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PREFACE.

We shall attempt to show how Schiller, who was com-
pletely dominated by the "Storm and Stress" movement as
his productions illustrate, makes s decided transition
in his drama of Don Carlos. We will trace the gradual
development that’brought on this transition, and further-
more we will prove by the completed production itself
that a new artistic conception has taken possession of
the young poet. That he has liberated himself from his
former pessimism and rebellion and has ascended toward
the higher and purer realm of sublime idealism.

This study was made at the suggestion of Professor
E.F. Engel, of the German Department. And the writer
herewith wishesgs to express her sineere appreciation to
Professor Engel for hig consgtructive criticism and his
helpful suggestions that he has so generously given at

all times during the preparation of this thesis.
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Introduction.

Sketeh of Schiller's Life.

After making a close study of Sehilller's
dramasg, his 1life and character attract our at-
tention, for we are anxious to know how 80 great
a man passed through the world, what he experi-
enced, and how he attained to such a lofty po-
sition in his literary career. In making a brief
survey of his biography, we will particularly
stress Sehiller's early life and training, for
this will help ﬁs to understand the spirit, and
to see the development of the young poet from the
time of hls earliest productions untll he published
"Don Carlos', the drama of our dlscussion, which
marks such a decided change in Schiller's literary
life,

Schiller's forefathers for many genefations
had lived as fespectable citizens in various Swablan
villages near sStuttgart. Their occupatlon had been
that of bakers and winegrowers. The poet's father,
John Caspar Schilller, was born in Bittenfeld in

1723. Being a son of the master baker and village



% 2 %

mayor, he was to have studied, but his father died
too early for carrying out these plans.. John Cas-
par was apprenticed to a baker from whom he also
could learn surgery. At the age of twenty-three,
he entered the Bavarlan regiment and fought the
French In'Holland. For geveral years he had a war-
like career, such as surgeon, as soldier, as
quartermaster and as officer in the arnmy.

After the Peace of Ailx-la-Chapelle was signed,
John Caspar Schiller mounted hils horse and went
homeward bound to visit his relatives. In reaching
Marbach, he stopped at the "Golden Lion", an inn
kept by a prosperous baker, Kodweis. He soon fell
in love with the baker's only daughter, Dorothea, a
girl of sixteen, to whém he was marrled a few months
later. He now settled down to practice as a sur-
geon, but the little village of Marbach was too
limited for his energies; being restless and dis-
satisfied he decided to agaln enter the army. When
the Seven Years War broke out in 1756, he took the
field with a Wurtemberg regiment to fight the King

of Prussia. He began at a low statlon, but was soon
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made an officer, and finally rése to the rank of
captain. |

During John Caspar Schiller's absence at the
wars his young wife remained at Marbaeh with her
parents, who had met with financilal disasters.
The father through his tactless generosity had
become poor, and now had taken up the humble ser-
vice as a keeper of a town-gate. Elght years after
the marriage of John Caspar Schiller to Dorothea
Kodwels, theilr eldest daughter, Christophine, was
born; and two years later in November 10, 1759,
the poet, Friedrich Christoph, came to gladden
thelr home. Four other daughters were born, .only
two of whom survived infancy, namely, Loulse and
Nanette. These were so much younger than the poet
that there never existed a very close relationship.
But Christophine was his constant friend and com-
panion, and throughout life this affectlionate sister
was a source of strength and inspiration to the
poet.

Captain Schiller was a man of great vigor and

independence of character. As a father he ruled
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his house llke a patriarch; he had his own declded
conceptions of life to which the family must con-
form. But the family 1ife was founded upon strict-
ly religious principles. The prayers and family
worship which he conducted show the intensely re-
ligious atmosphere that prevailed. In his manner
he was s0 precise and methodieal that his children
almogt feared him. But the father's strict and
often perhaps harsh discipline wasqsubdued by the
gentle and tender hearted mother. She was tall,
lithe, graceful, with light-blue rather weak eyes,
reddish'hair, and a broad open forehead. She was
not beautiful., Yet her gsweetness and dignity made
her features Interesting and attractive. As a boy,
the poet clung affectlonately to his mother, whom
he grew up to resemble in form and feature and in
many tralts of character. Although Frau Schilller
\was closely attached to her little world of family
cares, she did not allow herself %o be entirely
wrapt up By her domestie dutlies. We are told that
she was fond of poetry, especlally poetry of a re-

ligious tendency, such as Uz and Gellert'"s verses.
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She was not an'original gay nature as Goethe's
mother with the "Lust zum Fabulieren"; yet she
too had a creative imagination, which she uséd
to make. religious Instructlon attractive to her
children. An incident that illustrates this

was told in later years by Christophine, the (1.
poet's esteemed sister. '"One day", she tells

us, hwhen we chlldren were aceompanying our dear
mother to our grandparents, we took the road
from Ludwigsburg to Marbach across the mountains.
It was a beautiful Easter morning and on the way
Mother t0ld us the story of how Jesus had joined
his diseiples on their way to Emmaus. As she
went on with the story the words eame with deeper
and deeper feeling, and when we reached the top
of the mountain we were so stirred that we knelt
down and prayed. The mountain beecame to us a
second Tabor.,"

At the close of the war in 1763, Captain

Y > P D VS - - B

1. Voss: Schiller's Willlam Tell. p. IX (Introduction).
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as recrulting officer. The village of Lorch was
beautifully sgituated in the valley of the Rems,
amongst the rulns of monasteries and the ancestral
cagtle of the imperilal Hohenstaufen family. The
poet loved to roam with his sister Christophine
throggh the ruined Benedlct cloisters, and some-
timeg the father would join them and explain to
them about these relics of the great days of the
Hohenstaufen rule. In Loreh the family lived
three years, and the poet in his later 1life looked
back upon them as the happlest days of his 1ife.

Schiller received his first instruction in
Latin from Moser, pastor and schoolmaster in the
village of Lorch; he taught him along with his own
son. Under the influence of this sincerely devout
teacher Schiller imagined that there was no life
so glorilous and worthwhlle as that of a pastor.
It is thils pastor, Moser, whom he has commemmorated
in his earliest drama of "Die Rauber".

In 1766 Captain Sechiller was voluntarily re-
lieved of hls dutiles as recrulting officer and was

pPlaced with the regiment at Ludwigsburg. The Schillers
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moved in the same house with an officer von Hoven,
in whose son Schilller found a pleasant companion.
Here in Ludwigsburg Captain Schiller devoted much
of his time to the planting and nurture of trees.
He was so much interested that he wrote an essay
on this subject entitled, "Observations Concerning
Agricultural Matters", which was published in 1769.
The Duke was much.impressed by this production
which showed the author as a public-spirited and
senslble man., Therefore, in 1775, the Duke placed
him in charge of thg forests and nurseries at the
"Castle Solitude", where he was in active service
the remainder of his life.

To the sensitive young boy the change from
the quaint and quiet village of Loreh to the busy
city of pomp and splendor at Ludwigsburg was very
effective. Here he reeeived his first impressions
of the licentious and lavishing ways of the Duke,
and of court life as a whole, as he presents them
to us in his‘early dramas of "Flesco" and especially
"Kabale und Liebe". From here also begins Schiller's

first acquaintance with the stage. Captain Schiller
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and his family had free admission to the dueal
theatre, and young Sehiller would occasionally be
privileged to go there. Mostly Italian operas

were staged, and the boy was completely fascinated
by the magnificent splendor of 1t all, and although
he could not follow the text, he would allow his
imagination free reign. As a result, he would enter-
tain his mother and gister with mimie tragedles in
which important roles were played by figures cut out
of paper. Furthermore this interest in the tragedies
aroused young Schilller to the early attempts of Bibli-
cal dramas when barely thirteen years of sge.

In Ludwiggburg Schiller was sent to the Latin
school, as plans for the ministry were already settled
in the mind of both son and parents. This school was
a place where Latin and Religion were taught in a
militant way. The pupils were required to recite
their lessons verbatim; if they failed to do so, a
severe flogging was sure to follow. Schiller was
capable and also 1ndustrioﬁs. He would faithfully
memorize‘his catechlsm and hymns, and would seriously

work on his Latin declensions; still he frequently



recelved thrashings which he took bravely and with-
out much complaint. But the striet diseipline at
home and the brutal severlity at school left an un-
desirable effect on the sensitive young boy. We

are told that he fell into melancholy moods in which
‘he would complain of his lot and talk much about
"the mysterious future". This melancholy brooding
also affected his school work considerably, for in
1772 his examiner reported that he was not equal to
the pupils in his classes.

In this same year he was confirmed. The day
before the occasion his mother saw him carelessly
roaming about the streets with some of hls comrades.
She rebuked him seriously for the unconcerned atti-
tude he displayed in face of the solemn ceremony in
which he would so soon participate. This struck
home;qhumbly and silently he returned to his room
and poured out verses so "tender and soulful" that
it astonished both his parents. Aceording to Schiller's

own testimony, this.was his first attempt at German (i.
Hmmm o came o e -—-

1. Weltrich: "Friedrich Schiller". p. 80 (footnote).
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verse, With such a beginning, we are not surprised
that a year later he could be so completely absorbed
in Klopstock's "Messiah". »

Toward the end of the year 1772 when young
Schiller was about to finish his Grammar sehool, a
sudden ce¢hange took place in the plans of his theolo-
gical career( The Duke of Wurtemburg, who had in
1770 undergone a change of heart, now turned his
Interests in establishing a school for the training
of builders and gardeners, which he a 1little later
changed into a school for the education of officers,
and finally extended so that it could provide a sup-
ply'of trained officers for all branches of the pub-
lie service. In 1773 the school was established on
1ts new hasis and received the name of "The Military
Academy". The Duke, who devoted a great deal of
time and attention to the Academy and was seeking
for promising pupils, now requested Captain Schiller
to send his boy to this newly found institution. The
parents, who, with the boy's consent, had given him
into the serviece of the chﬁrch, objected seriously to

this request. But the Duke was so persistent that
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Captain Schiller was obliged to grant his desire.
Thé Duke undertook to pay the cost of his education,
but in turn required the parents to sign an agree-
ment by which they gave up all authority over the
boy.

Young Schiller entered the Military Academy
in 1773 and stayed there without interruption until
1781. These eight years at the Academy mark the
mogt important period of Schiller's eafly life. He
had left his home with a tearful farewell to his
mother, and a disappoiﬁtment in his heart, because
he realized that his youthful dreams and aspirations
for a clerical profession were completely shattered.
Under the absolute control of the Duke, Schiller's
1ife now took a decidedly différent turn.

There were about three hundred pupils in the
school, who were divided into two classes, the Cheva-
liers and the Eleves. The former were superior in
rank and had more priviieges. study wés earried on
in a strictly mechanieal way. There was no chanee
for individual development. In fact the 1ife of the

pupils waeg as rigidly ordered as that of soldiers in
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barraecks. When the Duke, who was the supreme au-
thority in large ahd'small matters, gave command,
everyone was at his gervice at once. There were
no vacations and only a few holidays. Visits from
parents and relatlves were forbidden, their let-
ters were censored, and books of contemporary
writers were banished from their sight. The Duke’s
birthday and Franziska's were the great festival '
occagions, at which he"would distribute the prizes
in person and permit the winners to kiss his hand
Af a Chevalier, or to kiss the hem of his garment
if but an Eleve. We can readily see that suech
regtraint and mechanism would become repulsive to
young Schiller.

In the first year at the Academy Schiller con-
tinued his Greek and Latin studies, and in addition
took up French, Mathematlcs, Geography and Higtory.
On foundatlion day he recelved a prize Tor distinction
in Greek; this was the only prize he vén for six
years., In hils seecond year he began the study of
law, but made little progress in it, partitly because

he was not interested, and partly because he was 11l
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and frequently confined to his bed. Although he
advanced slowly in his professional studies, his
interest was aroused for literature. Through
some unknown source Schiller had obtained a-eopy
of Klopstock's "Messiah", which opened upfa}new
world, and afoused in him a passlonate yearning
‘and a restless striving for expansion. In this
mood he composed an epic entitled, "Moses", and
two tragedies, "Absolom" and "The Christian".

In his attempt at literature he was encouraged

by several of his friends, who, along with himself,
formed a literary club where secretly they read
and dlscussed poetry. Among these friends was
Schiller's Ludwigsburg companion von Hoven, his
lively ffiend Petersen, and his weapon-bearer
Seraffenstein. All these companions held Schitler
in high esteem, for they saw-in him qualities and
possibilities of future greatness.

In 1775 the Academy was transferred from
Solitude to Stuttgart, and the Duke instituted a
new department namely, that of medicine. The puplls
had the privilege to take up this new study if they
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so desired. Schiller was very glad to make the
change. Medicine, with its close relation to
nature, appealed far more strongly to him than
the study of law.

In stuttgart Schiller ecame under the instruc-
tion of professor Abel, whose lectures on psycholo-
£y and moral phllosophy captivated hlis attention so
much that he almost learned by heart some of the
textbooks, especially Ferguson's "Moral Philosophy",
with 1ts notes by Garwe. Abel also gave Sehilller
an introduction to Shakespeare in“the Wlieland trans-
lation. Schiller however, could not appreciate
Shakespeare at that time. In later years he said (1.
"Mehrere Jahre hatte Shakespeare meine ganze Verehrung,
und war mein Studium, ehe ich sein Individuum liebgewin-
nen konnte. Ich war noch nicht fahig die Natur aus
erster Hand zu verstehen." The five years of training
under professor Abel gave Schlller a conslderable know-
ledge of philosophy and medieal science.

The removal of the sechool to Stuttgart brought

1. Fritz Strich: "Schiller Sein Leben und Seine Werke". p.

29.
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with it another advantage for Schiller. He came in
closer touch with literary life. Aside from Homer,
Virgil and Shakespeare, he became acquainted with

the contemporary writers, Lessing, Goethe, Haller,
Gerstenberg, Klinger, Lelsewitz, Schubart and
Rousseau. The latter writer influenced Schiller

most. He was 8o passionately affected by Rousseau's
hatred for despotlsm and conventlonality that he
longed to be released from the shackles that bound
him, for he felt urged to take his part in the coming
struggle for freedom. Schiller, who was now completely
intoxicated by the "Storm and Stress" spirit, wrote
two tragedies, one, "The Student of Nassau'", which
was based upon a néwspaper story of sulcide; and the
other, "Cosmo del Medici"'", which according to his
friend Pétersen, closely resembled Leisewitz's "Julius
von Tarent". But both of these after their éompletion
displeased him, and he threw them into the fire. 1In
addition, Schiller also wrote various iyrics, one,
"Der Eroberer", was published by the "SWabiaﬂ Magazine",
with a note of caution by the editor Haug; for this

poem was a violent outburst against the tyrant rule of



® 16 *

government. With still greater intensity Sehiller
produced a few occasional poems. One of these was

a glorification of emperor Joseph; the other two

were birthday greetings to Franziska. These wverses
were bombastic and full of extravagant praise. Also
some school orations he delivered at this time ex-
hibited the same fervor and rhetorical extravagance.
It 1s also quite evident that Sehilller already was

at work on his "Rauber", but how far he had progressed
we do not know,

Schiller's literary enthusiasm had almost carried
him off his féet before he realized that he was falling
behind in his professional work. He saw that he must
attend more seriously to hls medical studies, so he
dropped his literary pursuits for about-two years, and
devoted himself fully to the study of sclence. He
made rapid progress and dilstinguished himself in the
classes for anatomy and physiology. When he took his
examination in 1778, he was classed in anatomy with
the upper class meﬂ, and in 1779 he carried off three
prizes which were received in the presence of Goethe

and the Duke of Weimar. He hoped that he would finish
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his course in 1779, but when he submitted his thesis
on "The Philosophy of Physiology", 1t was rejected.
The professors found various criticisﬁsg such as
obscurity, excessive rhetoric, and worst of all, a
disrespectful approach made on an authority such as
Haller, but at the same time, theylrecognized the
evidence of remarkable talent. The Duke passed
favorable comments on it, and particularly noticed
the author's enthusiasm, but the enthusiasm was so
fervid tha£ the Duke decided 1t needed to be subdued
by another year of study. With a heavy heart the
Eleve Schiller submitted to this decision.

Schiller's last year at the Academy was anything
but a happy one. He passionately yearned for freedom,
and now that he was restrained to the school for
another year, he felt that ﬁhe whole world had turned
- against him, He fell into a deSpondeﬁt mood, and
longed for death; the thought of sulcide was continu-
ally before him. To the bereaved father of his friend

von Hoven he wrote, "I am not yet twenty-one, but
I e o o e o e = - — — —
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I may freely say that the world has no longer any
charm for me. Were my life my own, I should be en-
vious of the death of your son; but 1t belongs to

my mother and my slsters, who without me would be
helpless, for my father has gray hairs." Schiller's
prospective success appeared rather disheartening,.
but he was too much of a genius to be enthralled by
thls desperate gloom for a great lsngth of time. He
soon mastered the sltuatlion and regained ceourage and
ambitlion, for we are told that he was glven charge
of a fellow student who was overcome with hypochondria.
When he had made an analysls of the case, he declded
that the patient could be cured by medicine and good
common sense advice., Furthermore he picked up his
professional work, which included the preparation of
a new thesls; and at every other available time, he
threw himself with 1ife and soul into the work of his
tragedy, "Die Rauber". The subject had been sug-
gested to him by an incident recorded in the Swabian
Magazine by Schubart in 1775. Some seenes of it were
probably wriltten in 1776-1777, but the work as a-whole

was produced in the last year at the Academy. To find
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sufficient time for writing Schiller would frequently
retire to the hospital, or remain in his room for a
day under the pretense of illness. Thus, secretly

and in disgulse of a sick man, he would steal away
many hours when he worked with feverish energy on his
drama. Kach scene when completed was read in the
inner circle of a few friends, who would encourage

him by their hearly applause. One of these friends
has left on record that he wag at times so excited in
his composing that he would "stamp and snort and roar".
In such manner was produced the dfama that culminated
the "Storm aﬁd Stress" movement, and which presents to
us the intense sufféring and melancoly of a burdened
soul, or his great "Weltschmerz".

In December, 1780, a year later than he had hoped,
Sehiller completed his medical studies and submitted his
new thesis, "The Relation of the Animal Nature of Man
to his Spiritual Nature"; In this thesls he expounded
his own philosophy on the knoﬁledge he had acqulred
under profesgor Abel's instruction at the Aeademy.

Sehlller was now stationed at Stuttgart as a sur-

geon with a meagre salary of elght dollars a month.
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Although his appointment was not what he had expected,
he was glad to be released from bondage. In Stuttgart
he again united with his family, from whom he had been
involuntarily separated seven long years. Here he also
met his three 1ntimate friends, Sehraffenstein, now a
11euténant, Petersen, an assistant librarian, and von
Hoven, a surgeon, who, like himself, were enjoying the
firat delights of freedom.

Besldes hils dutles as army surgeon, Sc¢hilller now
worked with increased energy along literary lines. He
wrote for various journals, and with the help of Petersen
and professor Abél, he conducted a quarterly called a
"Repertorium", which only existed a very short time. He
collected his own odes and formed them into an Anthology
for 1782. But above all he put his finishing touches
on his great drama, "Die Rauber". Unfortunately no
bookseller in Stuttgart would undertake to publish the
same. Petersen, who had an occasion to go to ﬁannheim,
made an attempt there, but falled. Schiller finally
decided to have it printed at his own cost in May, 1781.

The first representation of "Die Rauber" took

place at Mannheim on January 13, 1782. Schiiler had
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secretly come from Stuttgart to witness the performance.
The play created great enthusiasm and the author's fame
spread rapidly. When Schiller for the second tiﬁe
secretly attended the performance given in the latter
part of May, the Duke got notice of this and commanded
that he be arrestéd for two weeks. But a worse thing
happened when the Swiss canton complained that Schiller
had in his "Rauber" given an insult to their nation.
The Duke being aggravated, he now confined Sc¢hiller
for two weeks in the guard hause and forbade his pub-
lishing any literature whatsoever. Thils genseless
regtraint irritated Schiller beyond eontrol; he there-
fore determined to leave h;s native land as a refugee.
He made one last visit to his familly at Solitude, took
an affectionate farewell from his mother, and while the
clty was in a great turmoll at the arrival of Duke Paul
of Russia he stole away to Mannhelim on the night of
September 22, 1782, in company with his musician friend,
Streicher.

In Mannheim, Dalberg had promised Schiller a po-
sition as theatre-poet, but fearing the Duke's disapproval,

he even refused to accept "Fiesco"'", a second drama which



% PP ¥

Schiller had hoped to see performed soon. The poet,
feeling poor and forsaken, found great consolation
in his friend Streicher, who stood faithfully by him,
and even gave his own traveling money to pay Sehiller's
expenses, For some time the two wandered about to
Darmstadt, Frankfurt and other surrounding places,
until they took up their abode in a small village near
Mannheim, where they remalned for a few months. Here
Schiller revised his "Flesco" and sketched another
drama, "Louilse Miller", later called "Kabale und Liebe".
After finishing the revision of "Fiesco", he presented
the remodeled form to Dalberg, who for the second time
rejected the play and refused to pay any compensation
for his rewriting. The poet again felt desolate and
helpless.

In his distress Sehilller now turned to his friend,
Frau von Wolzogen, the widowed mother of two of his
Stuttgart fellow-students, who had previouslj offered
him her home at Bauerbach. Here he stayed for eight
months and diligently occupled himself with "Kabale und
Liebé", and also formulated plans for the new drama,

"Don Carlos", Again Schiller was distracted, for he
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fell in love with Frau von Wolzogen's daughter. See-
ing that his love was not returned,“he was dlsappointed
and left the next summer, and went back to Mannheim,
When Dalberg had made sure that the Duke intended
no harm for Schiller, he gave him his desired position
ag theatre-poet, with a small but agsured salary. Schil-
ler contracted to finish "Kabale und Liebe" and one
other play during the year. But this agreement soon
proved a burden, and in the fall of 1784 he broke the
engagement with the Mannheim theatre. Sehiller had met
various discouraging situations. Soon after hils arrival
at Mannheim, he was struck down with malaria fever; the
presentation of "Fiesco" on the stage was not a success;
his former and present debts were a constant annoyance;
and above all he had fallen passionately in love with
Frau von Kalb, the wife of a French officer. All this
had diverted his attention, and the new drama, "Don Car-
los", that he had promised to finish, was but merely
begun. It was this drama, dealing on the one hand with
Don Carlos, son of Philip II of Spain, and his love for
his stepmother, Elizabeth of Valois, and on the other
with the large world of ideas as embodied in Marquis
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Posa, that as we will show in our later discussion,
marks such a decided change from Schiller's three
plays which preceded,

Sehiller was requested to read the first act of
"Don Carlos" at the Court of Darmstadt in the presence
of the Duke of Weimar, who 1n‘return, conferred upon him
the title of "Court Councilor". This gave Schiller a
certain social standiné, but it did not relieve him
of his finaneial distress. The experience of Schiller
at Mannheim well illustrates tha fact that the ad-
versities of men often lead to higher and better things.
Had Schiller at this time completed his "Don Carlos",
it would- have been another drama of revolt, much of the
game sort as "Kabale und Liebe", which had been received
~very favorably By the publie. Schiller had a great
desire for better opportunities to work on his drama.
The fulfillment of this desire suddenly came to him
from uncalled for quarters. He at this time received
an invitation from some of his literary admirers in
Leipzig, which he gladly aeccepted. With the greatest
antlicipation of enjoying a new bond of congenial friend;

ship, Sehiller changed Mannheim for Leipzig, and in



% 05 %

leaving Mannheim, he also left behind him his melancholy
gloom of revolt which had occupied his mind up to this
time,

In Leipzig Schiller receilved a hearty welcome
from the small circle of Kérner; Huber, and their fianeees,
the sisters Minna and Dora Stock, who formed a charming
soclety of freedom and refinement. Here under the
pPleasant influence of friendship and companionship, Schil-
ler produced his world-famous hymn, "An die Freude",
which clearly shows Schiller's deep conception of the
ultimate aim in tiles of frieﬁdship and of love for hu-
manity. Korner was married to Minna Stock in the fall
of 1785, They immediately established thelr home in
Dregsden where KSrner had received a government posltion.
They offered Sehiller an abode at their home in Loschwitz.
Korner was an ardent student of history and a great en-
thusilast for philosophy. In intimate fellowship with
him, Schiller became greatly interested especially in
philosophy. As a result of 1t he soon published his
"Philosophlische Briefe", which ehows the marked influence
of Kant. Schiller's chief concern however, was still

"Don Carlos". Four installments of it had been published
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at different periods from 1784-1786 in the "Thalia",
a journal which Schiller had founded during his last
months of his stay at Mannheim.

We must not forget to mention that while in
Mannheim, under the influence of Klein and Wieland,
Schiller”s attention had already been drawn to the
value ofbpoetic style, to ﬁhich he had hitherto pald
1little or no attention in his productlons. Wieland
Ingisted that a perfect drama must be in verse, as
Lessing's "Nathan", published in 1799, had so well
Proven.a During‘hig two years stay at Dresden, where,
in the intimate association with Korner, Sehiller had
been brought under-the influenee of Kant who regarded
life as a continuous struggle for perfection, his "Don
Carlos" underwent a remarkable change. From a revolting
love-tragedy in a royal household, it now became a
great political tragedy, representing the height of
enthuslasm for friendship, liberty, and love for humanity.
The drama was published in 1787, and was recelved with
immediate and universal approval equally among the
learned and unlearned classes.

Schiller's work on "Don Carlos" had led him to a
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eclogser study of the revolt of Netherlands against

the Spanish rule. As a result he a few months later
published his "Geschichte des Abfalls der Niederlande",
which was received with great favor, and which, through
the influence of Goethe, procured him the professor-
ship of history at the Jena University.

The salary he received.was small, but Sehiller
felt that in addition to his income from other sources
this was sufficient to establish his own household. So
in February 22, 1790, he married Charlotte von Lenge-
feld, whom he had met and learned to love three years
before while on a visit to Weimar. In her Schiller
found a lovable companion with a cheerful disposition,
who throughout 1life was in heartfelt sympathy with his
work and plans. In 1791 Schiller suffered severe at-
tacks of 1llness, and death seemed near, but through
Charlotte's careful nursing he regained strength and
vigor of life. He gave up his professorship at Jena
and diligently devoted himself to hils literary ecareer.

Between 1790 and 1792 Schiller wrote "Die
Geschichte des dreissig-jahrigen Krieges". This led

him to dramatize his masterpiece, "Wallenstein", a
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grand trilogy, comprising "Wallenstein's Lager", "Die
Piccolomini", and "Wallenstein's Tod". This eyele

was publishéd in 1799 and received with great favor.
Immediately after the completion of "Wallenstein®,
Schiller wrote in succession the foliowing clagslical
dramasg: "Maria Stuart", in 1800; "Jungfrau von Orleans",
in 1801; "Die Braut wvon Messina', in 1803; "Wilhelm Tell",
in 1804. During these years he also adapted Gozzi's
"Turandot'" for the German stage, translated Racine's
"Phedre'", and gave two comedies by Picard, namely, "Der
Parasit", and "Der Neffe als Onkel". Besides the works
mentioned, Schiller wrote many poems and ballads, to
which in large measure he owes his popularity. His
ballads guch as "Lied von der Glocke", "Die Kraniche
des Ibykus", and "Der Handschuh", are amongst the best
ever produced in German literat&re.

In 1799 he made his permanent abode in Weimar, in
order to be nearer to the theatre where his dramas were
performed, and to Goethe with whom he had formed an
intimate and life-lasting friendship.

In February of the year 1805, Schiller was again

taken down with an attack of 1llness, but he continued
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with feverish energy to work on his "Demetrius" in
splte of fatigue and great suffering. On the twenty-
ninth of April he returned from the theatre in high
fever which soon led to exhaustion and delirium.

This time the careful and tender nursing of his wife
was of no avall. He lingered on a few days with in-
tense but patient suffering. On the evening of May

the eighth, when asked how he felt, he answered, "lMore
cheerful, and better all the time". The next morning he
became unconscious, and at five o'clock in the afternoon
he quietly passed away. \

So ended the 1ife of a man who, in spite of bitter
struggle with poverty and illness, rose to a lofty po-
sition in the literary world. Schiller's untiring
devotlon to duty and his sineere striving for perfection
have made "Don Carlos", as well as his other classical
dramas that followed, all representing the ideals of
freedom and love for humanity, monuments in German
literature, which are and always will be a source of

inspliration to mankind.
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CHAPTER I.

LITERARY ELEMENTS OF THE STORM AND STRESS MOVEMENT.
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Literary Elements of the Storm and Stress Movement.

Before we make an attempt to point out the literary
elements that characterize the Storm and Stress movement
in Germany, we shall turn back to its nelghboring
countries, France and England, and Investigate the
gource whence this movement arése and how it finally
made 1ts way into Germany.

The French Influence had always been prevalent in
Germany, but it increased after the Thirty Years' War.
The German productions In the elghteenth century were
based on the French drama, where the leading character,
or hero, was always of noble rank, for, according to
Aristotle, only persons of high soclal standing could
plssess freedom of action; the lower classes were con-
fined to "Gebundenheit", as Gustav Freitag expresses it.
The French writers, Corneille 1606-1684, and Racine
1634-1699 put into practice the Aristotelian rules for
the drama, namely, the place remained the same; time
must. be twenty-four hours; and the purpose of the
traggdy must be to arouse plty and fear. 1In later years

Racine and Corneille began to suspect these rules, but
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the doubts and misgivings they expressed bore no fruit,
for the conditlions of France were not favorable to a
change in the standards as set by Aristotle.

In BEngland the common people had already .aequired
social standing; also on political grounds tbey were
recognized. Literary boundaries had never been so rigidly
fixed in BEngland aé in France. In as democratic a country
as England it is not surprising to find plays originating
that dealt with the 1ife of the common people. The first
one of these plays was Lillo‘'s "George Barnwell" (1732).
This drama treatsAof the morél and physiecal destruction
of a young merchant. The plot is simple; it is a crudely
told story of Barmwell, who sacrifices the brightest
prdspects, including that of marriage with his employer's
daughter, for the sake of an unserupulous, adventurous
woman. Through robbery and crime he ends his eareer on
the gallows. There is no deveiopment of character in
the hero; he remains a weakling--the man in desperate
straits between two womeﬁ. This drama eame to occupy
a8 prominent place in English as well as in all European
literature.

The tendencies of Llllo were carried on by Samuel



Richardson (1589-1781), the father of English (1.
literature,gbut it 1s pnerhaps more accurate to call
him the father of gentimental analysisxs In his. family
novels, "Pamela" (1740), "Clarissa" (1742) and "Sir
Grandison" (1753), he introduced a new form of writing
in letters and essays, as we later find Goethe doing
in his "Werther".

The new types of drama dealing with the woes of
common-class people goon became popular and made thelr
way into France. The two representatives of this type
of French writers were Diderot (1713-1784) and Rousseau
(1712-1778) both of whom were influenced by the English
movement which had its source in Lillo's and Richardson's
productiong. Diderot's "Le pére de famille", a drama
of family life, was in 1760 translated by Lessing into
the German. It became widely known and gome years later
1t served as a model for Gemmingen's "Der deutsche
Hausvater", whose drama gave Schiller many suggestions
for his "Kabale und Lilebe".

The work which made the conflict of love and clasgs

distinction a popular theme was Rougseau's epistolary

1. Dr. Thurnau's Goethe's Seminar Clags Notes.
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"La Nouvelle Heloise'" (1761). In this novel Rousseau
expresses a revolt against all prevaliling culture with
its artificiality and hypocrisy, and preaches a return

to nature. All distinctions of class or rank must be
abolished, in order that the individual, freed from.

the fetters of the conventional, can develop independent-
ly aceording to the needs and aspirations of his own
heart. This production of Rousseau soon exerted a power-
ful influence on Storm and Stress writers.

The first family-tragedy in Germany that dealt with
ordinary folk was Lessing's "Miss Sara Sampson" (1755).
Sara's love-story is in mény respects similar to Richard-
son'g "Clarissa", but the influence of Lillo's "George
Barﬁwell“ 1s more prevalent. In both we f£ind the
situation of a moral weakling between two women who are
diametrical opposites. It is this "love triangle" situ-
ation which became extremely popular with Goethe and the
other "Storm and Stress" writers.

Toward the end of the elghteenth century much had
already been done to revolutionize and re-establish
German literature. Klopstock, who sought to regenerate

German poetry by a return to ancient national sources
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of inspiration, had given new life to lyriec and epic
poetry by introducing ardent human emotion. Wieland,
who, like Klovpstock, had turned to ancient sources in
search for the art in poetry, had become an advocate

of sensuous beauty now made place in literature for

the manifold emotions of the erring hqman heart, thus
helving to free the thought and imagination from the
regtraint which German tradition had so far placed

upon them. Lessing, as already menti&ned, had set a
new fashion by breaking away from the imitation of the
0old French drama. In addition to these achievements
and ideas, Herder in his "Fragmente' (1767) made a
decided attack against the conventional rules in
literature. He argued that a poet had a right to his
Inner impulse alone. He says, "the first authors (1.
of every nation are poets, and the poets are inimitable".
The easgence of a nation's poetry reflects the inner 1life
that grew out of‘peculiér conditions of time and plaea;
Therefore to be effective the poetry of nature must be
poetry of the nature that one knoﬁs and feels.

The time was now ripe for the revolutionary ideas

1. Thomas: German Literature. p. 255-56.
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of Rousseau, coupled with the bold doctrine of Herder,
to start a mighty fermentatlon among the young poets
of Germany, such as Goethe, Lenz, Klinger, Leisewitz,
Wagner, Maller and Schiller. Some of these men had
experienced, all had seen the abuse of authority in
society, church and state. Being filled with rebellion
agalinst all authority they arose with determination
to reform soclal and political 1ife and to regenerate
literature. These young poets were sincere in their
efforts; they thought they could express true humanity
and true poetry if they abandoned all tradition and
law and gave themselves entirely to their imagination
and feeling.

The chief form of éxpression in the "Storm and
Stress" movement was the drama. 1In Herder's con-
~ception Shakespeare was "the 1nterpfeter of nature in
all her tongues", who cared 1little for dramatic con-
struction or unity of action in comparison with the
presentation of living human types and impressive seenes,
which he created solely as his inner impulse prompted.
The young poets, with this misconception of Shakespeare,

now set out to write dramas regardless of dramatic laws
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and practical demands on the stage; scenes followed
each other in rapid succession and bewildering con-
fusion. The subject matter was intermingled with
exaggerations, wild cbmparisons, broken sentences,
repetitions and bombastic exclamations. Absolute
unrestraint was considered manly accomplishment; or,
stating it more to the point, "Urnatur" was appealed
to against "Unnatur".

The firat representation of the "Storm and Stress"
spirit was Goethe's "Gotz von Berlichingen mit der
Eisernen Hand" (1?73). The tragedy represents the
will and honest eonviction of the individual in con-
flict with the laws of the state. Although it portrays
the time and action of the sixteenth eeﬁtury, it also
at once appealed to the poet's own time. Gotz, the
enemy of princes, but a friend of the poor and oppressed,
and a champion of individual freedom and éelf-reliance in
an age of lawlessness, was an 1deal that well fitted the
author's own time; therefore, the young writers of the
"Storm and Stress" hailed it with the greatest applause
and at once regolved to join in a fight for literary

" revolution. The style of the drama was in complete
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harmony with ;ts sp;rit; there was no dramatlc unity;
the scenes wildly followed one another, and the language
was bold and stralghtforward, even at times rude.

A year later Goethe appeared with "Die Lelden des
jungen Werther" (1774), a sentimental novel in letter
form, which shows fhe influence of Richardson and above
all, Rousseau, In its love and exaltation of nature.

The immediate occasion for this production was Goethe's
friends, Kestner and Lotte his betrothed, and the suilecide
of Jerusalem. In this aceidental story Goethe had (1.
artistically woven the heart-history of his time in sueh
a remarkable way that it moved all Germany to tears. In
"Werther" Goethe portrays a true pilcture of a human soﬁl.
Perhaps no work in all the history of literature has ever
been received wilth greater enthusiasm than "Werther". It
was translated into all languages of Europe, and even
found its way into the Orient.

Both in "Gotz" and "Werther", there is a revolt against
the social order, and a lénging for a nat ural state, freed

from the conventional, which has ecaused unhappiness and

1. Boysen: Goethe and Schiller. p. 43.
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conditions in deSpair; while Gotz wages a filerce combat
for the ideals of liberty. One 1s passive, and represents
the "Weltschmerz", and the other 1is actilve, and represents
the desire for power of "Kraftgenie". These opposite
tendencles both exemplify the dominant characterigties of
the "Storm and Stress" movement.

The group of young wirters who actively furthered
the literary revolution that was opened with Goethe's
"Gotz von Berlichingen'", and who may be regarded as the
typical representatives of the "Storm and Stress" move-
ment are Klinger, Leisewitz, Wagner, Lenz and Muller.

Like Goethe, these writers were preeminently dramatists.
Klinger (1752-1831), the most productive and the
most extravagant of them all, is best known for his play,

"Sturm und Drang", which gave t-he name to the movement.

Its subject 1s a love gstory similar to that of "Romeo and
Juliet", with the American Revolutionary War as back-
ground. Its'language is typical with its broken sentences
and bombastic exclamations. Another important drama of
his 1s "Die Zwillinge". It is a tfagedy dealing with the
hatred between two brothers, and from beginning to end the

action sweeps along regardless of psychologilceal probability
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or dramatic presentation. It 1s extremely violent and
extravagant.

Leisewitz (1752-1806) wrote a tragedy, "Julius von
Tarent", similar to Klinger's "Zwillinge", dealing with the
subject of two contrasted and mutually hateful brothers.
This tragedy is a forerumner of Schiller's "Rauber".

Wagner (1747-79) wrote two "burgerliche Trauerspiele”,
"Die Reue nach der That" and "Die Kindermorderin", His
best known tragedy is "Die Kindermorderin', which reminds
one of the "Gretchen tragedy" in Faust. The motive that
forms the basis of this drama 1s a social conflict which
Wagner plctures with almost repulsive realism.

Lenz (1751-92) wrote two plays of a revolutionary
tendency, "Der Hofmeister", which 1s a modern version of
Rousgseau's "Heloise", and "Die Soldaten", which shows
the soldier as an enemy to soclety. As mentloned previous-
ly, the conflict of love and class prejudice was a popular
theme amongst the "Storm and Stress" writers, but it comes
out most vividly in Lenz's two dramas, which also are
"bﬁrgerliche S@hauspiele“.

Muller (1749-1825) wrote "Faust" and portrayed him

like Goethe, as an "Ubermensch" desirous for knowledge
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and power beyond human limitations. Hls best work,
however, is his "Ritterdrama" entitled "Golo and
Genoveva', which'is written with unrestrained en-
thusiasm, as 1s typieal of all the "Storm and Stress"
writers.:

The chief aspirations of the "Storm and Stress"
writers, as we have tried to show, were to break away
from the conventional and all French imitation by which
they were hitherto bound; to exalt nature, which accord-
ing to Rousseau was the antitheslis of ce¢ivilized con-
vention; and té imitate Shakespeare, who according to
Herder was the true interpreter of nature. Although
the movement was accompanied by much nonsense and ec-
centricity, it brought forth some favorable rgéults.
For in pointing to Shakespeare and the popular ballads
29 the purest poetic models, 1t infused a new 1life into
German literature, and fostered an independent spirit

among writers of the new generation.
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CHAPTER II.

SCHILLER'S "STORM AND STRESS" DRAMAS AS PRECEDENTS

OF DON CARLOS.
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Schiller's "Storm and Stress" Dramas -as Precedents

of Don Carlos.

Goethe gave the first expression to the "Storm
and Stress" movement. His "Gotz von Berlichingen"
and "Werther" in a grand way opened the fight for
freedom, powér and individuality. Immediately a group
of young writers such as Lenz, Klinger, Leisewitz,
Wagner, Miller and others, joined him, and carried on
the literary fight by their numerous passionate "Storm
and Stress" productions. The works of these young
enthusiasts fell into the hands of Schiller at the
Academy, and carried him with a rush into the mid-
current of the literary revolution. With fervid and
noble aspirations Schiller too gave himself for the
cause of freedom., With his firgt "Storm and Stress"
drama, "Die Rauber", the movement was brought to
a culmination, and with his "Kabale und Liebe" it
finally came to a grand close.

To the group of Schiller's "Storm and Stress"
tragedies belong the thrée drémas, "Die Rguber", "Die

Versehwgrung des Fleseo", and "Kabale und Liebe'.
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These three plays stand related to each. other in regard

to their form and nature as well as their time. They

all breathe the spirit of revolt againét established

order and soclal conventlons, which was due to the gen-
eral conditions of the time, and especially to the suffer-
ings and restraints at the Academy, as well as the bitter
trials of a fugitive which Schiller had himself experilenced.

"Die Rauber", although the first, is the most remark-
able of Schiller's early plays. The scene of the play is
not laid in a foreign country, as was usually the case in
the German dramas of the "Storm and Stress"; nor is it
1aid in the historic past like Goethe's "Gotz", but it
is taken from the life of its own timé. In the same way
its characters and motives reflect the condition of the
time,.

Schiller took the main incident for the plot of his
"Rauber" from the story, "Zur Geschichte des menschlichen
Herzens", told by the Swabian poet Schubart. Here he also
got his first conception of the two hostile brothers. In
Schubart's drama the hero portrays no Bold and passionate
action; he weakly pordons an abominable crime. Such a

meek and forgiving spirit did not harmonize with Schiller's
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mood of indignation. He therefore changed the story
into a real tragedy by-turning the hero into a terrible
avenger of mankind.

The motive of hostility between brothers as we
find 1t in Schiller's "Rauber" had become popular in
English literature iﬁ the sentimental movement intro-
‘duced by Richardson and later czrried on by the
French wriﬁer Rousseau. This motlve also was a
favorite one with the German dramatists of the "Storm
and Stress". We find it in Klinger's "Zwillinge",
and Leisewitz's "Julius von Tarent“; both of which
served as models for Schiller's "Rauber". In both
of these plays we have an oldwfather whose dynastiq
hopes center in a much esteemed son, who is envied\\
by his younger brother; and in both, the brothers
are iIn love with the same girl. In these dramas the
emotlions are portrayed by means of conversation;
there is‘very little that actually happens; we gense
the dramatiec situations to some éxtent, but they are
not vivid enough so we can e¢learly see them,

In Schiller's "Rauber" we also have an old father

whose favorite sén is envied by his younger brother; and
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here too, the brothers are in love with the same girl. (1.
But according to Kﬁhneman, Klinger and Leisewitz chose
thelir brothers for the sake of strong effects. In thelr
tragedies the murder of the brother and the Jjudgment by
the father are the climax to which all tends, while
Schlller shows us the full horror and significance of the
family tragedy by letting the different characters ﬁork
out one another's ruin. Schiller transforms the contrast-
ing brothers ofwhis predecessors into opposite poles of
the moral world. Hls tragedy goes far beyond all the
former struggle for love and mastery. When Franz the
v1llain carries out his dreadful acts and decelves Karl
the "edle Réubgr“ who innocently falls into criminal fol-
lies, Schiller most foreibly portrays a tragic situation
wlth great pathos in which situation the interests of
humanity are at stake. The real family tragedy, the real
contrast between the brothers, 15 clearly and completely
expressed.

Of the two hostile brothers in "Die Réuber", Schiller
makes Karl the sentimentalist who, as a mouth-plece of

Rousseau, revolts ggainst the evils of society and politics;

1. Kuhneman: Schiller. pp. 136-140.
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and preaches the necessity of a.return to nature.
9chiller at the same time portrays Karl as a man of
action and a self-helper, who like Goethe's "Gotz" is

an enemy of the prince but a friend of thé oppressed.

Ag a champion for freedom Schiller“s hero bids abso-
lute defiance to all laws and authérity, while Goethe's
"Gotz" is at heart a loyalist who in resisting his
enemies does not revolt against authority itself, but
against the abuses of authority carried on by subordinates
who by their actlion have disgraced the emperor. Schiller
makesg Karl the incarnation of all that is heroic; as a
champion for freedom, he has the courage to renounce a
degenerate soelety and by his own endeavors he seeks to
found a new hﬁmanity. Hls whole nature expresses the
glowing desire of pure and noble asgpirations. He may.
well be called "ein edler Rauber". In all his robbings,
burnings and plunderings he does not become debased like
his fellow-men, for he imdgines all the time that he is
fighting for a just cause, and that God is on his side.
While he fervently gives his 1ife and soul for the sake
of 1lifting humanity, he becomes an enemy of it., We

detest his conduet, but we deeply sympathize with his
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erring wanderings in the dark.

When we recall Schiller's restrained 1life at
the Academy where he fell into a despondent and
melancholy mood, because he passlonately yearned to
participate in the fight for freedom and individuality
which was carried on by the young enthusiastic writers
of his time; we feel justified to state that in portray-
ing the hero of his "Rauber" he portrayed his own
aspirationg and desires. The moods of Karl Moor un-
doubtedly were moods of Schiller intensified and brought
into fervid action. When Karl with burning eloquence
cries out, "Das Gesetz hat zum Schneckengang verdorben
wasg Adlerflug geworden ware. Das Gesetz hat noch kelinen
grossen Mann geblldet aber die Freiheit br&tet Kolosse
und Extremetaten aus", Schiller seems to be speaking -
straight from hls own rebellious heart.

We shall now turn our attention to Karl's brother
Franz who appeals very little to our sympathlies. In
Franz we find a full-blooded Shakespearean villaln. The
firest soliloquy of Franz reminds us of Edmund in "Lear";
both of these villains'lust after the wealth and position

of the favorite brother, and both in theilr secheming make

1. Schiller: Die Rauber. Act I, Scene IV.
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use of forged letters. But there are also similarities
between Franz and Richard III. Both of these villains
rebel against nature, and decide to make use of the power
of deception. For them no moral ldeas exist In man.
Schiller learned from Shakespeare how to create villains,
but he gilves to them the coloring of his own time. The
way he uses Franz as a tool of destruction for Karl is
‘also Shakesgpearean, although he makes it wholly hils own.
What a contrast in the two brothers! As Karl is
the incarnation of all that is good and noble, so Franz
is the incarnation of all that is evil and debased.
thiller portrays Franz as a scoundrel who, although en-
dowed with philosophical and physiologiecal knowledge,
has become skeptical; therefore he sees no reason why
man should be virtuous. Again we are reminded of Schiller's
1life at the Academy. It 1s qulte evident that Schiller
had wrestled with the same skeptical ideas in moments of
golitary gloom. But Franz's skepticism goes still deeper;
he has lost all natural feeling of family love; this
sacred love means nothing but base and selfisgh desire to
him, Franz against Karl, 1s, as Kulneman states so well,

"Personified evil striving against personified good; but
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the good has gone astray". Fritz Strich says, (1.

"rit Schiller erst kam der geniale Dramatiker, der dem

In seiner Art dramatischen Erlebnis des Sturms und
Drangs die organische Kunstform gewann. Alle Séd}mer

und Dranger wiesen auf Shakespeare zuruck. Erst Schiller
wurde mit Recht als der deutche Shakespeare begrﬁsst.
Nicht darum weil der Franz Moor in dessen grosse Bose-
wichter Richard III, Iago und Edmund, selne Vbrgénger
hat, well Hamleb-Stimmungen in Karl legendilg werden und
mancheg noch von der Wirkung dieses Gelstes zeugt, sondern
well hier ein geborener Dramatiker das Gesgetz der
Notwendigkeilt in dem Schicksal eines grossen Menschen
enthiallt und die Gegenpole der Menschheilt zusammenfasst,
wile es Shakespeare tat'.

The other characters in the drama are drawn less
successfully. The father is not gilven any definite. portrayal.
The heroine Amalle is presented to us as a weak and gulite
unreal character. All the subordinate characters are rather
shadows than real human belngs; not one of them 1s brought

to a clear focus elther by the words they utter or by the

1. Fritz Strich: Sehiller Sein Leben und Werke. p. T3.
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We have previously discussed in how far the
writings of Goeyhe, Klinger, Leiseﬁitz, Rousseau and
Shakespeare influenced Schiller's production of "Die
Rauber". But we must not forget to ment ion ého?her
strong‘factor of influence, and that 1s the Bible.

In the first place, we know that the story of The
Prodigal Son has affected the whole plan of the play.
We also notice that he biblically portrays the last
judgment. But above all we find that Schiller lays
tremendous stress upon the question of right and wrong.
The presence and power of God is gensed throughout the
action of the drama. The idea that God is an avenger
who will bring to judgment every unrighteous thing. 1s -
clearly understood; at the same time we find references
to Him as the Father, which Schiller presents in a most
tender and childlike manner. In this we are naturally
reminded of his pietlstic home influence, especially
the religious tralning of his mother, and of the sincere
and benevolent example of Pfarrer Moser.

The language and siyle of the drama is "Storm and
Stregs" intensified. Of his extravagant style Goethe

says, "Er hatte zu viel auf den Herzen und zu viel zu
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sagén als dass er es hatte beherrschen konen". (1.
The violent exaggerations, the broken sentences, the
bombastic expressions, the cruditiés and rhetorical
outbursts which we find especially in Karl's and
Franz's monologues are characteristic of the "Storm
'and Sﬁress" in general, although Schiller's own despond-
ent moods and the time of its origin added to the
tensity of it all. The Bible and Klopstock have also
influenced the style. The diction is quite filled with
biblical expressions, and much of the sentimentality

of thought and expression remind us of Klopstock's
"Megssiah". Although various influences c¢an be traced
in "Die Rauber", yet Schiller shows a style of art and
tragedy in his drama that is quite his own. (2.
Bulthaupt says, "the real German tragedy arose with
"Die Rauber"; the tragic style which was created, re-
modelled in one way or another, has remalned the domi-
nant one in Germany until the present day.

Schiller's "Rauber" has been severely criticized

S wm e G G s e S D . S - P - - -

1. Goethe to Eckerman, March 17, 1830.
2. H. Bulthaupt: Dramaturgie des Shauspiels. p. 257.



conscious of 1ts shortecomings than the author himself.
In giving his own criticism on the drama he says (1.
"Die Sprache und Dialog durften sich gleicher bleiben,
und un ganzen weniger poetisch sein. Hier ist der
Ausdruck lyrisch und episch, dort gar metaphysisech, an
einem dritten Ort biblisch an einem vierten platt.
Franz sollte durchaus anders sprechen. Die blumige
Sprache verzeihen wir nur der erhitzten Fantasile, und
Franz sollte schlechterdings kalt sein. Das Madchen
hat nur zu viel im Klopstock gelesen. Wenn man es dem
Verfasser nicht an\den Schonheiten anmerkt, dass er sieh
an geinen Shakespeare vergafft hat, so merkt man es desto
gewlsser an den Ausschweifungen. Das Erhabene wird
durech poetische Verblamung nie erhabener, aber die
Empfindung dadurch verdachtiger."

"Die Rauber" is one of the outstanding works of
the eighteenth century. In spite of its lack of good
taste and its crudeness, 1t was more hailed by the audience
1n'the theatre than any of Schiller's later dramas.
Perhaps no literary‘work of the cenfury except "Werther"
made such a strong and lasting impression on the German

mind.

1. Willoughby: Schiller's Rauber. Pe 37
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Schiller's next "Storm and Stress" production,
"Die Verschworung des Flesco", which was his first
éﬁtempt on the historical &réma, was written in the
summer and fall of 1782, The task on this play was
a far more difficult one than that which he had so
successfully carried out in "Die Rauber". '1In "Fiesco"
Schiller attacked a theme with which he had not yet
become familiar. The first conception for this under-
taking he received from a passage in Rousseau, where
Fleseo 1s compared to the heroes of Plutarch. The
manly power of the hero fasclnated Schiller so much that
he décided to dramatize this episode of Genoese history
and present his hero as a high-minded patriot conspiring
to deliver his country from the clutches of a tyrant.
Before starting on his drama he consulted the French
historian De Retz's "Conjuration du Comte de Tresque"
and found that Fiésco was a modern Brutus whose highest
ambition was his country's welfare.

But uvon further investigation of the subject in
Robertson®s "Charles the Fifth", he found that Flesco
was an ambitious revolutionist who sought to overthrow

the Dorias only in order that he might make himself



the master of Genoa. Here Fleseo 1is shown as a
Catiline instead of a Brutus. After receiving these
two conceptions of the hero, Schiller was perplexed
which of these two motives to choose in order to
bring out the best dramatic effects. He for some
time wavered between the two conceptions. 8So he
decided to let the interest of the play be turned to
the hero's mental struggle between selfish ambition
and true-patriotism. In his book-version of "Fiesco"
the Catiline conception, however, is the prevaient one.
After making himself master of the Genoese Republic
the Fiesco of history met with a sudden death by drown-
ing. Schiller maintalned that in drama pure acéident
should have no part by motives of personal ambition. As
this Catiline conception required an avenger, Schiller
gave this role to the character of Verrima, whom he
pictures to us as a man of pure republican interests.
Verrina is the real Brutus. Fiesco at first gives ug the
lmpression that his serious ambition is to free Genoa,
but we soon become awafe of the fact that his one
ambition is to rule, and to have the satigfaction

that Genoa owes everything to him. When
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Filesco has succeeded in hls consplracy, Verrina plegds
with him to finish his task by establishing a perfectly
free government, but he refuses to do so. Verrina
avenges the cause of liberty by throwing him into the
sea. In this action a tragic motive is produced; but

it is at the expense of the hero, who, haviné debasged
himgelf as a Catiline conspirator, can no more be called
the champion of freedom.

"Fiesco" 1s an advance over "Die Rauber" in as much
as Schiller attempts to depict hilstorical characters and
conditions, and to conceive an ideal of political free-
dom, But on the other hand Schiller'does not justify
sufficiently either the action of the play as a whole, or
the acts of individual characters. Flesco himself is
indistinctly drawn and fails to arouse enthusiasm. Further-
more Schilller progressed since his "Rauber" in depictiné
women; they still appear somewhat conventional, yet none
is so0 colorless as Amalia in his first play.

Sehiller's historical drama of "Die Verscthrung
des Flesco zu Genua" was not a success. He had not been
able to bring himgelf Into perfect sympathy with the
subject. Thils evidently was due to the fact that Sehiller
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at this time had not accumulated sufficient historical
knowledge on the Italian Renalssance to grasp the full
spirit of it. We notice that as a whole the ideas he
presents are rather absiract and far-fetched.

In "Kabale und Liebe'", Schiller's last and best
drama of the "Storm and Stress", he éhose a more congenial
theme. This tragedy like that of "Die Rauber" is actual
and not historical, reflecting the author's inner 1life
of passion and revolt. In his first tragedy he revolts
against the conventional obstructive rules of soclety;
while here he raises hig volce in a drastic mamner against
clags feeling as a factor in the social order. He makes
his point emphatic by presenting to the reader the base
and scandalous things that flourished beneath the glamour
of court-life in the eighteenth century. Schiller's
first impressions of the lavishing and licentious 1life
at the court as he saw it in Ludwigsburg, and the selfish
and tyrannical soverelgnty exercised by the Duke, certain-
ly has left its mark on the drama of our dilscussion.

Schiller's "Kabale und Liebe" is a "burgerliche
Traggdie". The literary forerunners of this type of

dramas sﬁch as Lillo's '"George Barnwell' and Richardson's
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"Clarissa and Pamela" of England; Rousseau's "La
Nouvelle Heloise" and Diderot's "le pere de famille"

of France; and Léssing”s "Migg Sara Sampson" of Ger-
many, we have diseusseé in our previous chapter.

All these had a partial influence on all the burger-
liche Tragodie" of the "Storm and Stress" as well as

on Schiller's "Kabale und Liebe". But it was Lessing's
"Emilia Galotti" (1772) which first introduced the
antithesis of vice and virtue in the representatives of
aristocracy and bourgeoise. It is thls particualr type
of .drama that is most clearly exemplified in Schiller's
"Kabale und Liebe". Kuhneman claims that without (1.
"Emilia Galotte" "Kabale und Liebe" could never have
been written. The plot itself has little resemblance to
it, but the characters' language and technique have had
a striking influence on 1it.

The characters of "Kabale und Liebe" that are most
similar to those of "Emilia Galotte" are Miller and his
wife who show the same contrast as do Odoardo and Claudia.
In both cases the women must bear btheir husbands' stern

reproaches for their foolish ambitions they portray.

Y .

1. Kuhneman: Schiller. p. 289,
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President Walter and his tool, Wurm, stand in similar
relation as Lessing's Prince and Marinelli. Also Lady
Milford and Orsina éerve the same purpose; from both

we see the influence of their benevolence in the midst

of all the 1life of gin and evil. Although Louise is

in a lower social standing than Emilia, we see some very
similar traits in the two. Both are pious and religious;
both are kept under their parents' absolute control; both
owe their training chiefly to their father, and both are
very conscientious.

‘There arecertain passages in "Kabale und Liebe" (1.
that show a striking verbal resemblance to "Emilia
Galotti"; in gome instances they are so similar that they
practically become quotations. It also has numerous
passages which closely correspcnd to Lesgsing's "Sara
Sampson" and "Nathan'.

échiller in his "Kabale und Liebe" contrasts two
worlds by means of living types, types of human longing
and types of human indifference, of love and of intrigue.
These gtand in clear contrast, and the influence that

each exerts upon the development of the action of the
B ————— -

1. Bellerman: Schiller's Draman, I. pp. 217-19.
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play is clearly expressed. We are qulte in sympathy

with the action of the characters, for they appear real
and true to life. In the simple story of Loulse, the
musician's daughter, Schiller pictures a universal
struggle, and he clearly brings out the great significance
of the same. The influence of the technilque of "Emilia
Galotti" upon Schiller's play appears particularly in the
independent action taken by associates in the opposition.
Although "Kabale und Liebe" is viewed from a social and
"Emilia Galotti" from a political standpoint, yet the
conception is the same; in both we have social superiority
on the one hand, and simple uprightness on the other.

For instance, Miller and his wife present the same con-
trast as do Odoardo and Claudia.

As far as plot is concerned, Gemmingen's play "Der
deutsche Hausvater" was taken as a model for Schiller's
"Kabale und Liebe". Gemmingen's poor artist, Wehrmén,
‘became the poor fiddler, Mlller, and the daughter Lotte
was changed to Louise. Gemmingen's aristocratic lover
Karl was named Ferdinand von Walter, and Amaldi was
transformed into Lady Milford. The subordinate character,

Dromer, in Gemmingen's play, who goes about making



compliments to everybody appears in Schiller's play as
the clever tale-bearer and esteemeé ladies’ ﬁan,
Chamberlain von Kalb. Furthermore we see the similarity
of the two plays in Ferdinand and Karl who are both in
love with the daughter of -a worthy plebeian to whom

they have gone to private lessons. In both cases they
meet with the father's opoosition because of their social
superior standards.

As further models of the "burgerliche Tragodien"
begides Lessing's "Emilia Galotti", Schiller took hints
from Klinger's "Kindermorderin". In both plays we f ind
the same contrast of a strict sensible father and a
foolish indulgent mother. A significant parallel is
also noticed in Klinger's other drama "Die Reue nach der
Tat" to Schiller's "Kabale und Liebe" in the conflict
between love and fillal duty and in the motivation fo
the tragic ending throughout this conflict. Of the
.noble lovers of the "Storm and Stress", the hero of
Leisewitz's "Julius von Tarent" is most like Ferdinand
in his defiance of the conventional and reckless deter-
mination to remove all obstacles that separate_him from

his beloved.



The similarity in characters and motivation
between the various works just mentioned and "Kabale
und Liebe" ghows the strong impression they made on
Schiller's mind. But his play is far in advance in
gxpositiéng development of plot and dramatic effect
than any of the "Storm and Strgss" dramas that in-
fluenced him. In "Kabale und Liebe" Schiller already
shows a trend of idealism which became so characteristic
in hig later productions; but with this ideallsm also
disappears much of the coarseness and boldness of the
"Storm and Stress" expressions. We find no touch of
vulgarity in Louise!s love, such as Wagner, Leisewitz
and Gemmingen had portrayed in theilr heroines.

In "Kabale und Liebe" Schiller has pictured to us
once more as in "Die Rauber" the events of his own time
and the protests thereof. But in this play his protests
are not fantastically expressed asg in "Die R&uber", but
with the greatest reallsm. He also succeeds in giviag
us a vivid picture of society which he attempted to do
in his previous play of Fiesco, but failed. 1In none of
Schiller"s other works do we find such forceful realism

expressed as in "Kabale und Liebe'". Hettner says "Nie
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1ist eine revolutionarere Tragodie geschrieben (1.
worden. Jeder Zug 1ist ein Dolchstich." Here as in
"Die Rauber" the votive of revolt runs through the
whole drama but it is f ar more powerful. Although the
protests are uttered in a more temperate language they -
have a far greater gignificance than in any of the
other dramas.

With his last drama of the "Storm and Stress",
Schiller had shown hils superiority to his contemporaries
in the art of reflecting in his work the ideas of his
time and giving to these ldeas a universal significance.

With "Kabale und Liebe", Schiller also raised (2.
the drama of the "Storm and Stress" from a merely
tendenz-production to the standards of a goclal drama
which belonged to the nineteenth as well as the eighteenth
century. After the publication of "Kabale und Liebe",
Germany may well have hoped that they soon would be in
possegsion of a real national drama. But this prospect
was decelving. A great change came over young Schiller
from the fime he published his "Kabale und Liebe" until

he completed his next drama. In the meantime his impulse
e e ————

lo Het»tnel", III. p. 3210
2. John G. Robertson: Schiller After a Century. pp. 36-41.
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had reasserted itself to seek expression for new ideas,
'and, as we will show in our later discussion of "Don
Carlos", he abandoned his former youthful methods only
to bring about a new type of drama wherein he ascended
towards the higher and purer realm of idealism and
brought forth his first classical production of "Don
Carlos”, the type in which his genius finally fixed its

permanent abode.
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CHAPTER III.

COMPOSITION OF DON CARLOS.
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Composition of Don Carlos.
1.
Sources and Other Influences.

We have seen in Schiller's three previous dramas
that he was completely absorbéd by the influence that
the "Storm and Stregs" writers had exerted. His
"R&uber", "Filesco" and "Kabale und Liebe" were sgaturated
with the sﬁirit of revolt and rebellion againgt the evils
of gociety, for Schiller keenly felt the great injustice
of the condition that prevailed, and with a fervid and
gincere zeal he bodies forth in hls works a warfare
against the conventional. We might say of these dramas
that tragedy and pathos of destruction were their leading
motives.

In "Don Carlos" Schiller takes a different attitude;
here the wild enthusiast gradually becomes the enlightened
morallst, that feels the conditions as exlsting, but
endeavors to find out their remedy. His mind is now
turning to the good and sublime and becomes congtructive
rather than destructive. PFurthermore the drama gives us
a clear pilcture of how Schiller freed himself from

rebellion and pessimism and how he gradually rose to the
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higher realms of love and idealism. This change in
Schiller's view of life gave rise to his new dramatic
poetry.

It is important for us to note that Sehiller's
"Don Carlos" was not produced in a short time of '
passiopate fervor like his former dramas, but that it
wag under construction for flve long years, and pub-
lished as fragments beginning with the early months of
1783 until in the summer of 1787 when the complete
drama wags finally given to the public. In view of this
fact we naturally would expect a maturer and loftier
plece of work; yet it is interesting to observe how
Schiller during this time hag made use of the opportunities
to extend hils knowledge of men, and the art of composition
and study of purer models in literature. Before we go on
to discuss the process of development which marks Sehiller's
transition from the "Storm and Stress", we shall stop and
consider the sources from whence he drew his material for
his first elassical drama of "Don Carlos".

The subject was suggested to him in the early part
of the summer, 1782, as we learn from a letter written

to Dalberg dated July 15, 1782, where he says, "Die
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Geschichte des Spaniers Don Carlos verdient allerdings
den Pinsel eines Dramatikers und ist vielleicht eines
von den nachsten Subjects das ich bearberten werde®.

The higtoriecal Don Carlos was born in 1545. His
mother Mary of Portugal then only eighteen years of age
died a few days after the birth of her 1ll-fated son.
Don Carlos was self-assertive and wiIiful, but very
generous and in his early years showed precocilous
talent. His father Philip II was absent in the Low
Countries and England until his son was fourteen years
old. On the king's return to Madrid he found hils son
as a youth of a wild and headstrong temper which be-
came aggravated by digsease. The fabther regarded his
heedless.excesses with an unsympathetic eye and treated
him harshly which soon led to a bitter aversion between
the two. Don Carlos wished to be gent to Flanders and
when his father refused him and sent Alba instead he
planned a rebellious scheme against his father. In 1567
Don Carlos resolved to flee from Spain to the Netherlands.
When king Philip Waé informed of his son's intentions-he
without hesitation had him arrested and éubmitted hig

cage to the investigation of a tribunal, who declared
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him insane and confined him to prison. Here in this
gloomyAsolitude his'youthful vigor faded away rapldly
and a few months later he died a mysterious death.

On this history of Don Carlos, the Freneh Abbe
St. Real had built his fictitious "Don Carlos nouwvelle
historique", which first appeared in Paris, 1672, and
a century later was the most important source for
Sehiller's drama, especially the first sketch of it
was 1argély influenced by the same, and even in the
completed drama traces of this French model aﬁpear.
St. Real tells his.narrative in an interesting way.
He takes thé higstorical facts and fills in according
to his fancy such motives that he knows will fascinate
the reader. He dwells mainly on the love episode of
Carlos and his step-mother Elizabeth of Valols, which
was the very element that first attracted Schiller's
aﬁtention to it; as a dramatist he found in this motive
a wealth of material.

We shall now relate the principal motives of st.
Real's "nouvelle higtorique". Don Carlos who is betrothed
to the charming princess Elizabeth of Valois and 1is

happily looking forward to their marriage is shortly
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informed that hig father Philip II has determined to
take the beautdlful princess for his own wife. This
message ls an awful Blow to the young prince; he falls
into a melancholy mood and for some time completely with-
draws from society. King Philip suspects this action of
his son as a seeret plan to obtain the favors of the
coart and to suecceed him in his reigning power.

Meanwhile the beautiful prinecess comes t'o Madrid
and in all splendor is married to the white-haired King
Philip, who is so preoceupnied with his ambitions of ex-
tending his political powers that he gives little time
and attention to his young bride. She soon wins all the
hearts at the Spanish court and is treated most royally,
vyet in the presence of her husband she feels keenly his
formal attitude instead of whole-hearted affection. Her
heart longs for true devotion suech as Don Carleos in every
way shows to her, but she does not respond for she is a
truly virtuous woman and remalins ioyal to the king.

St. Real now weaves into hls novel another motive,
namely, that of princess Eboli, wife of Gomez, who is a
pretty and attractive woman, butlwithout moral seruples.

She tried to win the king's love and favor but failed.
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She next makes advances to the prince, who at first ap-
preclates her friendship, but when hig eyes are opened
to her intentions, he frankly declares that he can
never love her. She 1s much aggravated and immediately
plans a revenge.

Don Carlos who also has made enemles at the court
by his open criticism of the action of the Inguisgition
leaves Madrid to be sent to the University of Alcala.
Soon after he arrives there, he falls from a horse and
seems fatally injured. Through hils friend Posa he, sends
a last farewell message to the queen, who responds so
kindly and sympathetically that the prince immediately
recovers. On his return to Madrid he seeks to continue
a close friendship with the queen, but is hindered by
the gslighted princess Eboli; who has suceeeded in arous-
ing mistrust for Carlos in Don Juan of Austria, who as
a former admirer and lover of the queen, 1is watching Carlos
with a jealous eye. Having already drawn upon himgelf
the -hatred of the court as mentioned above, the powerful
Duke of Alba and Ruy Gomez conspire together against Carlos
to arouse the king's suspicion.

When two ambasgsadors of Flanders arrive at the Spanish
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court to negotiate between King Philip and the nobility
of Flanders, Don Carlos asks to be commissioned to g0
to the rebellious provinces of the Netherlands. The
king half-heartedly grants his request, but hesitates
to let him leave Madrid. While he is wailting the king
becomeg 111, during which time Carlos communicates with
the queen through his friend Posa, who also admires the
charming dueen. The court which succeeds in arousing
the king's susgpicion of Carlos, now whispers suspicion
of Marquls Posa into his ear. While on a tournament
given in honor of the queen, where Posa is fighting,
the king 1s overvowered with jealousy and he orders that
Marquls Posa be asgsassinated that same night.

Don Carlos makes another strong appeal to go to the
Netherlands, but this time the king absolutely refuses,
and sends the Duke of Alba instead. From this time forth
Don Carlos resolves to act independently, and thus he
starts a negotiation with the Netherlands, and 1s planning
to go there soon. He is closely watched by his enemies
who report him to the king. Just when he is ready to leave
Spain he 1s arrested and given over to the Inquisition

which gives him the death verdict. Don Carlos chooses to
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end his miserable and dlsappointed 1life by opening a
vein while bathing. While gazing at the picture of
his beloved queen, he breathes hig last; thus the life
of thig ambltious youth ends.

Soon after, the queen dies a mysterious death and
princess Bboli becomes the king's betrothed. But very
soon she, as well as the other conspirators, suffers a
downfall, and all meet with "poetic justice'". There is
no sign in sSt. Real's narrative of the discovery of the
prince's innocence,'nor of the catastrophe of "Don Carlos".
The Whéle production is a novel of love in high 1life
which i1s filled with political intrigues.

Schiller was also influenced by some other historical
works. He made a close study of Robertson'’s history of
Charles V for the general historical baekgroﬁnd of his
drama. It is also evident that he drew some of his
material from tow other historical productions. From (1.
Waton's History of the Reign of Philip II he made use of in
hig tbird act, very likely he has taken the descriptions
of the audience scene with the Admiral of the Armada, of

the storming of St. Blmo, and the manner in which he re-

1. See Lieder's Introduction to Schiller's Don Carlos. p. XXIX.
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corded the deeds of his nobles from Watson's report. Like-
wise in the same act in the great tenth scene in which
Philip grants Posa an interview, Schiller draws on some
of the political ideas given by the French Montequien in
his "L'Esprit des Louis". In a letter to his friend (1.
Reinwald dated March 27, 1783, he asks for the collections
of higtorical biographies by Brantome on Philip II and
Don Carlos, but in how far Sehiller was influenced by
Branﬁome we do not know.
Coming now to the literary influences upon Schiller's
Don Carlos, we will begin by gquoting his own words.
"Karlos hat von Shakespeare's 'Hamlet' die Seele--Blut und
Nerﬁen von Leisewitz's Juliﬁs,nund den Puls von mir",
But let us bear in mind that Schiller said this when he
began to formulate his first Bauerbach outline, while
he was still dominated by the "Storm and Stress" spirit.
After reading the drama of Leisewitz's "Julips—von
Tarent" and comparing it with Schiller's "Don Carlos"
we admit that there are gome striking outward regemblances
in the two dramas. For instance we find the heroes of

both in a similar gituation. Carlog like Julius is
R s o e = = = 8 = -

1. Schiller's Briefe 1 p. 115. Letter to Reinwald. Apr. 14,
1783.
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disappointed in love, and both revile the laws of
religi&n which sancetion the vows of a2 nun and the
vows of marriage. Also Aspermonte stands in similar
relation as Carlos to Posa, but Schiller's hero rises
above himgelf and renounces, while Leisewitz's remains
a sentimental "Storm and Stress" weakling to the end.

Schiller éertainly made a great advance in his
conception of art when he studied "Hamlet" to create a
Carlos. In comparing the two dramas we note that there
1s an evident similarity in the situatlions of the heroes.
Both are presented to us as laconic and gloomy, which
causes bqth of them to be a mystery fo the king and
court. Both apbarently are besieged by spiles, and both
find refuge in a confidenfial friend. But we find Schiller's
Carlos yet lacking in the manly strength and vigor with
which Shakespeare's Hamlet is endowed.

Another drama which is brought to our minds when
reading Schiller's "Don Carlos" is Shakespeare's "Othello".
In "Don Carlos" numerous parallel passages to those of
"Othello" are an evidence of the fact that this play left
a stroné mark on Schiller's mind. And, furthermore, how

obvious the relative posiﬁion of BElizabeth and Carlos to
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that of Desdemona and Cassio!

Besides the literary works already mentioned we
know that Lessing's "Wathan der Weise" also stood
model for Schiller's "Don Carlos" especlally as far
as language 1is conéerned, but this we will talk about
in a later discussion.

In connection with the sources and influences,
1t may be .well to recall to our mind the fact that
Schiller's "Don Carlos" was composed at the time when
most of the enlightened rulers of Europe were still
on the throne. It seems but natural that the enlightened
ideals would fascinate Schiller's progressive mind.
Goethe, like Schiller, believed in an enlightened
despotism to be for their own time the best posgible
form of government. Goethe in his "aotz von Berlichin-
gen" had already given hopes for a future liberal and
ldealistic state. Also Schiller in his previous drama
of "Fiesco" had sounded forth a note of enthusiasm for
republican ideals, which to his disappointment proved
unsatlisfactory and inconsistent. But by the time he
1s working on his "Don Carlos" his ideals of political

liverty are gradually taking on a.maturer more finished
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form. 1In his completed drema, Schiller through the
mouth of Posa proclaims the message of freedom and
humanity which becomes a poetic expression of political
enlightenment Jjust the same as "Nathan der Weise" is

an expression of enlightened religious views.
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2e
The Flrst Plan and Outline.

Having discussed the sources that were at Sechiller's
command when he composed his "Don Carlos" drama, let us
now see from the letters that are on reecord how the (1.
poet approached his work and how he himself viewed his
subject-matter. In the first of thése letters which was
written to his friend Reinwald dated March 27, 1783, we
learn that it is the opportunity for strong effects and
pathetie situations that grips his‘imagination and arousges
hig interest. In thls same letter he makes us more
acquainted with the tragilc gituation as it struck his mind;
he says " Der Karakter eines feurigen grossen und empfinden-
den JJnglings der zugleich der Erbe einiger Kronen ist und
einer Kamigin,die durch den Zwang lhrer Empfindung ber allen
Vortellen lhres Schicksals verunglﬁckt, eines eifersuchtigen
Vaters und Gemahlo, eines grausamen heuchlerischen Inquisitors
und barbarischen Herzog von Alba sollten mir nicht wohl
mislingen'". The touching pathos of these gituations Schiller
pPlanned would prove highly interesting and very effective for
his drama.

Schiller's interest in his "love tragedy" steadily

1. Schiller's Briefe I. P. 108.
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increased. He was completely. fascinated and filled with
enthusiasm for his work while he was shaping his first
outline of the drama, in the summer home at Bauerbach,

as we gee from a letter written to'Réinwald in April 14,
1783. From this letter we gain some valuable information.
In the first place we learn of the poet's personal relation
to his hero. In speaking of him he sayé, "Ich muss Ihnen
gestehen das ich ihn auf meinen Busen--ich schwarme mit
ihm durch die Gegend um Bauerbach herum". How entirely
absorbed the poet has become in his Carlos! In this
Intimate relation to his hero as he tells us in the same
letter, he acknowledges the influence of Leisewitz who

wag not only a painter but also a friend of his Jullus
von Tarent. Schiller who here is still the passionate
"Storm and Stresg" lover, figures his Karlos to be very
similar to the one he 1s modelled after. He gays, "Wenn
er einst fertilg ist, so werden Sie mich und Leisewitz

an Don Carlos und Julius von Tarent abmessen. Nicht nach’
der @réése des Pinsels, sondern nach dem Feuer der Férber,
nicht nach der Starke auf dem Instrument sondern nach dem

Ton, in welchen wir spielen'.
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Another important statement he makes in the previously
mentioned letter is that he hasg conceived the intention of
also making his drama a satire against the inquisition and
all othér kindsg of clerical oppression.

From the time the poet wrote the first letter to his
friend Reinwald on March 27, until he wrote the one which
we have just discussed, he had worked on his drama with
great enthusiasm and had.promised to read the first act
to Reinwald beforé the end of April. But he was inter-
rupted by being called on to prepare his "Kabale und Liebe"
for the stage. Henceforth we hear nothing of "Don Carlosg"
until almost a year later when .Schiller has been in Mann-
heim for some time. How much he wrote on his drama while
in Bauerbach we do not know, but we know that the sketch
he made was in prose. According to what 1is recorded, he
accomplished only two things; one was to fall in love with
the hero and the other, to draw up an outline of the "Don
Carlos'" theme as he then conceived it. This outline is
usually referred to as "Der Bauerbacher Entwurf". (1.

. It is divided into five steps which correspond to the

division into actg, yet we can hardly imagine the actual
H e m—— e ———————

1. Found in Samtliche Schriften III. P. 180.



sceneg much less the inner development step by step.

In the first two steps Schiller follows the St. Real
conce@tion very closely; in the third step he adds three
important poinﬁs to his gource: first, Carlos' ambition
awakens and begins to overshadow his love passion; second,
Posga sacrifices for Carlos and turns the king's suspicion
upon himself; third, both the prince and queeﬁ renounce
and rise above their passions. In the fourth dtep he
continues according to St. Real. Then in the last step,
the final catastrophe, which is entirely different from
the completed version, is brought on by proving the prince'’s
Innocence with his dying sfatement. And at the end we
have a grief-striken father who now takes revenge on the
originator of his terrible deception.

This outline which was formed in the emotiohal free-
dom of Bauerbach gives prospect for a drama very gimilar
to "Kabale und Liebe" which Schiller had just completed.
Only instead of a tragedy of common 1life, it was to be (1.
"a family picture in a royal household". Of the great
political ideas which make the drama so outstanding, we

find not the slightest indication, nor do we hear anything

o e e e e e s e

1. schiller's Briefe I, P. 192. Letter to Dalberg June 7,
1784, "Carlos wirde nichts weniger sein als ein
politisches Stuck sondern ein Familiengemalde in einem
furstlichen Hause'.



of the Inquisition., Posa is only a very loyal friend
and not.yet the ambassador of all mankind., There is

no reference to an historical significance of a struggle
for human interests but instead everything is centered

in Carlos' great love tragedy.
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3.
Change of Conception.

Schiller left Bauerbach and went to Mannheim before
he finished his first act of "Don Carlos". We hear nothing
of the drama for some time, aﬁd when he again takes up his
work on it a decided change has come over him.

Here in Mannheim Schiller came under the influence of
the French ideals of dramatic art by such literary men
as Anton von Kleist and Wieland. The former, who was a
very staunch advocate of the laws of correct taste as
exemplified in the French tragedy, had sent Schiller a
very sharp criticism on his,"Rguber", but at the same time
he had encouraged him to continue his work on "Don Carlos",
for he assured him thét Gotter, the greatest supporter of
the French clagsic drama in Germany, had been well pleased
“with the plot and had pronounced it "great". Anton von
Kleist eagerly sought to get the "Storm and Stress" poet
interested in the intringic value of noble poetic_style
to which Schiller hitherto had paid little or no attention
in his productions. Shakespeare ag the interpreter of
nature had been authorlty for Schiller as well as all other
writers of the "Storﬁ and Stress". But in Mannheim which

was known for its French tastes and where French literature
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was widely read, Shakespeare was not popular. Under the
influence of Kleist Sehiller began to see that the French
drama had many things in its favor. He informs Dalberg (1.
that he has been gspending his time in reading French works
and that he has enlarged his knowledge on the drama and

hag enriched his imaginations.

But a morerdecided influence upon Schiller's interest
in the French drama was Wieland, who at this time was an
established literary authority in Mannheim. He had pub-
lished a series of "Letters to a Young Poet" which were a
great inspiration to Schiller. Here he challenges the
public to exhibit any German drama that could possibly
compare with the works of Racine, Corneille or Moliere.
Furthefmore, he also expresses his strong opinilon on
classic tragedy; he says, "A tragedy in prose is like a
heroic poem in prose. Verse is essential to poetry. 8o
the anclients thought and so the greatest of the modern
have thought; and one who is able to write a tragedy or
a comedy in beautiful verse will hardly ever be sgo care-
less of his fame as to prefer prose". He also declares
1. Schiller's Briefe I. P, 207.. Letter to Dalberg, Aug. é4,

1784, i
2. Found in "Teutche Merkur" for October, 1782.
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that rhyme is an absolute neeessity. We are not surprised
that Schiller soon was won over to the French ideals of the
Mannheim fheatre. He began to make an intensive study of
the French drama, and in a letter to Dalberg dated August
24, i784, he expresses his high aspirétions; he says, "Ich
nahre insgeheime eine klelne Hoffnung der deutchen Buhne
mit der Zeit durch Versetzung der klagsichen stacke
Corneilles, Racines und Voltaire auf unserem Boden eine
wichtige BEroberung zu verschaffen."

Through Wieland's influence Sehiller's agpirations
as a poet prevailed over his ambitions as a playwright.
He began to dream of a lasting fame. He felt that his
proper field was historical tragedy, and according to
Wieland's demand he decided to write hig "Don Carlos" in
verse. ABut he did not agree with him on the question of
rhyme; in this point Schiller preferred to follow the
example of Lessging. The fact that Lessing had written
his great drama of "Nathan der Weise" in the unrhymed
iambic pentameter and so had established that meter as
a medium of dramatic expression determined Schiller to
write his "Don Carlos" in blank verse.

With great zeal Schiller started to write "Don Carlos"
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in verse form, but he soon met with difficulty, for the
meter caused him much trouble and distress. The passion-
ate outbursts of his former mode of expression were not

so easily subdued and changed into a calm rhythmical flow
of thought. With much pleasure he tells Dalberg that he has
finally become master of the iambic form, and that he (1.
feelg confident that the verse will add great splendor and
dignity to his Karlos.

The significant change of Schiller's "Don Carlos" in
abandoning prose and adopting poetry aléo'brought with it
an evolution in the contents of the drama. In addition (2.
to the former love theme of Carlos and the queen he now
turns his attention to the political theme which involves
King Philip and Alba. Schiller had his eyes opened to the
fact‘tﬁat the situation of Carlos and the gueen was not
so pathetically tragic as he had formerly concelved it to
be. He also fealized that hig original love, Carlos, who
gave free reign to his natural passions and wasted his
life and energy on behalf of an unlawful, loarhsome love

for his stepmother, was not an inspiring character to be

TV e e e - - —— 0 —— - .

1. Schiller's Briefe I. P. 208. Letter to Dalberg, Aug.
24, 1784, ,
2. Schiller says, "Vier grosse Karaktare, beinahe von
leichem Umfang Karlos, Philip, die Konigin und Alba
ffnen mir ein unendliches Feld".
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the hero of a great historieal tragedy as he was planning
his drama to be. In hig preface to the "Thalia" he says (1.
"If this tragedy is to have an emotional effect, this must
héppen through the situation and through the character of
King Philip. Upon the interpretation of him rests perhaps
the weight of the tragedy". - Here we see that the center

of interest was beginning to shape itself into a political
theme. And instead of making it a love tragedy as
originally planned it took on more and more the aspect and
character of a political tragedy.

With delight in his new artistic experiment Schiller
eagerly worked on his '"Don Carlos", and before the end of the
year he was able to read the first act in the Darmstadt
court in the presence of the Duke of Weimar, who.was much
Pleased and expressed his satisfaction and respect by
conferring on him the title of "Rat". The declaration
that the Dﬁke took an interest in his efforts made the
poet hopeful for a successful undertaking. He now resolved
to write "no verses that could not be submitted to the (2.

best heads of the nation". Schiller who had great faith

S S D - > — T oy T e s o -

1. See Appendix 4. Vorrede in der Rheinische Thalia.
2. Thomas: Life of Schiller. P. 184.
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in the "Thalia', a paper which the poet edited at this
time. Schiller who expected a great interest in his
piece-meal dramas hoped to be benefited'by the varlous
criticisms it would receive,from the public.

In the first number of the "Thalia", he published
the first act of his Don Carlos drama with its dedication
to the Duke, Karl August. After a short time the second
number of the "Thalia" brought the seenes between Posa
and Carlos from the second act; and two months later the
third number of the "Thalia" appeared, which contained
the scenes of the Princess Eboli, and the following scenes
between Alba and Domingo. Then there followed a long
intermission of almost a year, after which Schiller pub-
lighed the lagt fragment in the fourth number of the
"Thalia", which started with the important Posa and Carlos
gecene, and goes on to what in the completed version is
Act TIII, écene 5, ending with the audience scene.

Schiller had given little consgideration to the theatrical
value when he composed the part of his "Don Carlos' that
he published piece-meal in the "Thalia'. The neglect of his
stage restrictions brought him into difficulty, for the

total of the Thalia fragments contained more than four
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thousand verses, and Schiller realized that at this rate
his tragedy would become an impossibility on the gtage.
His publication of the drama had not received the recog-
nition he had anticipated, for very little help and
encouragement had come from literary cecircles. When hig
trust in the public failed so utterly, the poet became
disheartened and melancholy.

It was not until Schiller came into the sympathetie
circle of Korner and his friends that his 1ifé blosgsomed
anew with courage and enthusiasgm. Ksrner, who had invited
Schiller to come to Leipzig, was deeply interegted in his
welfare and attempted to remove all petty cares from hig
mind, so that the poet could-live his own ideal life, and
thug accomplish his great poetic aspirations. But Korner
did not only show himsgelf ag a gacrificing friend, but
also as an understanding éritic. He helped Sehiller to
develop in hisg artistic taste and also aroused in him an
enthuéiasm for friendship and love of humanity. That the poet
wag receptive to Korner's influence he clearly illustrates
in his beautiful poem "An die Freude" which he composed at
this time., Professor Royce so well characterizes the

existing relation between Korner and Schiller in these



words, "Korner's place in Schiller's early development (1.

was one of quiet and kindly opposition. When Schiller

is in despalir, Korner encourages him. When he jumps to

conclugions, Korner invites him to study philosophy and

to trust more to his undérstanding. When he plunges into

_hard study, Korner reminds him of his vocation as a poet.

And so throughout, with a curious mingling of affection,

criticism, reverence and advice, Korner gives his great

friend just the stay the perplexed soul needed".

Korner's inspirational influence and his love for
Kant's philosophy of freedom wrought a very d ecided and
significant change in Schiller's view of 1life. Just as
Géethe rose from the pessimismlin "Werther" to the
optimistic humanity in "Iphigenia', so Schiller in his
"Don Carlos" purifies and frees himsgelf from his degtructive
rebellion and takes on the constructive ideals of humanity
and freedom.

Then Schiller left Mannheim he looked tO'KSrner to (2.
help him out of his perplexity in finishing his Don Carlos
drama and this time he was not disappointed. In hig contented
1. Wilma: Philosophy of Schiller. P. 75. ,

2. In Feb. 22, 1785, Schiller writes to Korner in Leipzig,
"Pen Don Carlos bringe ich in meinem Konfe nahmlich zu
Thren mit in fhrem Zirkel will ich froherin meine Laute
gré&ifen S=21ien Sie meine begedsternden Musen, lassen Sie

mich in Threm Schosse von diesem Lieblings kinde meines
Gerstes entbunden werden',
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1life at Lelpzig he revised his first three acts that he
had published in the "Thalia" and wrote the remaining

two with Posa as the exponent of Schiller's new point of
view. The wvarious changes of plan had inéreased the
difficulty of bringing the tragedy to a satisfactory
conclusion. When Carlos,_the former hero, lost favor

in Schiller's eyes and Posa, the representative of libefal
ideas who sécrifices for his friend, comes into the fore-
ground, the whole character of the tragedy is affected.
Already in his earller form of the work the intrigues were
unnaturally complicated, but the c omplications dincreased
far more when the play's center of gravity shifted from
Carlos to Posa and itsAinterest from love intrigue to
political intrigue. §ghiller made a gerious attempt to
link together the motives of the first three acts with
those of the last two, but in this he was not altogether
successful as he readily admits in his "Briefe uber Don
Carlos". He writes, "Wenn nicht Uberall der zweite Plan
dem ersten auf éie glﬁckliehste Art angepaszt ist, so
dient mit zu eigener Béruhigung, dags eg einer geschick-
tern Hand, als der meinigen, nicht wviel besser wérde

gelungen sein." Lex, the German critic says that 1t would
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be impossible ever for the most perfect artist to (1.
change the tragic gituation of the first Don Carlos

plan into a theoretic one, because the first originated
from an experignce and the second from speculation. In
the second part Schiller has finally completely yielded
to the ideal, and as we mentioned previously, that is the
reason why the Don Carlos dréma holds a perticular place

in German literature.

1. See Lex, "Die Idee im Drama". ©P. 149.



CHAPTER IV.

THE CLASSICAL DEVELOPMENT IN THE DRAMA.



The Classical Development in the Drama.
1.
Plot and Structure.

The completed drama of Schiller's Don Carlos has
suffered by its long period of constfuction, as the
poet himself admits, "it is not a blossom of a single
summer ag a drama ought to be". MMany things had changed
in the poet during»these years. New ideas that came
into his mind had crowded out the old ones and so it
came about "that, he brought a very different heart to
his last two acts of his drama". But the first three
acts were already in the hands of the public before he
worked out the last two, and thus the plan of the whole
could not be recast. The poet was obliged to elther
suppress the production entirely or fit the last pérﬁ
into the first,.and hevchose to do the latter.

In order to understand the development of the plot
we must bear in mind that there are really two separate
dramas included, namely, the love and the political
tragedy. Although Schiller has not succeeded altogether
in holding the unity of the plot, he has with a master

hand merged the former into the latter, so that at the



end we have a consistent outcome of the conditions set
forth in the first act.

Here 1like in "Kabale und Liebe" Schiller uses the
method of contrast, but he treats the contrasting char-
acters much more calmly and impartiallyQ On the one
hand we have the court, the tyrant and the churech, which
are represented by Domingo, Duke Alba, King Philip and
the Inquigitor; these stand for the unyielding powers
that are enemies to all that is new and progressive. On
the other hand we have the longing for freedom and human
happiness; these are represented by Carlos, Posa and the
noble gueen.

The action of the play occurs in Aranguez, a little
city thirty-one miles south of Madrid on the Tajo, in
one of‘the most beautiful vélleys of New Casgtile. Here
was the location of the pleasure palace where the Spanish
court lived during the soring months. The time is shortly
after the American Revolution and two years before the
outbreak of the French Revolution. The olay occupies five
days. The scenes take place in the king's garden in
Aranguez; the king's palace; the queen‘suwaiting room;

Carthusian monastefy; king's bedchambef; Eboli's room;
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gallery and in the prison cell. There are changes of
scenes. The fourth act performs in seven différent
places.

Don Carlos who is betrothed to the beautiful
princess Elizabeth of Valois is happily 1ookiné forward
to his marriage when suddenly he is informed that his
father, King Philip, hag decided to take the charming
princess for his own wife. This is a bitter disappoint-
ment for the prince and he falls into a melancholy mood
and completely withdraws from gociety. King Philip is
suspicious of thig action and a jealousy arises between
father and son. Carlos has been sent away to the Univer-
gity to forget his troubles, but as soon és he comes back
he is agadin overcome by his former love passion, and
falls back into a laconic and melancholy state. He becomes
a puzzle to the court as well as to the king; the latter
suspects his action and is overcome with bitter jJjealousy
towards his son. This is the situatlion at the opening of
the drama.

The situation of Don Carlos in the opening seene of
this drama is very similar to that of Hamlet in Shakespeare.
For both are in a melancholy mood, and a mystery to the

court.
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Act TI.

The play opéns with a conversation between the
father confeésor‘Domingo and Carlos. In the first utter-
ance of Carlos, "Mutter., O Himmel gieb, dass ich es dem
vergesse, -Der sie zu meiner Matter machte" (27-29) the
very core of the tragedy is touched. The love-gick prince
confides his great secret to Domingo without knowing that
he is his spying friend. With the last lament of "Be-
weinenswerter Philip wie dein Sohn beweinerswert" (122-23),
the first scene closes., Carlos realizes thaﬁ hisg love
for the queen is unfortunate for him as well as for the
king, and that it is fraught with dangeron s conseguences.
Here we have the beginning of "the conflict between father
and son" upon which the whole tragic development of the
love tragedy depends.

In the second scene, where Marquis Posa approaches
the prince and calls upon him to save the Netherlands, we
have the initial impulse of the drama from here until
Act III, scene 10, there is an ascending action.

Marquis Posa has been informed that the king has
regolved to send Duke Alba "des Fanatismus rauhen

Henkersknecht", as governor to Brussels and in hopes
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that this will be avoided he turns to Carlos and/pleads
that he may go instead. But Posa makes the painful dis-
covery that Carlos' heart no longer beats for humanity,
that his former 1déals of freedom have been suppressed
by his devouring love for his step-mother. Carlos is
deeply distressed and feels lonely and forsaken, "Ich
habe niemand, niemand auf dieser grossen weiten Erde
niemand". How similar in fact almost identical to
Leisewitz's Julius, "Und kein Flurst hat ja jemals einen
Freund". (1.
The loneliness of princes was frequently commented
upon by the writergs of the eighteenth century. And we
remember that Schiller himgelf at this time felt the
congciousness of loneliness and the need of a friend;
evidently this was the‘reason that the poet saw fit to
supply the Spanish prince with a friend. We find that
Carlos and Posa form a close bond of friendship. When
Carlos reminds him that he has once sacrificed for hisgs
gsake, Posa respondé, "Ich will bezahlen. Auch meine
Stunde schlagt vielleicht" (262-63). Posa once more

callguhig attention to the great need of the Netherlands,

—— T s S —— G ) ot - -

1. Leisewitz: Julius von Tarent. Act I, scene 1,
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and urges that he must have an interview with his mother
the gueen.

Posa has succeeded in gain;ng for Carlos an audlence
with the queen. His intentions are that the queen shall
exert her influence in arousing Carlos for his politiecal
plans. In the presence of the gqueen Carlos once more
gives full vent to his passions, but Elizabeth retains
her self possgession and with calm seriousness reminds him
of her and his duty to the king. . "Weil meine Pflicht-
Dem Sie und Ich gehorchen missen" (724). Carlos rebels
againgt the power of rigid convention that prohibits the
giving expression to human nature and feeling. "Massen?
Gehorchen mﬁssen?" he responds. The great and noble
queen implores the prince to renounce and Yecome a man.
"Die Liebe ist Ihr grosses Amt. Bis jetzt verirrte sie
zur Mutter. Bringen Sie, O bringen Sie, sle T'hren kunft-
gen Reichen". (787-89). Her persuasive exhortation has
an effect; the érince renounces and resolves to go to
Flanders.

If the prince accomplishes his desire to go to
Flanders, for which he will appeal to the king the next

day, his dangers will be overcome, for undoubtedly with
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a responsibilityAso great as t hat his passions will
forever be subdued. But on the other hand if he would
stay in Flanders he would be in continual danger of
falling again into his morbid passion, which by the
slightest inducement would be rekindled; if so, the
break with the king would be unavoldable. Everything
now depends on the conference with the king on the
morrow,

In the former scene while the king interviews the
queen_we become acquainted with the dangerous situation
in which Carlos is placed through the jealousy and sus-
picion of his father. We now await the result of the
first conference between father and son with great anxiety.

We have in the first act been introduced to the con-
flict between father and son which has its origiﬁ in
their love for the same woman. In the son this love is a
great passion that involves a;bitter anger against his
father, while in the father it creates a poisonous jealousy
of his son. Their love for the queen involves in each of
them a certain balance between conflicting motives, and
these motives are delicately developed by the opposing

forces of Domingo, Alba and Eboli as we will see later.
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Act II.

The first scene opens on the second day. Carlos
apopears before King Philip and the conference 1s held.
The prince pleads with his father for a reconciliation
but in valn. Just once the son touches the heart of
the despot which arouses a human response. Carlos says,
"Mir graut vor dem Gedanken, einsam und allein auf einem
Thron allein zu sein" and the king responds "Ich bin
allein" (1109-11). But at the next momgnt the bitter
jealousy again triumphs over him. When Carlos makes his
fervid appeal to be gsent to the Netherlands, the despot
gives the rigid command "Du bleibst in Spanien der Herzog
geht nach Flanders" (1231-32). The youth who is denied
to live out his own true 1life now falls baek into his
former love passion. And the conflict between father and
son becomes more intense,

At this time the poet brings in the Eboli intrigue
according to his original French source. Thig he does
forvthe gsake of contrast, and he suceeeds in bringing
out an important development by it.

Carlos who has tried to rise above his passions

and give himself over into the service of humanity now
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deems that his renouncing has been of no avail. There-
fore, when he receives a letter from a page which he
believes to be from the queen his passion again takes
him under control. In view of the fact that he has
suffered a night of terrible disappointment, we may
justify his aétion for turning immedlately to the thoughts
of the queen, although it séems inconsistent that he
should not be able to recognize that it was not the
queen's handwriting with whith he had become very familiar.

Carlos goes to t he appointed place, as the letter
suggested, to meet the queen but finds the princess Eboli
instead. The letter has deluded him to such an extent
that he does not conceive Eboli's intentions but rather
takeg her as a sympathetic frieﬁd and is just on the verge
of disclosing his secret love for the qdeen when suddenly
he discovers her aims and plans. Carlos leaves the
princess distressed and disappointed. Not only has her
lqve been pefused, but in her tactlessness she has handed
Carlos a letter from the king in which he declared his
love to her.

In the last scene we find Carlos and Posa at the

Garthuslian monastery. Two days have passed gince their
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last interview, and Posa has anxiously walted for the
result of his meeting with King Philip. Carlos coldly
informs him that Duke Alba is going to the Netherlands
tom@rrow, and that his relation with Xing Philip 1is
broken, "Wir sind getrennt auf immer" (2276). Then in
zlowing vassion he reads to Posa the letter from Eboli,
and sounds forth his triumph, "Die Kgnigin ist frei,

vor Menschen augen wie vor Himmels Augen freil" (2290-91).
Posa as a loyal friend and é steadfast champiéﬁ for the
happiness of humanity tries to bring the vacilléting

hero to himself with this rebuke: "0 Karl, wie arm bist
du, wie bettle arm geworden, seit du niemand liebsgst als
dich" (2422-23). Then with a glow of enthusiasm he again
reminds Carlos that it is his work to save the Netherlands.
"Karl, vergiss nicht dass, ein Auschlag der hoherer Vér-
nunft gebar, das Leiden der Menschheit drﬁngt, zehntausend
mal vereitelt, nie aufgegeben werden darf" (2457-59).

The two friends sgseparate at the Carthusian monastery
without a premonition of the dangers that are already
plotted against them. Domingo and Alba who both hate and
fear the prince, are pefsuaded that a secret love existg

between Carlos and the gueen. But they lack a definite
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proof, and also a person who would whisper suspicion into
the king's ear. They find this very candidate in the
slighted Bboli who already has planned a revenge on the
prince. She carries out her plans by robbing the queen's
letters from her gecret-chamber.
. Through the Eboli intrigue Carlos has fallen a victim
to his former passion and is almost lost for the lofty
ideals of humanity. And for some time he drops out of
the drama entirely.

We remember that by this time Schiller had lost
interest in the love-theme of the St. Real novel. He
‘had turned his attention to the political problems of
life. ©So he decided to change his love tragedy into a
historical tragedy. He realized that a love-sich prince,
a sentlmental weakling, would not be a fit hero for a
political tragedy so he shifted the tragic interest from
Carlos to King Philip. From now on the drama takes on
a loftier form, both in thought and language. In the first
part of the drama we are quite conscious of the fact that
the poet has not entirely freed himself from his "Storm

and Stress" influence.
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Aet III.

The action of the play takes place on the fifth day.
Three days have elapsed since the conspiracy of Alba,
Domingo and Eboli was formed. During this time they
ﬁave managed to ciarry out their ploﬁ guite succegsfully.
At the opening of the act we are face to face With)the
result of the conspiracy.

With touching pathos and the most powerful dramatile
effect the poet portrays to usg the inner‘confliot of the
king, who suffers bitterly from the awful deceptlon, and
there is no one to help him. He yearn for truth and
human sympathy. "Ich schlage an diesen Felsen un@ will
Wagger. Wasser. Fur meinen heissen Fieberdurst--er gibt
nur glihend Gold" (2515-18). What a beautiful figure of
speeck. This is no more the youthful extravagance of the
poet, hut a powerfui poetic expression. The king feels
comfortlegss and alone, even his truest servant Lerma
arouses his suspicion by the mere mention of "Die begte
Kenlgin"., The king 1s fully persuaded that the queen
ig 'in love with Carlos. 1In bitter agony he cries out,
"So ists erwiesen sie ist falsch" (2476).

With great ingenuity the poet suddenly turns the
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tables and lets the king discover the bage and vile
motives of the intriguers. "Es ist Verleumdung-- (1.
Der Name des Weibes heisst Verleumdung" (2505-2507).
The intriguers in their selfish motives have.made use
of the king's jealousy in order to get control over him.

The intrigue has worked out an important develop-
ment in the king's character. The hard hearted despot
of the first part of the drama has become human and more
consigtent with the spirit of the whole production. In
"Kabale und Liebe" the heroes are from the first con-
demned to inactivity and throughout the play are worked
more or less like puppets.

This fact of the king's development comes out in
clear and bright colors whén the poet brings in the short
gecene in which he pardons Médina Sidonia for the loss of
the Spanish Armada.

When his courtiers have proven unfaithful the great
monarch feels the loneliness of his lofty station, and a
deep and irresistible longing awakens in him; it is the
longing for a true man with whom he can counsel, "Gute
Vorsicht du hast mir viel gegeben, Schenke mir jetzt

einen Menschen" (2809-11). 1In the process of development
B e e i e o e o 2 e e o - s . o o

1. In Shakespeare's Hamlet, Acﬁ I, secene 2, Hamlet says:
"Prailty, thy name is woman:i"



the cold despot has b ecome human, open-minded, and even
forgiving. He has now been prepared for the enlightened
messenger of truth form whose mouth he will hear the
political prqblem of universal signifiéance. S0 we see
that Philip's great scene with Posa is an essentiah out-
growth of tﬁe deepest thought of the drama.

We have now come to the climax of the drama. This
tenth scene is one of magnificent lmportance. Here are
concentrated some of the noblest political thoughts of
the eighteenth century. Where in German literature has
there ever been anything written that is so permeated
with sublime and stimulating thought! Almost every line
is as deep and great poetic expression. i pnor says "Nie
haben die Schlagworte von Wellbﬁrgertum, von der allge- (1.
meinen Menschenliebe, von der Gedankenfreiheit und der
Glaubensfreihelt einen beredteren und mgchtigeren Ausdruck
gefunden”.

In Posa the king finds what he has been looking for,
"a true man"--In this important interview with the great
monarch, Posa risegs to the occasion and sounds forth his
triumphant note of friendshivn, of love, and of a free

humanity to come in a most captivating manner., In the

UC s e s ror . om0 s = v o - - -

1. Minor: B, II. P. 568.
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very beginning of the scene Posa says, "Ich kann nicht
Fu¥stendiener sein" (3023). With these words the poet
has produced the highest degree of dramatic suspense.

No one has ever‘spoken thus to King Philip. He is at

once attracted by this amiable idealist.

Poga puts before the king hig political ideals 1ot
according to the 1deal of Karl Moor's destructive program
againgt existing conditions, but a constructive one for
the great possibilities of the future. Nothing now was
farther away from Schiller's mind than to make actual
conditions the object of his artistic meditationsy this
he had attempted in his former dramas. Now he has created
his world of ideals and he seeks to embody these creations
in terms of the real. Ag the exponent of a golden future
he says "Dag Jahrhundert ist meinem Ideal nicht reif. Ich
lebe ein B&rger derer, welche kommenn werden" (3078-80).

With the love of a friend Posa reproaches King Philip
for the poor government and at the same time gives him a
warnign, "Zu einem Nero und Busiris wirft man Ihren Namem,
und das schmerzt mich denn Sie waren gut" (3191-93). At
lagt he makes the strong appeal, "Weihen Sie dem Gllck der

Volken die Regentenkraft, die ach so lang, des Thrones
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Grossenur gewichert" (3239-42).

Then he prooeedé ﬁo picture in glowing colors the
possibilities of a golden future where the king is the
highest servant of Liberty, such as the rulers of the (1.
enlightened despotism i4n the latter part of the eighteenth
century were, where it was the aim of the king to main-
tain the rights of each citizen, and to encourage free-
dom of action and thought.

King Philip seems almost won over to the cause of
humanity and freedom. He now deigns to explaiﬁ his
policy and to entrust Posa with the directions of the
affairs of State and the intrigue of the cowmrt. Philip
has now become a large-hearted, truly great monarch.

This scene shows cloge resemblance to the scene (2.
of Nathan and Saladin. Both scenes are climaxes of
thelr respective plays; both are characterized by a
courageous and independent hero, from whom the monarch
hears the truth. Both deal with tolerance; '"Don Carlos"
with political and "Nathén Def Welsge" with religious
tolerance., And both express the most fervid longings of
1. Lieder's Don Carlos. Introduction. P. XVII.

Frederick the Great and Joseph II desired to be con-

sidered the first servants of their state.
2. Lessing's Nathan der Weise. Act III, scene 4.
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the eighteenth century. Lessing's message is more
intellectual but Schiller's touches the heart and is

exalting.

Act 1IV.

In the foregoing Act, Carlos is dropped out of
the drama and King Philip becomes the whole center of
tragic action. The love problem has been overshadowed
by the weightier. problem of politiecs, and in the last
gcene of Act III, it has advanced to a great hilstorical
tragedy. Thils development has been brought about by
Poga with whom we became acquainted in Act I as a man
who had at heart the welfare of humanity, and who in
the progresgs of the play has stood as a contrasting
force over against Alba, Domingo and Eboli; and as a
steadfagst champlon between the wvacillating Carlos and
Philip. In the development of the first three acts,
Posa has been consistent and his action has been clear
and logical.

From the time that elapsed between the composition
of the first three acts and the lagt Schiller has become

a different man.. Through Korner's influence, and his
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study of Kant, he has been carried away by an enthusiasm
for friendship and love of humanity, and has conceived
of an ideal political program where people would enjoy
happiness and freedom of thought. These ideals the poet
hag put in Posa's mouth and he has heralded them to King
Philip as we ha&e just learned in:the last scene of

Act III, which formerly belonged to Aet IV and was com-
posed after his friendship with Korner. The last scene
of Act IIT ends in a dramatic suspense. We await the
crisis of Philip's decision, since his enthusiasm is
aroused, and he has almost yielded to-the cause of free-
dqm and happiness to humanity.

In Act IV, we are no longer dealing with a love
tragedy in a royal household, but with a tragedy of
political ideallsm where Posa has become the prominent
figure of the play. We are now being prepared for the
great sacrifice of Posa. The plot becomes extremely
complicated, almost bewlldering, and the acts of Posa
are very diffieult to understand, yet they are justifiable
if we think of him as an idealistic dreamer; as such (1.

he has motive for the best plan to follow. Thomas Calvin
o ——————— e e

1. Kuno Figher: Schiller's Schiften. I. P. 25.
"Er opferte gsich fur ein weltgeschichtliches Ideal,

das er idyllich traumte".
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calls him a "Quixotic madman". But considering the
time in which Schiller wrote, and remembering that Posa
was the mouth-piece of the young poet who had a native
bent for imaginative soaring in the realms of ideas, we
can easily see how hisg self sacrifice was revealed to
him as the best and most effective way of accomplisghing
his ends.

Posa has won the confidence of King Philip. "Dranget
Euch zu meinem Sohn, erfomseht das Herz der Konigin. Ich
will Buch Vollmacht senden, sie geheim zu sprechen" (3347-
48). On this proposition‘he actg. He has an interview
with the queen in behalf of Carlos' flight to the Nether-
lands. Thieg is of significant importance in the development
of the drama. It is this motive that the poet employs to
bridge over the love tragedy of the first part with the
political tragedy of the second part. Posa ig confident
that Carlos can be won for his new cosmopolitan plan; bub
this must be wrought through his love for the queen. The
queen gladly consents to the plan of a secret Tlight to
the Netherlands, but desires to confer with Carlos herself
in regard to this important matter, for Posa has saild to

her, "BEr sollte, war mein Plan, aus Ihrem Munde zum
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erétenmal es horen" (3484-85). ©Posa leaves the queen
without eXQlaining.té her hié new relations with the
king.

Carlos and Posa meet again at the Carthusian mon-
astery where Carlos dropped out of the drama in Act II,
gscene 15.. Posa behaves very strangely in the presence
of his friend. When Carlos inquires about his father,
Poga conceals from him the truth. Posa involves him-
self in still greater mystery when he asks Carlos for
his letter case, without giving him a reason for this
act. We are puzzled about the fact that Posa conceals
from his friend his new relation to King Philip. But
we get some light on this matter in Posa's monologue.
"Der Kgnig glaubte dem Geféss, dem er Sein heiliges
Geheimnis &bergeben. Und Glauben fordert Dankbarkeit™
(3644-46). The king has entrusted him to search the
heart of the prince and to closely observe his conduct,
and if Posa would at once go and tell Carlos about it,
this would in a way be betraying the king's confidence.

But why did he not give Garlps a reaéon for t aking
from him his letter case? Again we refer back to his

monologue, "Warum dem Schlafenden die Witterwolke =zigen,
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die auf seinem Scheitel hangt? Genug das ich sie still
an dir vorﬁber fuhre. . . Und wenn du aufwachst heller
Morgen ist" (3649-52). These words indicate that (1.
Posa had great self confidence in direeting everything
single-handed without help or advice from anyone. That
this was tactless of him he sees and admits later (4640-
44), In his great enthusiasm for an ideal political state
he forgets to be cautious of the dangers in which he is
involving himself and hig friend. This act arouses sus-
picion in Carlos, and in the development of the drama is
the tragic crisis which leads to the final catastrophe.

Next we find Posa in an interview with the king, where
he gives him Carlos' letter case. The king is shocked
Whén he finds his own letter to Eboll amongst them, and
fears the consequences of Eboli's betrayal. He also finds
Carlos' letters from the queen amongst them, by which Posa
gsucceeds in convincing him that Carlos and the queen are
not to be suspected of being in love.

Posa's next step is to call the king'é attention to

his political affairs. Het ells the king that Carlos is
A e e e e . o -

1. Don Carlos. Briefe No. 11.
"Dag er zu sehr nach seinem Ideal von Tugend in die
Hohe und zu wenig auf weinen Freund herunter bliekte,
wurde berder Verderben., Karlos verunglickte weil sein
Freund sich nicht begnupte auf eine gemeine Art zu
erldsen. "
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planning a secret flight to the Netherlands by the wish
and will of the queen. He points out the dangers of a
rebellion that may ensue thereby, but in order to avold
this danger he asks the king for a .warrant for Carlos'
arrest. The king grants the warrant with these words,
"Dag Reich ist auf dem Spiele. . . Ausserordentliche
Mittel erlaubt die dringende Gefahr" (3915-16). We see
that Posa is relying on hig great abiiity to direct things
even to the point of recklessness. The king has put his
confidence in Posa and has solely given him over to his
control,

Lerma who has been informed of Posa's interview with
the king, and that he has given him Carlos' letter-case
warns the orince that his friend is plotting against him.
Carlos' suspicion is deeply aroused, and he becomes con-
vinced that he has been betrayed, and not only he, but
algo the queen; this last thought almost drives him into
despair. When guddenly it strikes his mind that princess
Eboll may make it possible for him to see the queen and
to give her a warning. He hastens to the princess to
make known his intense desire, but is interrupted by Posa

who entersg and overhears the fervent plea of Carles, "Es
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gilt um Tod und Leben. Fuhren Sie mich zu ihr" (4103).
Posa at once concludes that his plans have been betrayed,
and without waiting for an explanation he arrests Carlos,
but tells him that he will see him in an hour. Thinking
that Eboli 1ig the instigator of this betrayal he draws

his dagger upon her, but in another instant he says, "Noch
giebts ein andres Mittell" (4192) indicating his self
sacrifice. He at once writes a letter (where he represents
himgelf as a traitor) which he knows will fall into the
king's hands and will cause his death.

AThese acts of Posa are uncomprehensible indeed. Through
his absloute self confidence in being able to direct the
course of events alone, without anyone's interference he
has brought himself into such awful difficulties that he
can no more reason logically.

Posa has arrested Carlos with the intention of making
possible his flight. He plans that before his letter gets
into the king's hands, his friend will already be in safety.
He hastily makes all arrangements for Carlos to escape from
Madrid on the following night. But before that he will
make posgible another interview with the queen, in order

that she may give %o him his last commission.
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Posa who knows that his death is pending appears once
more before the queen. This scene is most powerfully
tragic. To the queen he explaing the motives of his
self sacrifice and bequeaths to her his last will for
Carlos, being convinced that the gueen will arouse him
to action. With sublime words he expresses his love
for Carlos and the hopes he had wished to see realized
"In meines Carlos Seele erschuf ich ein Paradies for
Millionen" (4259-60) Posa has through his mysterious
action drawn Carlos' suspicion upon himeelf. He realizes
the tragic situatioﬁ. But Carlos must be won for the
great cause. 8o he resolves to make the great sacrifice.
How touchingly sublime these words of Posga to the gueen
are, "Er mache, O sagen Sie es ihm das Traumbild wahr,
das kuhne Traumbild eines neuen Staates" (4279-80). . .
"Und sagen Sie ihm das ich Menschenglick auf seine Seele
lege, dass ich es sterbend von ihm fordre'" (4328-30). (1.
We certainly.are convinced that his gelf sacrifice is not a
selfish heroic ambition but the lofty aspirations to obtain
freedom and happiness for humanity.
1. Schiller's Briefe uber Don Carlos. No.l2.
"Posa stirbt um fur sein in des Princen Seele gelegtes
Ideal alles zu tuen was ein Mensch for sein Teuerstes
tuen kann, um durch gein Berspiel darzubun wie gehr

ihm die Wahrheit es wert sei dass man fur sie in den
Tod gehe."
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Act V.

While the complicated plot of Act IV which was hampered
by intrigues proved rather unsatisfactory, and many fo the
motives failed to be truly convincing, we find that in the
last act the intrigues have come to a close and the action
movesg on clearly and rapidly. In most exquisite eloquence
and with tragic power the great and fateful human story
is brought to light most clearly and pathetically. Through
what the characters express in this act Schiller's pro-
foundest poetic thoughts reach theilr climax.

The action begihs an hour after Carlos' arrest in
Let IV, scene 16, Posa has come to see Carlos in prison
to fully explain to him all his former deeds. Carlos at
first is go overwhelmed that he interprets Posa's course
directly ovpposite to his intentions. He believes that
Poga has gained the king's favor by revealing his love for
the queen, and that he aé well as the queen will have to
sacrifice their lives. But even at that Carlos acknowledges
as a noble motive on his friend's part. Posa is touched by
this loyalty and expresses these kindling words "Das hab
ich neeht vorhergesehen dag eines Freundes Grossmut erfinde-

¥
rischer konnte gein als meine Weltkluge Sorgfalt. llein
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Gebaude sturzt zusammen ich vergass dein Herz." (4523-26).
With what exquisite tenderness the poet has sudoeeded in
portraying to us the significance of this friendship.

Posa who is in full hopes that his idealistic plans
will soon be realized says to Carlos, "Ich dr&cke dichv
an meine Brust zum erstenmal mit vollem ganzen Rechte;
ich hab es ja mit allem, allem, was mir teuer ist erkauft."
.. . "0 Karl, wie suss wie gross ist dieser Augenblick."
(4656-60).' Then Posa once .more reminds his friend of the
great migssion that he leaves him to fulfill "Rette dich
fur Flandern.! Das KSnigreich igt dem Beruf. Fur dich zu
sterben war der meinige." Carlos ig amazed and filled
with deepest emotions on heraing these words of his friend.
Suddenly the thought rushes to his mind that such a sublime
sacrifﬁce would touch the heart of hig father and win him
over for the cause of freedom and humanity. "Er wird, er
zann nicht widerstehen!" says Carlos, "So viele Erhaben-
heiten nicht,wiedersteﬁenl Ich will dich zu ihm flahren.
Er ist nicht ohne Menschlichkeit mein Vater.'" (4721-27).
While they are yet talking a shot 1s heard and Posa falls
to the ground with the dying utterance, "Deine Mutter
weiss alles,"

The following gcene is most dramatic and significant.
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For it 1s over the body of Posa that the great question
of humanity must come to a final decision for King Philip
and Don Carlos. Posa hag from the very beginning stood
as a gteadfast champion for liberty between these two
conflicting characters.

Now that Posa 1ls gone Carlos becomes the hero of the
drama. At first Carlos is completely crushed with grief
over the departed, but at the thought of the murderer he
towers up as a judge and revenger. With the eyes rested
upon his father he in glowing pathos utters, "Natur: Ich
weiss von keiner. WMord ist jetzt die Losumyg Der Mensgchelit
Bande sind entzwel (4766-67). . . Morder Sie mich auéh, wie
Sie den Edelsten gemordet. Mein Leben ist verwirkt. Ich
welss, Wag 1lst mir jetzt das Leben? Hier entsag ich allem
was mich auf dieser Welt erwartet. Suchen Sie unter
Fremdlingen sich emen Sohn. Da liegen meine Reiche." (4844-
50). The bonds of kindred between father and son are
eternally broken. But also the question for or against

humanity is decided.

That the king has hilred an assasgssin to klll Posa instead
of handing him over to the law shows that he has been\brought

back to a former tyrant, and as formerly his gloomy splrit
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geeks to gstrengthen and increase his own elevation and
self will. He cannot endure the thought that swmeone
greater has arisen and like a god he calls out "Er
dachte klein von mir und starb. Ich muss ihn wieder
haben. . Er muss anders von mir denken." The stony-
hearted despot realizes that Posa's self-sacrifice meant
that Carlos would be his representative in carrying out
his political ideals and become a monarch of a great
free gstate. He determines to destroy these hopes. "Die
Welt" he says, "Ich noch auf einen Abend mein. Ich will
Ihm natzen diesen Abend, das nach mir kein Pflanzen mehr
in zehen Menschenaltern auf dileser Brandstsiatt ernten
soll."”

King Philip in his furious antagonism now turns for
help to the Great Inquisitor. The picture of the ninety-
year o0ld Cardinal-Inquisitor to whom the great King Philip
turns in submission is truly dramatiec. When the Inqulsitor
rebukes the king for heeding the messenger who proclaiméd
freedom and happiness to humanity, the king says, "Mich
lastete nach einem Menschen." (5224)., To this the Inquisitor
replies, "Wozu Menéchen? Mensechen sind far S8ie mir Zahlen,

werter michts, Muss ich die Elemente der Monarchenkunst mit
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meinem grawen Sch&ler uberhoren? Wenn Sie um Mitgefihl
wimmern, haben Sie der Welt nicht Ihresgleichen zugestanden?
Und welche Reihte, moeht ich wissen, haben 8ie aufzuweisen
ubér Thresgleichen." (5225-34)., To this the great monarch
humbly replies, "Ich bin ein kleiner Mensch, . . . Du
forderst von dem'GeschSpf, wags mir éer Schgpfer leigtet."
Into this almighty power the king now delivers his own son
in order to wipe away the influence of the one who has
éacrificed hig life for the ideals of freedom. The Inquisitor
has said, "Der Verwesung lieber‘als der Freicheit." (5280).
This step completes Philip's story. He is lost for humanity.
Now we are coming tO'ﬂhe consummation of all things.
Carlos and the queen have another meeﬁing which has been
arranged by Posa, and where the queen delivers to him his
friend's last commission. This involuntarily reminds us of
their ﬁeeting in Act I, scene 5. The comparison of these
two scenes brings out the greatest sgsignificance in the
artistic development of the hero's charactér. In Act I,
gscene 5, we see the pure and nobie queen over against the
gsentimental weakling overwhelmed by hls morbid love passion.
The re the queen renounces and makesg this noble request to

Carlos, "Elizabeth war ihre erste Liebe. Thre zwote sei
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Spanien." 1In this last scene sentimental youth has
matured into an idéalistic manly Character. He too
renounced, -~ "BEndlich seh ich ein es gibt ein hoheres
wunschenswerter Gut, als dich besitzen." (5320-22).

It is Posa's self sacrifice that has wrought this
change. "BEim réiner Feuer hat mein Wesen éelﬁﬁéert.

Meine Leidenschaft wohnt in den Grabern der Toten."
(5316217). The greatest triumph is won just as hisg

friend has so fervidly hoped that it might be won. Carlos
has completely yielded to the service for the happiness

of humanity. "Einen Leichenstein'", he says, "will ich ihm
gsetzen wie noch keinem Kénig geworden., . . uber seiner
Asche bluhe ein Paradiesi (5294-96)., In the first meeitng,
Act I, scene 5, Carlos léoked up to the queen, and in his
helplessness and weaknesgs sought her advice, and in the last
écene the queen looks up to him in great amazement and says,
"Ich darf mich nicht empor zu dieser Mﬁnnergrosse wagen,
doch fassen und bewundern kann ich Sie." (5349-50).

While Carlos is bidding to her his last farewell words
before going on his great mission to free the Netherlands,
the queen falls down dead and the stony hearted despot turns
to the dreadful Inquisitor and says, '"Kardinal, Ich habe
das Meinige getan. Tun Sie das Thre." (5369-70). Now that
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-they are wholly purified their dreadful fate overtakes
them, and both fall a sacrifice to their lofty ideals.
How genuinely tragic the poet brings on this catastrophe!

What power of "tragic rhythm" there 1is iﬁ this great
higtorical drama that grew out of a love tragedy in a
royal household. The great and sublime ideal of the future
happiness of mankind presses its way onward antil it reaches
the very throne. The great monarch is almost won over to
this ideal. But when his relation with the "only true man"
turns out as a disappointment to him he becomes hardened
as Pharaoh of o0ld, and determines to revenge himself against
thig Sublime Conception. He resgsolves to destroy it forever,
even with the death of his own son. Thus the friends of
freedom fall as a sacrifice to their lofty ideals of happi-
ness to mankind. Although their life is destroyed, we are
confident that the ideal for which they died will never die,
but will live on forever and forever.

The Don Carlos drama is composed of a love ‘tragedy
and a political tragedy. The hero of the love tragedy is
Carlos and his counterpart Posa, and the gqueen. The heroés
of the political tragedy are Posa and Carlos, their counter-
part, King Philip, Alba, and Domingo. In the love tragedy

Posa and ths queen continually suppress the hero's love
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passion and uphold to him his great mission of saving the
Netherlands; thus the way 1s prepared to make them both the
representatives of the political tragedy. But this develop-
ment is hampered in Act II where King Philip refuses Carlos'
request which causes the hero to fall back to his former
passion. Now Posa strikes upon a new plan in order to free
the hero from his love passion. He plans for him a secret
flight to the Netherlands. But before his plans are carried
out the political opponents Alba and Domingo with the help
of Ebocli congpire against Carlos and arouse the king's sus-
picion; but they are caught in their deception and lose

the king's confidence. The king longs for "a true man" whom
he finds in Posa.

The love drama has now been submerged into a political
one with Posa as the hero. He has won the king's confidence
and now takes the political affairs into his own hands. He
stands as a steadfast champion between the father and the
son; and as such, tries to free the king"s suspiclon against
Carlos, and at the same time tries to win him for his political
ideals. He has almost accomplished his undertaking successfully,
when in his great enthusiasm he makes a serious mistake, by

which Carlos' suspicion is aroused and this brings the self
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sacrifice of Posa. After Poga's death Carlos becomes the -
hero of the political tragedy..

In the dramatic structure Posa's self sacrifice is
of great importance for both the love and the political
tragedy. For the love tragedy it had the significance
that through its noble example the hero renounced and
freed himself from his passion for the queen, and yields
completely to the gervice for humanity. For the political
tragedy it holds the significan@e that thraigh Philip's
disappointment his former trust in Posa is reversed into
hate and fury; this causes him to turn against humanity
and he resgolves to destroy the ideals of freedom; this he
does by delivering his own son into the hands of death.
And it is the sacrifice of his son that makes this a
historical drama of universal significanee. The great

ideals for which he died will by far outlive destruction.
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Characte:s.

That Schiller hasg advanced from his former works
in the portrayal of characters that add to the weight
and significance in his ideal point of view is undisputable.
King Philip who in the first part of the drama is pictured
in the light of a St. Real as a domineering, cruel despot
filled with bitter jealousy and suspicion, and is without
any trait of human sympathy becomes in the development of
the drama a truly great monarch who desires to bring happi-
ness and freedom to hiS'peoplef Thig change of King Pbilip
is skillfully brought out by the intrigues. It is through
the rebellion and hypocrigy of thelr deceitfulness that
the king comesg to the point where he realizes his own human
limitations. In his helplessness he longs for a true man
with whom he can counsel, and he finds this man in Posa.
What a’ soothing power hé has over the monarch! King Philip
ig almost versuaded to yield to the cause of freedom and
happiness to humanity. In great suspense we await the crisis
of the king's decision. Furthermore it is certainly a
marvelous conception of the poet that the king is being
nprepared through suffefing to see hig great responsibility

to his people as it is brought him by the messenger of

enlightenment.
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Posa represents Schiiler himself. The fervid love
for men which is a dominant passion in Posa was likewise
~the true sentiment of the poet. He is introduced as a
man with alkeen intellect and a dévoted heart for the
cause of freedom and happiness to humanity, which is his
true and only purpose. He is always steadfast amidst
those who waver. When Carlos shows himself{as a gentimental
weakling in his love for thé gqueen, Posa cheers him into
new activity by pointing out to him his great mission to
free the Netherlands. When King Philip is overpowered by
jealousy and suspicion, Posa attempts to bring about a
reconciliation between father and son in order to also
win the King for his political cause of freedom.

Poga has been severely criticized for his inconsistency,
but he acts as a man of his ability and his political plans
in the given circumstances would act. Gorges says of him, (1.
"Br ist voll von idealen Entwarfen fur Flanderns Befreiung
und Spaniens Wohlfahrt, aber er vereinigt in der gld%klichstenv
Weise, "des Schwgrmers Ernst" mit "des Weltmanns Blick".
Poga is continually aiming with all his force of thought
and action, to advance the happiness and welfare of humanity;
in this noble pursuit he ig earnest, fearless and untiring.

When the deathly bullet strikes him, his last thought and
W e ———————

1. Max Gorges: Schiller 's Don Carlos. P. 16.°
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utterance is the concern not of himself, but of the welfare
of the whole human race.

He 1s enthusgiagtic, but his enthuslasm does not burst
forth in violence, but with calm, sublime and enlightened
force. What majestic thought Posa expresses in his last
message to Carlos through the queen, "Sagen Sie ihm, dass
er fur die Traﬁme seiner Jugend soll-Achtung tragen wenn
er Mann gein wird, nicht offnen soll dem tgtenden Insekte
ger&hmter begserer Vernunft dasg Herz der zarten @Stterblume—-
dagg er nicht soll irre werden, wenn des Staubes Weisheit
Begeisterung die Himmelstochter lastert." (4290-95). These
beautiful phrases of triumphant idealism will never grow
old.

In Act III, scene 10, Posa's character stands out most
_clearly as an exponent of Schiller's poiitical idealism.
Here all that lay on the heart of fhe young poet in the way
of pogsibilities for a golden future to be realized by
humane and enlightened monarchy finds immortal expression
through the mouth of Posa. |

In the character of Don Carlos we see a very clear
progress in the poet's artistic conception. In the first
part of the drama Gaflos is a gentimental weakling, very

similar to the "Storm and Stress" hero, Julius von Tarent.
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On the other hand he is also a true creation of Schiller's
own actual experience. When Carlos in Act I, scene 2, says (1.
"Auch mir hat einstlvon einem Karl getrgumt, dem's feurig.
durch die Wangen lief, wenn man von Freiheit spréch, doch der
ist lang begraben" (170-72) the poet expresses his own melan-
chbly feelings of‘déep despair and suppressed ambition.

After Schiller came into intimate fellowship with
Kgrner, he conceived of the great idea that Carlos must
and will be won for the cause of freeing the Netherlands
through the loyal friendship of Posa. With delicate touch
the poet portrays to us the pledge of their friendship
which has a greét dramatic gignificance in the development
of the drama. While they were yet studénts in the University
of Alcala they swore alleglance to the cause of freeing the
Netherlands., Poga constantly reminds Carlos of the task that
lies before him. The opponents in this politieal cause are
Philip, Alba and Domingo; the conflict with these forces
constitutes a very important part in the progressAof the
tragedy. But a far greater struggle for Carlos isg his own
love pagsion, and this conflict constitutes the most im-
portant part in the development of the great tragedy. Through
Posa's influence and through the queen's noble aspirations

his love passion is kept in check; it reappears at different

U o - - S o - e s o o= -

1. Schiller's Briefe. Letter to Reinwald, April 14, 1783.
Ich hatte vielleicht gross werden konnen, aber das
Schicksal stritte zu fruh wider mich. Lieben und
schatzen Sie mich was ich untern bessern Sternen
geworden ware,



times, but it receives its final defeat thraigh the selfl
sacrifice of Posa. Through hig friend's death the hero of
the love tragedy becomes purified from his former passions,
and is strengthened and prepared to enter whole-heartedly
into the service for the happiness of mankind, thus be-
coming at the end the hero of the great political tragedy
whose ideals of universal significance will live on forever
more.

Another important factor in Schiller's artistic develop-
ment we see in his portrayal of queen Elizabeth. The women
of hig former works like Amalie, Loulse and Lenora were
rather unconvincing cbéracters, but Elizabeth is a truly
great woman. She is one ¢f the most winsome and lovable
figures that artists have evér drawn. She renounces her
love for Don Carlos, and through her stability and unwavering
noble character she is able to persuade him that his love for
her must be transformed to the love for the millions of human
beings whose destiny depends upon him. We are well aware
of the fact that she is not truly happy as the queen of the
Spanish court and the wife of King Philip, yet she utters
no regret nor does she sigh a word of complaint. She seeks
to compensate herself in fulfilling the duties that belong

to her as the queen of the land. TWe love her lofty aspirations.
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Marquis Posa pays her a true and excellent tribute when

he says of her, "In angeborner stiller Glorie, mit sorgen-
losenm Leichtsinn;'mit des Angtands schulméssiger Berechnung
unbekaﬁnt, gleich ferne von Verwﬁegenheit,und Furcht, mit
Testem Heldenschritte wandelt gie die schmale Mittelbahn
des Schicklichen, unwissend, dass sie Anbetung erzwungen,

wo sie von eighem Beifall nie getréumt." (2355-63).

Style.

In "Don Carlos" Schiller for the first Time uses the
clagsic meter in ﬁhich all his later works are written.

He was well aware of the fact that the metrical form
necessitated a more uniform loftiness in the diction and
therefore he excluded the daring realism which had characterj
ized his former works. Rhyme does not occur in the drama,
and the blank verse, on the whole is fairly regular.

"Don Carlos" is the longest of Schiller's plays; it
has more than two-thirds as many lines as the whole trilogy
of"Wallenstein™. The length of it has affected the unity
of the play, but compensation forythis weakness is to be
found in the abundance of deep poetic thought that prevails
throughout the drema. The exalted ideas of "Don Carlos"

may well be compared to Lessing's "Nathan der Weise" and



Goethe's "Iphigenie", the two other classical dramas of
lofty idealism.

The gonorous verse of this produetion, its fine
vhrasing of large ideas, and its noble dignity of style
completely settled the question of Schiller's power as

a classical dramatist.
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CHAPTER V.
Gonclusion.

We have followed Schiller's development as a poet
from the time he wrote his "Rauber! until he completed
"Don Carlos". and have found that an important transition
has taken piace.

The dramas of Schiller's vouneg manhood were stimulated
by Rousseau's hatred for despotism and conventionality.
The languagé and style of these productions were "Storm
and Stress" intensified&. 1In all these works there is a
ferment of a fierce desire for political and social liberty.
Although they are extravagant and bombastic we find that
there is in them a constant search for justice and truth
and it is this that makes them so valuable.

In Schiller's "Rauber" the hero rebels violently
against conventién and dead legalism, but the tragic end
is that his cause is shattered and he is driven into
despair. Also Plesco battles against servitude, bﬁt in
the combat the evil triumphs over the good. 1In "Kabale
und Liebe" the author again raises his weapons of scorn
and rage against an unholy socialnorder, but here too,
the heroeg suffer degtruction because of the overpowering
évils that exigt in society. These dramas all reflect

the author's own inner 1life of passion and conflict with
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the result that the destructive overruled the constructive
elements in Schiller's conception of 1life.

' In "Don Carlos" Schiller is freeing himéelf from his
former rebellion and pessimism and is rising above the
gorrows and struggles of his time, and creates for himself
an ideal world in which the discords of reality are harmon-
ized and its tempest is stilled. His constructive theme
is now the greatness of men and the love that binds together-
the whole human race.

"Don Carlos" is free from extravagant and cynical ex-
presgions. Through the adaptation of poetic verse form
the drama has been ralised to a far loftier realm of thought.
The poet's serene and majestic mood enables him to express
what he felt in glowing diction very different from that in
his former works. In beautiful phrases and with great
dramatic power he expresses his lofty ideals of love, friend-
ship and humanity.

There is a decided artistic development in the way the
poet makes use of the contrasting forceg, especially when
his thoughts turn towards nolitics, and he comes to treat
his former theme that he had at first conceived merely as
a family tragedy, in a historical sense. In dealing with

the political conflicts he views hig opponents with a serene:
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and rather unbiased vigion. Quite skillfully he makes
Alba, Domingo and the Grand Inquisitor representatives
of an historical epoch, who cling to old traditions and
oppose all progregsive ideas and activities, for in con-
trast to these perverted principles, the idealism of
Carlogs and Posa becomes all the more sublime and magni-
ficent.

The beautiful eloquence of speech, the abundance of
poetic thought and the sonorous flow of 1angﬁage which we
find in "Don Carlos" is enchanging and truly inspiring.

A recent biographer §f Schiller beautifully and (1.
truly characterizes "Don Carlos" in these words, "The
power and brilliancy of everlasting youth radiate from
this work of the noble young poet. ‘Fof our fathers it set
up in times of distress aﬁd wavering courage an ingplring
faith.:in freedom and the dignity of maﬁkin@, and roused
their courage to renewed efforts through feelings for manly
honor and German civic pride. Thus admiration and love will
follow this devoutly poetic work as long as the heart of

German youth is able to glow with pure inspiration."

*

- TP - - -

1. See Lieder's Don Carlos. Introduction XLVII.
Karl Berger's Schiller. Vol. I. ©P. 528.
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