqualities of his art, his interest in the
children of the soil, his emotional restraint, his robustness, his human
sympathy -~ a1l these conspire to stamp_his work as unigque in tﬁe French
language today.

Hardy is Bazin's eontempért in the English speakiﬁg world. No English.
novelist can be classed‘with Hardy for the perfection of ﬁlot construction.»
ge carried into fietion +that sense of proportion and interdependence of
varts which he had learned from his early study of srchitecture.

The novels of both Bazin and Hardy are crowded with incidents each
of which hoWeverAslight pProvides a test of his cﬁaracpers...These char—~
acters we should recognize anywhere, on the street, in the harvest fields,
on the moor, in the vicarage, amone the Boat—men or villagers'or artisans; ’
‘and for good or ill should know their passing. One tpinks of Hardy's‘
best women as charming wives; of -Bazin's as perfect mothers.

Let us review each author's masterpiece and e&ntrast them. In both
Bazin's:ﬁL'Iso;ée" and Hardy's '"Tess of the D'Ubervilles" the heroine is
a young and beauﬁifﬁl woman, posSsessed of the wish rather than the will,
to avoid moral danger. Hardy, true to his philosophy, insists that Tess
is a "pure woman™ despite her traﬁ%ressions. She us merely a pawn upoﬁ
life's chessboard. lialignant destiny throws her into the path of her
destroyer;_malignant destiny robs her of her husband when she has séourged
her timidity into confessing the past; malignent destiny brings her sed-
ucer once more across her path to play upon her love of her wretched
family and lure her again to his arms. Over aéainst all this let us con;
Ssider Bezin's "L'Isolée". _

Pascalé seeks refuge in the convent from those worildly temptations
which éhe féars may overmaster her, and is happy there until she is thrust
back again into the world from which she sought escape. She then seeks
refﬁge at Nemes with her sunt, a figure weak and vile‘enough to mate with
Tess's mother. Against her better inclinations she, too, becomes the prey
of a villain, not because .malignant fate has thrown her across'his rath,

but because the hates of religion have forced her from convent shelter and

I/'
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her own weakness of will has left her vulnerable.
ihe results of each woman's misstep are tragici: ‘'ess murders her
seducer and pays the penalty with her own life. Pascal.e is murdered by
. the brute who has wronged her. With'neither novelist is there any flineh-
ing, end the reslism of Bazin is no less harrowing than thsat of dardy.
Each sympathizes with nis heroine. . and with 211 his art lends her a pathos
the culminating effect of which reaches an overwhelming climax at the end.
wnte Ancer Crare ano "Liza Lu ano
.As you stand upon the hill, ne=z=r Wintonchesterynsee the black flag move
slowly up the staff upon the Jjail tower, you knqw that within its gloomy
walls the hapless Tess has paid the price which inexoreble law dem=nds.
Hardy pictured Tess's l1life at Talbothay'svDairy'in chap;ers of su-~
preme and idyllic beauty. Bazin in the first half of his book shows us
Pascale dwelllng in conventual peace amid jJoys unguessed by the daughters
of the world. But just as the sunlight withered from out Tess's days, so
Pascale's 1life beyond convent walls fell in dark places and we behold
her caught in the maelsterom of temptation and suffering from a fall more
hideous than that of Teseg-because she hsad dwelt upon spiritual heights
of which Tess had never dreamed. We see‘Pascale the beautiful, the ten-~
.der; the good, uﬂu alas, the weak, as & woman of the streets stfuggling
in the grasp of a half-drunken drover. Again we behold her with dull
eyes and hollow cheeks ecrouching on her heels at .the public weshing tank,
and still agaip,-whep Prayon, taking her in attempted flight, carries
her back in his arms to his house and in a rage hurls her against the wall '
with all his strength, where she lies, pitiable and inert, a crimson
" thread of blood stalning her lips. Hardy mercifully draws the veil o%er
the final scene in which Tess pays the peﬁalty. Not so Bazin. He shows
us Prayon pursﬁing his victim with upraised knife and striking her.down
just as'she.has sobﬁed out the broken prayer, "Miserere mei, Deus!” He
goes further and pictures her miserable lonely buriasl without & mourner.
No one can lay aside: Tess or L'isolée with emotions unstirred to
thebdepths. ihe patoos oi huwsan suffering has rarely been told with a
more tender sympathy or a more perfect remalism. To sum up: Does the
modern drame tend to follow the unities? A dogmatic yes or no is out
of order, because what the "Unities" are is a vexed que tion, yet there
can be no play without some unity. We have shown that the best plays of
-today measure up to the strictest rules ever lsid down by critics. Fuour-
thermore that there is & movement to throw over-board sll methods of

the past, nevertheless, those who - have attempted to realize this heve



made unique productions and provéd that in endeavoring to neglecf,
they have best fulfilled the s®andard sét by>even the oldest mastér.
Considering the novel: there is always a central plot in the
novel. The best English novelist of todsy, Hardy, is & masster con-
strucfionist. Thé second best, Galsworthy, is most effect;ve when
his tephnique is best. Bazin's purpose is to show the far-reaching
effects of the amti-religious movement in France. His art conceals
his purpose. Hardy assures us that his work was intended to be nei-
ther Gaiacactic nor aggressive, but in the scenic parts, to be repres-
‘entative simply, and in the contemplative, to be oftehapharged with
impressions rather than convictions. His novels observe urnity of
‘place and in Tesg:BiUbervilles the seven phases of the story are so

closely interwoven that it might_be used a&s an illustration of Aris-

totle's idea of Unity.
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