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I N his own heart every man considers himself to be a 
pacifist. E v e n those who l ive by the sword take up the 
sword i n the cause of peace, wh i ch cause they cal l 

"Lébensraum" or " m a k i n g the wor ld safe for democracy," 
or " the five-year p lan , " or wh i ch they ca l l "peace," though 
usual ly w i th a qual i f icat ion: "peace i n our t ime, " "peace 
in Nor the rn I re land, " or "peace w i th honor . " Peace is 
the only cause a soldier ever f ights for. 

Paci f ists are as b l ind to their rea l condit ion as soldiers. 
It is the rare pacif ist who carries h is policies on the 
internat ional scene into private life. Conscientious objectors 
to war have been known to quarre l bell igerently w i t h their 
wives, to s t r ike the i r chi ldren i n unjustif ied anger, and to 
tu rn non-violent demonstrations objecting to a war into 
violence against the police. The outbreak of violence is a 
common signal that the non-violent demonstration is over. 
One applauds the s incer i ty and deplores the superf ic ial i ty 
of the pacif ist who urges nations to l ive at peace, whi le 
unable to resolve his much simpler problems wi thout vio
lence. F o r what are the crimes of the warmonger but the 
dai ly crimes of a l l of us wr i t large? Scratch the s k i n of 
warmonger and pacifist, and f ind the same humani ty . 

A n y mature understanding of violence and paci f ism must 
begin w i th an acknowledgement of the violence i n one's 
own heart, and i n A Sleep of Prisoners (1951) 1 F r y had 
defined the progression f rom the recognit ion of violence 
w i th in to a complete paci f ism. That play begins w i th the 
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personal violence of Ca in and Abe l , moves through the 
pol i t ica l assassination of Absa lom by Joab but condoned 
by Dav id , progresses to the sacr i f ic ia l offering of Isaac by 
Abraham, and concludes w i th Daniel 's friends in the f iery 
furnace, the flames being the inescapable violence of the 
human condition, wh i ch the pacif ist must learn to endure 
without being violent i n return." 

A l though The Dark is Light Enough3 is three years later 
than Sleep, no other play intervened, and this paper assumes 
that F r y ' s perceptions of violence and paci f ism remained 
constant dur ing the inter im. The chief difference between 
the plays is the surrealist ic, l y r i ca l organizat ion of Sleep, 
i n the wr i t i ng of wh i ch F r y was s t i l l discovering his own 
posit ion on violence and pacif ism, and the cause-and-effect 
plot of Dark, i n wh i ch F r y is expressing what he has dis
covered earlier. 

Though the l i t e rary fo rm of the two pieces is very differ
ent, the intel lectual content is much the same: violence as 
self-assertion, violence as loyal ty to the state, violence as 
loyalty to God, and, f inal ly, violence to be endured but not 
to be infl icted. 

F i r s t , then, the plot of Dark embodies violence as self-
assertion. A s the play opens, one of the Thursday "at 
homes" of the Countess Rosmar in Ostenbridge is i n pro
gress, but the atmosphere is discontented. The Countess 
lives i n her A u s t r i a n country house whi le the Hungar ian-
Aus t r i an war is i n progress dur ing the winter of 1848-49. 
She lives at the boundary between the two nations, and the 
atmosphere is restless because, w i th war going on a l l 
around, the Countess is strangely absent f rom her "a t 
home." Unknown to friends or servants, she has left by 
horse and sleigh in a b l inding snowstorm to f ind R i cha rd 
Gettner, the former husband of her daughter Gelda. Gettner 
is an Aus t r i an who has joined the Hungar ian a r m y and 
has now deserted. He ld in contempt by Hungar ians, Aus -
tr ians, and a l l of the guests, Gettner arrives at the "at 
home" w i th the Countess, and their a r r i va l coincides w i th 
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the a r r i va l of Gelda, who has been sent for f rom V ienna 
because of the disappearance of her mother. Into the party 
breaks Jan ik , a c i v i l i an geologist turned colonel i n the 
Hungar ian revolt. He and a troop of Hungar ian soldiers 
have observed the Countess br ing ing Gettner to her house, 
they have also arrested Count Peter Z i chy (Gelda's present 
husband, a moderate Hungar i an who serves i n the Aus t r i an 
cabinet, who has followed his wife to the home of the 
Countess), and the Hungar ians demand that the Countess 
surrender Gettner (his death w i l l be certain as a deserter) 
as a condit ion for the release of Peter. A l l the guests 
advise the surrender of Gettner, whom they consider worth
less, but the Countess stands f i r m i n protect ing Gettner, 
and Peter remains a prisoner of the Hungar ians and Jan ik . 

Before A c t II opens, the Hungar ians have left, encoun
tered the Austr ians , returned f rom battle to the house, and 
have occupied it as headquarters. The fami ly and the 
guests of the "a t home," stranded by the war, are in process 
of mov ing into the stables as the act opens. The atmosphere 
is as hostile as ever. Gettner has escaped f rom the house 
to the stable w i th a supply of l iquor. On his way to the 
stable loft he meets Gelda alone, they discover that their 
marr iage is not as dead as they had thought i t was, and 
they kiss. A s the others arr ive, Gettner makes his way 
into the loft. Colonel Jan ik , a c iv i l ian fr iend of the Countess, 
is i n the awkward posit ion of dispossessing her to the stable. 
Eager to compensate for the crude necessity of war, he 
makes the concession of a l lowing Peter to jo in the company, 
though only i n the presence of two Hungar i an guards. No 
sooner is the company complete than Gettner, fort i f ied by 
drink, makes his way down f rom the loft. The Countess 
persuades the guards not to arrest Gettner, and Gettner, 
expansively successful, announces before Peter that Gelda 
st i l l loves h im . To prove it, he kisses her, much to the 
disgust of everyone present. To l ighten the atmosphere, 
the Countess suggests that the guards provide music. The 
guards take off the i r pistol belts to dance, and Stefan, 
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the Countess's son, disgusted by Gettner's rev iv ing the 
feelings of the defunct marriage, steals the pistols and, 
unnoticed by the others preoccupied w i th the dance, forces 
Gettner to step outside to f ight a duel. When the shots are 
f ired, the dancing stops abruptly, the embarrassed guards 
miss the i r weapons, everyone but the Countess rushes out
side, and they re turn to in form the Countess that Gettner 
has shot her son. E v e n so, she refuses to be judgmental 
against Gettner. 

A c t III opens w i th the Hungar ians defeated, Stefan re
covering f rom a gunshot wound, and the Countess in bed 
w i th acute exhaustion. Peter, released as a Hungar i an 
prisoner, stops i n at the house of the Countess just long 
enough to establish a good relationship w i th Gelda again, 
but Peter must h u r r y off to A u s t r i a to persuade the v ictor
ious government to stop the i r wholesale slaughter of H u n 
gar ian officers. Gettner is not in immediate jeopardy f rom 
the Hungar ians as a deserter; he is, however, s t i l l i n 
Hungar ian un i form and i n jeopardy f rom the Austr ians . 
So Gettner steals a horse f rom the stable and rides toward 
Hungary , but he hears rumors along the way that the 
Countess is dy ing and arr ives at her house dur ing a Thurs 
day "a t home." The Countess, i l l as she is, manages to 
attend. Jan ik , who former ly pursued Gettner as a deserter, 
is now being pursued by the victorious Austr ians . He 
arrives at the "a t home" just before Gettner, and the 
Countess now grants Jan ik the same impar t ia l asy lum that 
she granted Gettner earlier. When Gettner arrives, he and 
the Countess have a long ta lk together, and Gettner pro
poses marriage to her ; the Countess is pleased but declines, 
and Gettner leaves, only to f ind the house surrounded by 
Austr ians i n pursuit of Jan ik . He returns to the Countess, 
but she has died dur ing the few moments that he was 
gone. He ca lmly requests the servant to admit the Aus 
trians, and for the f i rst t ime i n his life he does not run or 
hide. 
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F r o m beginning to end, i n spite of counteracting in f lu
ences f rom the Countess, Dark is fu l l of a hostile atmos
phere, a l l the more i ronic because the Countess intends 
the atmosphere to be "at -home" coziness. 

E v e n Ca in ' s anger w i th A b e l disguised itself as mora l 
outrage i n Sleep. Jakob, a guest responsible for much of 
the host i l i ty at the " a t homes," disguises h is ant ipathy 
toward the other guests as loyal ty to the Countess. When 
D r . Kasse l deplores not only the absence of the Countess 
dur ing a snowstorm, but her absence f rom the "a t home" 
on a Thursday, Jakob suspects the good D r . of mock ing 
the Countess (p. 4 ) ; when Be lmann refers to the Countess 
as inscrutable, Jakob suspects h i m of invent ing "crackpot 
blasphemies" (p. 4 ) ; when Be lmann crit ic izes the Countess 
for hav ing marr i ed her young daughter to Gettner, Jakob 
prompt ly challenges Be lmann to a duel two days hence; 
when Be lmann disapproves aesthetically of one of the 
paintings of the Countess, Jakob defends i t on the basis of 
" the creative value of the fau l t " (p. 5 7 ) . Jakob 's restless
ness is always on the verge of breaking into violence. When 
the Countess is absent, Jakob laments: "No , no, we must 
be anxious. I should have/No peace for a moment i f I 
thought I lacked anx i e t y " (p. 4 ) . H i s restlessness needs 
only a cause to justi fy violence, and defending the Countess 
against imag inary insult is his cause. Jakob th inks Kassel 's 
respect for the Countess is too fami l iar and Belmann's wor
ship of the Countess ought to keep h i m f rom commenting 
on her flaws. A wor ry that Jakob might be sending Be lmann 
to hel l is his excuse for not f i ght ing a duel on behalf of 
the Countess — not the loftiest argument for pacif ism, 
but sufficient i n Jakob 's case to prevent his shedding blood. 

If Be lmann and Kasse l are the good-natured, l ight-hearted 
Abels against Jakob 's Ca in , Be lmann, Kassel , and Jakob 
are united as Cains against Gettner 's Abe l . Be lmann calls 
h i m " tha t rag of he l l , " " tha t invertebrate,/That self-drunk, 
drunken, shiftless, heart less,/Lying mal ingerer . . ." (p. 6 ) . 
It is so strange that Be lmann should accuse Gettner of 
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restlessness, when his accusations are i n themselves a symp
tom of his own restlessness. 

W h o e v e r h a t e s h i s r a c e , 
H i s E m p e r o r , h i s c u l t u r e , o r h i s m o t h e r 
W i n s — w e l l , n o t h i s h e a r t , w h i c h i s a p p a r e n t l y 
O n l y l o c o m o t o r , 

B u t a l l t h e e n t h u s i a s m of h i s s p l e e n , (p. 10) 

The speech says as much about Be lmann 's spleen as it 
does about Gettner's. It seems as though a l l the restless
ness that the men feel because of the unexpected absence 
of the Countess, rather than dissipating upon her return, 
focusses instead on R i cha rd Gettner. D r . Kassel , Be lmann, 
and Jakob a l l agree that the Countess should not give 
Count Peter Z i chy as a hostage i n exchange for Gettner. 
E a c h remains i n character : D r . Kasse l doing his best to 
weigh a l l alternatives carefully, Be lmann deciding on the 
most humane course w i th a decidedly secular flavor, and 
Jakob arguing for the honor of the Countess. E a c h is 
unaware of his own violence : 

B e l m a n n : I f e v e r t h e r e w a s a b a d e x c h a n g e , w e ' v e seeen i t 
n o w . 
I f e e l i n d i g n a n t a n d a g g r i e v e d . 

K a s s e l : A n d I s e r i o u s l y w o n d e r 
W h e t h e r t h e d r i v e y o u t o o k so f a r i n t h e s n o w , 
R o s m a r i n , i s f i n i s h e d e v e n ye t . 

B e l m a n n : N o g o o d c a n c o m e o f i t . 
J a k o b : N o g o o d w i l l e v e r c o m e o f G e t t n e r . 
C o u n t e s s : T h a t m a y be t r u e . (p. 37) 

The violent person unaware of his own violence is never 
uncertain. On ly the Countess is not so sure. 

The certain certainties of Kassel , Belmann, and Jakob 
have a part icular attract ion for young people, not yet sure 
w i th in themselves. Stefan is never ent ire ly sure of his 
own judgment and abi l i ty to cope. H i s mother 's absence 
makes h i m send for his brother-in-law, Peter : 

M y f i r s t t h o u g h t , a s i t a l w a y s i s , 
W a s t o t e l l m y b r o t h e r - i n - l a w t h e t r o u b l e . 
T o m e P e t e r t r e a d s t h e e a r t h m o r e s u r e l y 
A n d r e a s s u r e s m o r e i n s t a n t l y 
T h a n a n y o t h e r m a n . (p. 5) 

Stefan is not weak, but dangerously open to influences; 
not wicked, but very impressionable; not character ist ical ly 
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violent, but able to contract the violence of others. A t 
the beginning of A c t II, Stefan is doing his best, not 
altogether successfully, to understand Gettner's position : 

Y o u j u s t h a v e to s h o w m e 
W h e r e y o u k e e p y o u r s y m p a t h y 
F o r t h e p e o p l e I ' ve m o s t a f f e c t i o n f o r 
A n d I ' l l u n d e r s t a n d i f I c a n . (p. 39) 

B u t two things happen to change Stefan's mood. F i r s t , he 
is amazed to hear about the duel to wh i ch Jakob has chal
lenged Be lmann to defend the honor of the Countess (p. 58), 
and next, the drunken Gettner kisses Stefan's sister, Gelda. 
Stefan challenges Gettner to a duel, and when Gettner is 
unwi l l ing, he provokes h i m into it, a l l to defend the honor 
of Peter and Gelda. 

The theme of the duel is fascinating to trace through 
the play. Just at the point that Jakob is using Belmann's 
hell-bound agnosticism as his pretext for not f ight ing the 
duel, Stefan takes up the duel w i th Gettner. B o t h Jakob 
and Stefan are sure that they are issuing challenges in 
the cause of honor. S t i l l , whether duels are fought or not 
has less to do w i th the mora l necessities of honor than w i th 
the murk i e r necessities of violence. Violence is l ike an 
infection w i th its own i r ra t iona l necessities. The violence 
in the s i tuat ion and w i th in the people is mov ing toward a 
duel; who fights i t or against whom is beside the point. 

The hostile attitude of Jakob, Be lmann, and Kasse l against 
Gettner, the hostile attitude of Jakob toward the other 
guests, and Stefan's vac i l la t ing attitude toward Gettner 
suddenly f i x ing itself on violence are a l l l ike the hosti l it ies 
of the war between A u s t r i a and Hungary rag ing outside. 
Wherever host i l i ty exists, each side considers itself as 
essentially non-violent, considers its case rat ional ly based 
on a defense of honor, and is b l ind to its own violence. 

L i k e Sleep, Dark embodies violence as self-assertion; both 
plays also embody the idea of violence as loyal ty to the 
state. The permissive violence of Dav id and the active 
violence of Joab against Absa lom in Sleep is justi f ied in the 
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minds of the instigators because it is intended for the good 
of the state. 

L ikewise , Jan ik i n Dark also justifies his violence be
cause it promotes the justice of the Hungar ian claims 
against the Aus t r i an tyranny. Jan ik f irst enters the house 
without being admitted or announced (p. 26) ; he demands 
Gettner's release; he keeps Count Peter prisoner when the 
Countess refuses to release Gettner; he occupies the house 
as his headquarters next day, sending the Countess to 
the stables; and he, the erstwhile geologist and c iv i l ian 
fr iend of the Countess, does this a l l , not out of contempt 
for her, but on behalf of the "downtrodden men,/The over-
long injust ice" (p. 51). 

A s a private person J a n i k is fond of the Countess. He, 
in fact, does not search her house for Gettner, he is w i l l ing 
to discuss the issues of war w i th the Countess, he kisses 
her hand, and he allows Peter to jo in his fami ly . The 
civ i l ized private person in Jan ik always runs counter to 
the m i l i t a ry public person i n h im , as i t must i n any soldier. 

In the soldiers sent to guard Peter too. A r e the guards 
mi l i t a ry " b y nature or mis for tune" (p. 60) the Countess 
wants to know, and the non-mi l i tary response of Rus t i 
and the m i l i t a r y response of Beppi are amusing. Rus t i is 
soon showing around letters f rom his wife. When Gettner 
appears, Beppi knows exact ly what he should do, but when 
the Countess invites them both to undo their collars and 
sit down (p. 64), both guards oblige. Before long Beppi is 
p lay ing the harmonica and Rus t i is dancing, weapons and 
uni forms la id aside. W h e n shots r i n g out and the duel is 
exposed, both guards tu rn suddenly mi l i ta ry , but when 
the Countess pleads w i th them not to make her son's in jury 
the occasion for Gettner's execution, they tu rn non-mi l i tary 
again. F o r m i l i t a ry identi ty is always an identi ty imposed 
f rom without ; a m i l t i a ry identi ty always runs counter to 
what is w i th in . M i l i t a r y identity proves an outlet for 
the violence w i th in people, but nothing more. 
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The inadequacy of a str ic t ly m i l i t a ry identity is evident 
when Jan ik , who before as a soldier condemned the Coun
tess for sheltering Gettner f rom the Hungar ians, returns 
to the Countess, at the play's end and after his defeat, as a 
private person, expecting the same k ind of treatment as 
she gave Gettner before. 

A m i l i t a r y self is never enough, not even on the just side 
of a war. F o r even just wars are fought by m i l i t a r y estab
l ishments wh i ch inst itutional ize violence, justi fy violence 
as the only means to freedom, and measure patr io t ism by 
the energy of the violence. Violence for the honor of 
Hungary or A u s t r i a is only a l i t t le less selfish, a l i t t le less 
narcissistic, than violence for personal honor. 

In addit ion to violence as self-assertion for honor and 
violence as loya l ty to the state, Sleep and Dark embody 
violence for God's sake. The honor of God is the mot ivat ion 
for Abraham's wil l ingness to sacrif ice Isaac i n Sleep; his 
wil l ingness to sacrif ice Isaac is a combinat ion of perform
ing violence and enduring it, of act iv i ty and passivity. 

The honor of God is at once Peter 's consolation and his 
cause. When the Hungar ians are completely broken, Peter 
consoles himself w i t h the fact of the Incarnat ion: 

P e t e r : T h e H u n g a r i a n s a r e c o m p l e t e l y b r o k e n . 
G e l d a : I t w a s w h a t y o u w e r e a f r a i d of. 
P e t e r : I w a s a f r a i d 

T h e y ' d l o se t h e l i b e r t i e s t h e y w e r e b e g i n n i n g to g a i n 
L a t e l y ; n o t t h a t w e s h o u l d l o se t h e h u m a n i t y 
W e t o o k o f G o d t w o t h o u s a n d y e a r s a go . (p. 79) 

The Incarnat ion is for Peter a redef init ion of the concepts 
God and man, wh i ch cannot be altered by any circumstances, 
a sure basis for confidence. B u t the Incarnat ion is also 
a process: a learning to become both a son of man and a 
son of God, along w i th Jesus Chr i s t . Whatever else being 
a son of man means, i t certa inly means tak ing pains 
choosing the most Chr i s t l ike alternative i n a muddled situa
t ion. Whatever else being a son of God involves, i t involves 
being permanently conditioned against disi l lusionment in 
fai lure. 
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Thus, Peter 's chief concern is never his personal honor. 
When the Countess chooses to have the Hungar ians keep 
Peter rather than surrender Gettner to certain death, Peter 
understands perfectly her reasons, though he is honest 
enough to confess conceit: " I w ish there were no conceit 
i n me/To let me bid myself against another m a n " (p. 35). 
When Gettner kisses Gelda and Gelda accepts the kiss, 
Peter is not pleased, to be sure, but neither does he stand 
on his honor: " I t could be. I can see i t could be" (p. 67). 
A n d when he makes up w i th Gelda afterwards, he is neither 
hur t (the barometer of private honor) nor angry (the 
barometer of public honor ) . Gelda says she thought she 
had "a lmost brought our wor ld to an end/But you didn't 
greatly notice i t " (p. 82). Personal honor, pr ivate or 
public, does not drive Peter. 

N o r does loyal ty to the state drive Peter, for he is loya l 
to two states: A u s t r i a and Hungary . He is Hungar i an by 
b i r th , but serves on the Aus t r i an cabinet, urg ing modera
t ion towards the Hungar i an rebels. A s a captive to Jan ik ' s 
troops who are surprised by a troop of Aus t r i an dragoons, 
Peter suddenly finds himself f ight ing for the Hungar i an 
cause : 

I n t h e f i g h t w i t h t h e A u s t r i a n d r a g o o n s t h i s m o r n i n g 
I b e c a m e t h e v e r y p a s s i o n I opposed , a n d w a s g l a d t o be. 
I b o r r o w e d a s w o r d ou t o f s omeone ' s use l ess h a n d , 
A n d as l o n g as t h e f i g h t i n g l a s t e d 
I w a s , h e a r t a n d s o u l , t h e r e v o l u t i o n . 
J a n i k t h o u g h t h e h a d w o n m e ove r , 
B u t o n the w a y b a c k I c o n v i n c e d h i m o t h e r w i s e . 

Peter 's only explanat ion: 

I s u p p o s e 
T h e r e ' s n o b a l a n c e w i t h o u t t h e p o s s i b i l i t y 
O f o v e r b a l a n c i n g , (p. 59) 

Peter is free f rom the t y ranny of personal g lory and patriot
ism, both. 

B u t Peter never reaches serenity, for at heart he remains 
an overbalanced activist. Stefan sends for h i m and he 
rushes to Rosmar in 's house " the moment/He could manage 
to get away " (p. 12). Taken captive by the Hungar ians, 
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he fights va l iant ly on the i r side. M a k i n g up w i th Gelda 
in A c t III, he can stay only brief ly; he must rush off to 
A u s t r i a because the victorious government is "shoot ing and 
hanging/Every Hungar ian of note who fought i n the w a r " : 

W h a t t o r m e n t s m e 
Is w h e t h e r I m i g h t n o t h a v e p r e v e n t e d i t 
I f I ' d n e v e r l e f t V i e n n a : w h e t h e r t h a t r i d e he r e , 
W h e t h e r S t e f a n ' s m e s s a g e o f a l a r m f o r R o s m a r i n , 
W a s n ' t t h e c a u s e o f t h e s e d e a t h s a n d t h e end l e s s consequences . 
I ' m t oo l a t e , b u t I h a v e t o go t h e r e . 
A n d , t h o u g h I ' m t oo l a t e , e v e r y m o m e n t h e r e 
M a k e s m e f e e l I ' m b e t r a y i n g someone , (p. 80) 

The concept of betrayal keeps coming up, for Peter is 
never sure he has done the r i ght th ing : 

Y o u m a k e m e t h i n k 
I s h a l l b e t r a y s o m e t h i n g e i t h e r w a y , 
S t a y i n g o r g o i n g . I f I s t a y , I t h i n k 
O f n o t h i n g b u t g e t t i n g t o V i e n n a . I f I go, 
I t h i n k o f n o t h i n g b u t w h a t y o u h a v e s a i d t o m e . (p. 81) 

Peter lacks a single workable cr i ter ion by wh ich he can 
make mora l choices and then, for good or i l l , rest i n them. 
Peter is that humanly understandable but logical ly contra
dictory phenomenon: the mi l i tant pacifist. H e f ights for 
peace the way Jakob f ights for the honor of the Countess 
and the way J a n i k f ights for Hungary , but i n the cause of 
peace one should not f ight at a l l . Is Peter not driven, at 
least to some extent, by violence? Is he not as unaware of 
the violence w i th in h i m as Jakob and J a n i k ? 

A l l three learn something about the violence w i th in 
themselves. Jakob sees it is not an isolated instance of 
outraged honor wh i ch drives h i m : 

O n e a l w a y s t h i n k s i f o n l y 
O n e p a r t i c u l a r u n p l e a s a n t n e s s 
C o u l d be c l e a r e d u p , l i f e w o u l d b e c o m e as p r o m i s i n g 
A s i t i s a l w a y s p r o m i s i n g t o be. 
B u t i n f a c t w e m e r e l y c h a n g e a n x i e t i e s , (p. 84) 

The m i l i t a r y J a n i k returns defeated, he for whom the 
Hungar ian cause had become everything. He must be 
coaxed by the Countess to s ing a bawdy song of the soldiers. 
On ly after he sings does the Countess comfort h i m : 
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C h i l d , 
I k n o w y o u r c a u s e i s l os t , b u t i n t h e h e a r t 
O f a l l r i g h t causes i s a c a u s e w h i c h c a n n o t l ose . (p. 90) 

The unselfishness i n Jan ik ' s devotion to Hunga ry must 
grow into Peter 's devotion to God; God is the only cause 
wh ich cannot lose, though J a n i k w i l l need to become a 
ch i ld to know that. Peter overcomes some of the snobbery 
inherent i n any pacifist 's scorn for the mi l i ta ry , when he 
fights w i th Jan ik against the Austr ians : 

I ' m n o l e ss c o n v i n c e d 
T h a n I a l w a y s w a s , t h e y ' r e d o i n g t h e m s e l v e s a w r o n g 
A n d d o i n g a s g r e a t a d a m a g e t o H u n g a r y 
A s to A u s t r i a . B u t I k n o w i t n o w 
I n a d i f f e r e n t sense . I c a n t a s t e i t 
L i k e a f a u l t o f m y o w n , w h i c h i s n o t t h e s a m e 
F l a v o u r a s t h e f a u l t o f s o m e o t h e r m a n . (p. 60) 

Jakob, Jan ik , and Peter a l l acquire insight into the violence 
wh ich drives them, although they do not change signif icant
l y w i th in the play. B u t their insight into the violence wh i ch 
drives them is essential i f they are going to overcome the 
problem of violence, i f not i n the play then outside of it , 
i f not i n t ime then outside of it. 

Two characters, Gelda and Gettner, change signi f icantly 
w i th in the play, but a discussion of them must wai t for a 
discussion of the Countess. 

The plots of Sleep and Dark embody the ideas of w i l l ing
ness to endure violence and unwil l ingness to inf l ict i t . In 
the last dream in Sleep Daniel 's three friends i n the f iery 
furnace of life are joined by the son of man under God's 
command, a figura Christi. None of the four are naively 
shocked at the violence that comes w i th l i v ing , a l l of them 
are w i l l ing to endure it, and none of them w i l l inf l ict it. 
It is the posit ion of the Countess in Dark. 

She too is a figura Christi, surrounded as she is by her 
rock- l ike Peter, who "treads the earth more sure ly/And 
reassures more instant ly/Than any other m a n " (p. 5 ) , 
her James (Jakob = Jacobus = James) , and her John 
(Janik) : the three characters who acquire insight into 
their own violence, although they do not change w i th in the 
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scope of the play. Besides, the Thursday "a t homes" are 
reminiscent of Maundy Thursday, the Thursday of the foot-
washing, the Lord ' s Supper, and the new commandment 
" that ye love one another." That the Countess leaves her 
nine guests i n order to hunt up Gettner i n spite of a b l inding 
snowstorm and at great r i sk to herself is reminiscent of 
Chr is t ' s parable of the good shepherd, i n wh ich ninety-nine 
sheep are left for the sake of one. F o r readers unconvinced 
by these implications, F r y has Be lmann make the point 
expl ic i t ly , again and aga in: 

T h e goddess o f i t o u r T h u r s d a y w o r l d i n h e r G o d l i k e w a y , 
I s G o d k n o w s w h e r e . W e c a n o n l y h o p e 
S h e w i l l c o n d e s c e n d to a p p e a r i n h e r o w n t i m e . (p. 4) 

Y o u k n o w the C o u n t e s s h a s the q u a l i t i e s o f t r u e d i v i n i t y . 
F o r i n s t a n c e : h o w a p p a r e n t l y u n d e m a n d i n g l y 
S h e m o v e s a m o n g u s ; a n d y e t 
L i v e s m a k e a n d u n m a k e t h e m s e l v e s i n h e r n e i g h b o r h o o d 
A s n o w h e r e e lse . T h e r e a r e m a n y n a m e s I c o u l d n a m e 
W h o w o u l d h a v e b e e n r e m a r k a b l y o t h e r w i s e 
E x c e p t f o r h e r d i v i n e n o n - i n t e r f e r e n c e , (p. 5) 

S h e h a s a t o u c h i n g w a y 
O f b a c k i n g a m a n u p a g a i n s t e t e r n i t y 
U n t i l h e h a r d l y h a s t h e n e r v e t o r e m a i n m o r t a l , (p. 5 ) 

O n e m a n t h e C o u n t e s s w i l l n e v e r c h a n g e 
B y h e r d i v i n e n o n - i n t e r f e r e n c e : 
T e n k r o n e n a g a i n s t G e t t n e r ' s c h a n c e s , (p. 61) 

But s imply to label the Countess a figura Christi is to make 
her into a static icon, just as Be lmann, that clever but not 
par t icu lar ly wise agnostic, does. To freeze the Countess 
into a figura Christi is to make the play into a static 
allegory and is to ignore the dynamic interplay between 
human and div ine: the humani ty we took f rom God two 
thousand years ago in the Incarnation. A s man now is, 
Chr i s t once was; as Chr i s t is now, we may become. In this 
state of affairs, how is one to dist inguish between a figura 
Christi and a Chr i s t i an struggl ing to become more Chr is t 
l ike? The Countess is a believable person and inhabits a 
wor ld we recognize as our own. H e r penmanship is illegible 
— "Three words, apparent ly/Ent ire ly composed of E ' s " 
— (p. 4 ) , she can be genuinely giddy when Jan ik kisses her 
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hand or Gettner proposes marriage, and she is curiously pre
occupied w i th a bawdy song. The Countess is no icon. 

In many ways the Countess is l ike Peter. When Gettner 
calls to her to save h im, she puts her own wor ld down and 
takes his up, just as Peter responds to Stefan's cal l . Just 
as Peter is a Hungar i an i n the Aus t r i an cabinet, so the 
Countess is an A u s t r i a n but lives next to the Hungar ian 
border and has Hungar i an friends, l ike the geologist Jan ik . 
Just as Peter, a member of the A u s t r i a n Cabinet, f ights 
temporar i ly on the Hungar ian side, so the Countess protects 
Gettner f rom Jan ik and his Hungar ians and protects J a n i k 
f rom the Austr ians . Just as Peter refuses to feel threatened 
when Stefan, Jan ik , Gelda, and Gettner use h i m for their 
own purposes, so the Countess refuses to feel threatened 
when Gettner and Jan ik use her. 

One great difference between Peter and the Countess is 
that the Countess is not at a l l mi l i tant about her paci f ism. 
She has learned long ago that violence cannot be organized 
or fought out of existence. The only effective locus for 
effecting the v ic tory of peace over violence is the indiv idual 
human heart : one's own. She has learned that "there is 
nothing on ear th/Which does not happen in your own 
hearts " (p. 74) and in her own heart too. Peter pursues 
too mi l i tant l y the situations where peace is to be made, 
and then feels he is "be t ray ing " (pp. 80-81) the other causes 
when he concentrates on one. The Countess waits for 
situations to come to her. Then she makes perfect her w i l l 
when she deals w i th them. 

The Countess completely bypasses the intricacies of pol i 
t ics i n pursuing peace. She never asks who started it, or 
what the issues are, or what are the circumstances sur
rounding the violent s i tuat ion: 

T h e a r i t h m e t i c 
O f c ause a n d e f f e c t I ' ve n e v e r u n d e r s t o o d . 
H o w m a n y b e a n s m a k e f i v e i s a n i m m e n s e 
Q u e s t i o n d e p e n d i n g o n h o w m a n y 
P r e l i m i n a r y b e a n s p r e c e d e d t h e m (p. 97) 
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In the darkness of the human condition, where degrees of 
comparative gui l t and the causes for a part icular act of 
violence are impossible to discern, only one cr i ter ion func
t ions: the least violent alternative is always best, no 
matter how unreasonable and unjust i t may appear. Better 
that she die i n a snowstorm than that Gettner be murdered 
when he is caught as a tra i tor . Better that her son-in-law, 
Peter, whom she loves, should be a Hungar i an prisoner 
than that Gettner, whom she does not love part icular ly , 
should be shot. Bet ter that Gelda should enter a bad mar
riage w i th Gettner by her own w i l l than that the Countess 
should v io lent ly interfere w i th the course of life. Better that 
Gettner should go off free for wounding Stefan than that 
the Hungar ians ' punishment of Gettner should be added 
to Gettner's wounding of Stefan. Better that she should 
grant refuge to both J a n i k and Gettner at the same t ime 
than that she should decide wh i ch one to sacrif ice. She is, 
f rom the perspective of the audience and reader, an amazing
ly complete pacifist. 

She herself is aware of the incompleteness of her own 
pacif ism, and remains preoccupied w i th the violence remain
ing w i th in her. She questions her own motives i n not 
inter fer ing w i th Gelda's m a r r y i n g Gettner: 

I l e t y o u 
M a r r y R i c h a r d , t h o u g h I k n e w y o u w o u l d f i n d 
H a p p i n e s s o n l y b y a f i n e shade , 
O r i n s o m e s p e c i a l sense o f h a p p i n e s s , 
O r n o t a t a l l . (pp . 55-56) 

W i t h so much r i sk involved, should not a l i t t le interference 
early have solved the necessity of greater violence later? 
A l l wars use a s imi lar rationale, and though the Countess 
does not follow that rationale, she is human enough to 
entertain i t as a possibi l i ty. Accept ing as she is of Gettner 
— " L i f e has a hope of h im/Or he never would have l i v ed " 
—• (p. 54), she confesses that she has not been accepting 
enough: 

R i c h a r d , R i c h a r d , 
W h a t v i r t u e I 've m i s s e d ! . . . I ' m a f o o l t o d e n y 
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W h a t y o u so b e a u t i f u l l y p r a i s e m e f o r , 
B u t t r u t h l e a p s i n me , a n d I h a v e t o c o n f e s s 
I h a v e n ' t l o v e d y o u . (p. 99) 

A l l she did for R i cha rd was done for "what any life may 
mean " (p. 100), but she is not satisfied w i th such imper
sonality. She promises, " I ' l l not/Leave you u n t i l I can 
love you, R i c h a r d , " though she does not "mean/Necessari ly 
here " (p. 101). Outside of t ime she w i l l be able to love 
a l l people, even the unloveliest. H e r present inadequacy in 
love — her awareness of the violence remain ing w i th in her 
— is her cont inuing impetus for growth. 

Hence, the Countess has none of the mora l superior i ty 
wh i ch the others demonstrate. Quite secure i n the i r own 
virtue, Be lmann sees Gettner as a " r a g of h e l l " (p. 6) , 
Jakob sees " n o / F a i t h i n Get tner " (p. 35), and Kasse l 
agrees w i th the other two that the gulf separating Peter 
and Gettner is unfathomable. Jan ik ' s opinion of Gettner 
is no better: the Hungar ians are r ight , Gettner has for
saken the r i ght cause, therefore Gettner is wrong. To the 
extent that Peter speaks for the Hungar ians in the Aus t r i an 
government, he considers himself better than Gettner; he 
"wishes there were no conceit i n me/To let me b id myself 
against another m a n " (p. 35) . Be lmann, Jakob, Kassel , 
and Jan ik attack ethical problems l ike sixth-graders doing 
true-false exams. Only the Countess understands: 

P r a y f o r h i m [ S t e f a n ] , 
N o t b e c a u s e I l o v e h i m , b u t b e c a u s e 
Y o u a r e t h e l i f e y o u p r a y f o r . A n d b e c a u s e 
R i c h a r d G e t t n e r i s t h e l i f e y o u p r a y f o r . 
A n d b e c a u s e t h e r e i s n o t h i n g o n t h e e a r t h 
W h i c h doesn ' t h a p p e n i n y o u r o w n h e a r t s , (p. 74) 

The stance of the Countess is the stance of the play. 
When Peter as a Hungar ian on the Aus t r i an side temporar
i l y is taken w i t h the Hungar i an cause and fights against 
Aus t r i a , we applaud his h igh spir i ts and his impart ia l i ty . 
B u t then we begin to ask whether he is so different f rom 
Gettner, the Aus t r i an who enlists on the Hungar i an side 
and then deserts. No t judging by the results but by the 
condition of heart that produced them, is the denial of Peter 
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very different f r om the betrayal of Judas? In fact, F r y 
has Peter use the Judas word, betrayal, about his own 
mora l d i lemma i n another s i tuat ion (pp. 80-81). Untangl ing 
good f rom evi l is next to impossible, given the complexity 
of the human heart. Judg ing the violence in others is a 
venting of our own violence. Seeing the violence i n other 
people as our own makes self-righteous condescension dis
appear. Then the best and worst seem not very different 
f rom each other. " L e t us , " says the Countess, " s a y " 

W e a r e a l l c o n f u s e d , i n c o m p r e h e n s i b l e , 
D a n g e r o u s , c o n t e m p t i b l e , c o r r u p t , 
A n d i n t h a t c o n d i t i o n p a s s t h e e v e n i n g 
T h a n k f u l l y a n d w e l l . I n o u r p l a i n de f e c t s 
W e a l r e a d y k n o w t h e b r o t h e r h o o d o f m a n . (p. 21) 

F o r the mora l ambigui ty wh ich the Countess and the 
play recognize, the b l inding snowstorm is the symbol. The 
snow is white, yet produces a darkness as effectively as any 
blackness. The white snow is dark enough to make the 
journey diff icult. B u t the dark produced by the snow is 
also l ight enough, given the d iv inat ion of the Countess, for 
her to reach her dest ination: 

I h a v e b e e n a s c l e v e r a s a n o s t l e r , 
A n d d r i v e n a l o n e , o n e h u m a n a n d t w o h o r s e s , 
I n t o a r e d e e m e d l a n d , u n c r o s s e d b y a n y s o u l 
O f s o u n d , a n d a l w a y s t h e f a l l i n g p e r f e c t i o n 
C o v e r i n g w h e r e w e c a m e , so t h a t t h e l a n d 
L a y p e r f e c t b e h i n d u s , as t h o u g h w e w e r e p e r p e t u a l l y 
F o r g i v e n t h e j o u r n e y . A n d m o r e o v e r 
A s t r a n g e p r e s c i e n c e p o s s e s s e d m e . 
O n e m u s t h a v e t a l e n t to go f r o m a p l a c e to a p l ace , 
B u t d i v i n a t i o n t o go so d e v i o u s l y 
T h a t n o r t h , s o u t h , eas t , a n d w e s t 
A r e l o s t i n a d m i r a t i o n , a n d yet t o a r r i v e , 
A f t e r a s h o r t e x p e r i e n c e o f e t e r n i t y , 
A t t h e p l a c e a n d p e o p l e one set ou t t o r e a c h . . . (pp. 16-17) 

She is describing her journey i n the snowstorm, but she 
might as wel l be describing her way through the b l inding 
mora l situations she confronts. The darkness of the mora l 
s i tuat ion is always l ight enough w i th the one absolute mora l 
principle of the Countess: the least violent alternative is 
always best. 
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Her argument against Jan ik , i n wh i ch she exploits his 
commitment to freedom, is a good example: 

Y o u r f a i t h i s , y o u r c o u n t r y h a s b e e n r e f u s e d 
I t s g o o d r i g h t s , f o r m a n y y e a r s t oo l o n g . 
S o be c e r t a i n , w h a t e v e r t h e t e m p t a t i o n , 
N o m a n i s m a d e a s l a v e t o y o u . 
T o y o u A u s t r i a i s a t y r a n n y . 
T h e n , t o t h e n u m b e r o f t h o s e m e n w h o d ie , 
A n d f a r b e y o n d t h a t n u m b e r i n f i n i t e l y , 
S u r e l y y o u w i l l s h o w 
O n e m a n o v e r a n o t h e r h a s n o k i n g d o m . 
O t h e r w i s e , h o w s h a l l I u n d e r s t a n d y o u r w a r ? 
B e c a u s e I h a v e r e s p e c t f o r R i c h a r d G e t t n e r ' s 
W a n d e r i n g a n d u n c e r t a i n w i l l , therefore 
I h a v e r e spec t f o r y o u r s h e e r p u r p o s e 
A n d f o r t h o s e m a n y m e n I c a n n o t 
K n o w b y n a m e w h o a r e w a i t i n g i n t h e s n o w . 
B u t i f y o u t e l l m e R i c h a r d G e t t n e r 
H a s t h r o w n a w a y h i s c l a i m to f r e e d o m 
B y c l a i m i n g t h a t a m a n i s f r ee , t h e n y o u 
A n d t h o s e i n t h e s n o w , m a y as w e l l m a r c h 
A g a i n s t y o u r g u n s a n d s w o r d s . T h e y a r e t y r a n n o u s , too . 
Is i t no t a q u a i n t f r e e d o m , t h a t l e t s u s 
M a k e u p o u r m i n d s a n d n o t be f r e e t o c h a n g e t h e m ? 
P o o r h o p e f o r m e ! I c h a n g e m y m i n d 
F o r p u r e r e l a x a t i o n , t w o o r t h r e e t i m e s a d a y , 
A s I ge t w i s e r o r s i l l i e r , w h i c h e v e r i t i s I do . 
M u s t I s a v e y o u r c a u s e f o r y o u , C o l o n e l ? 
I f so, t h e n n o t i n m y n a m e o r R i c h a r d G e t t n e r ' s 
B u t i n t h e n a m e o f a l l y o u r n a m e l e s s f e l l o w s 
W h o t r u s t t h e i r s u f f e r i n g i s r i g h t e o u s 
I f o r b i d y o u t o i n v a d e t h e l i b e r t i e s o f t h i s house , (p. 30) 

J a n i k is not persuaded by this def init ion of freedom; he 
calls i t anarchy. So f rom one point of v iew the Countess 
loses. B u t the Countess has won what was her intention 
of winning. Before her speech J a n i k had said, " b r i n g h i m 
[Gettner] out./Otherwise, I regret, we shal l come i n and 
f ind h i m " (p. 29) ; after her speech he considers searching 
the house " a dangerous delay" (p. 31), and puts forward 
the plan of keeping Peter hostage. N o w the Countess must 
f ind new ways to deal w i th that situation. Nevertheless, 
without Jan ik ' s knowing it, she has won the argument. 
Jan ik does not search the house as he had threatened. 

Sometimes situations are so complex that no argument, 
oblique or direct, can avert the violence. I r rat ional means 
are needed to avert violence. When the Countess is annoyed 
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wi th Belmann's sniping at Gettner behind his back and w i th 
Jakob's sniping at Be lmann to his face, she proposes a non-
argumentative solut ion: 

W e ' r e c o n t i n u a l l y c o m i n g t o g e the r , a s t h o u g h t o l i v e 
P l e a s a n t l y i n one a n o t h e r ' s c o n v e r s a t i o n , 
A n d e a c h t i m e w e l i n d o u r s e l v e s d i s t r a c t e d 
B y w h a t i s h a p p e n i n g t o u s . D o l e t u s 
F o r a s h o r t w h i l e a b a n d o n i n c i d e n t 

A n d c h a r m o u r s e l v e s w i t h s o m e t h i n g q u i t e i m m a t e r i a l , (p. 61) 

The diversion is provided by the Hungar i an guard, who 
produces a recent letter f rom his wife, and the Countess is 
thoroughly absorbed in it. The Countess can also recognize 
i n other people under great stress the need for something 
immater ia l . When i n A c t III J a n i k appears, defeated, he 
cannot trust himsel f to speak for tears. The Countess then 
urges h i m to " F i r s t of a l l say any t r i v i a l thing;/We shal l 
come presently to the o ther " (p. 90). 

Usual ly the t r i v ia l , quite immater ia l th ing that averts 
the feelings of panic and violence is music. When in A c t 
I I Gettner appears before the Hungar ian guards who are 
i n duty bound to arrest h i m as a tra i tor , when Gettner 
kisses Gelda in front of the imprisoned Peter, and when 
Gelda confesses she loves Gettner too, then music is a l l 
that w i l l serve: 

H o w s h a l l w e m a n a g e , w i t h t i m e a t a s t a n d s t i l l ? 
W e c a n ' t go b a c k t o w h e r e n o t h i n g h a s b e e n s a i d ; 
A n d n o h e a r t i s s e r v e d , c a u g h t i n a m o m e n t 
W h i c h h a s f r o z e n . S i n c e n o w o r d s w i l l set u s f r e e — 
N o t a t l e a s t n o w , u n t i l w e c a n p e r s u a d e 
O u r t h o u g h t s t o m o v e — 
M u s i c w o u l d u n d e r g r o u n d us best , 
A s a t i d e i n t h e d a r k c o m e s t o b o a t s a t a n c h o r 
A n d t h e y b e g i n t o d a n c e , (p. 67) 

A s J a n i k leaves for a h id ing place in the turret i n A c t III, 
the Countess insists that he put her i n m i n d of a bawdy 
song the soldiers s ing; i t is as much to alleviate Jan ik ' s 
hyster ia as to satisfy her own curiosity. She herself needs 
the bawdy song as she contemplates how she w i l l need to 
defend J a n i k against the Austr ians , and again as she dies, 
alone. Mus ic al lays the violence and panic w i th in when 
words no longer work. 
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Whether by argument or by non-rational means l ike 
music, the Countess arrives at her destination — the least 
violent alternative — as surely as she drives her horse 
and sleigh to R i cha rd Gettner i n a b l inding snowstorm. 
She is l ike the butterf ly i n the epigraph to the p lay: 

T h e w e a t h e r w a s s t o r m y ; t h e s k y h e a v i l y c l o u d e d ; t h e 
d a r k n e s s . . . p r o f o u n d . . . . I t w a s a c r o s s t h i s m a z e o f 
l e a f a g e , a n d i n a b s o l u t e d a r k n e s s , t h a t t h e b u t t e r f l i e s 
h a d t o f i n d t h e i r w a y i n o r d e r to a t t a i n t h e e n d o f t h e i r 
p i l g r i m a g e . 
U n d e r s u c h c o n d i t i o n s t h e s c r e e c h - o w l w o u l d n o t d a r e t o 
f o r s a k e i t s o l i ve - t r ee . T h e b u t t e r f l y . . . goes f o r w a r d 
w i t h o u t h e s i t a t i o n . . . . S o w e l l i t d i r e c t s i t s t o r t u o u s 
f l i g h t t h a t , i n s p i t e o f a l l t h e o b s t a c l e s t o be e v a d e d , i t 
a r r i v e s i n a s t a t e o f p e r f e c t f r e s h n e s s , i t s g r e a t w i n g s 
i n t a c t . . . t h e d a r k n e s s i s l i g h t e n o u g h . . . J . H . F a b r e 

L i k e the butterf ly, the Countess finds the darkness l ight 
enough, wh i ch is to say that she finds warmth enough i n 
the winter of our discontent, goodness enough in a wicked 
world, life enough i n death. 

That the darkness is l ight enough to enable the Countess 
to pursue her non-violent way non-violently is one impor
tant difference between the Countess and Peter. The other 
difference is that only i n her presence do "L i v es make and 
unmake themselves . . ./As nowhere else" (p. 5). There 
are two people par t icu lar ly who "would have been remark
ably otherwise/But for her divine interference" (p. 5) : 
Gelda and R i cha rd Gettner. 

Gelda's problem is pride, the root of a l l other s in and 
violence. Violence increases in proport ion to one's blindness 
to the violence w i th in himself, wh i ch blindness is pride. 

Gelda begins w i th pride i n th ink ing herself capable of 
doing the impossible: m a r r y i n g Gettner. E v e n the Coun
tess, who did not oppose the marriage, saw that " l ov ing 
R ichard/Might be a heavy devotion and a long/Experience 
of d a r i n g " (p. 20). Gelda was sure she was equal to i t ; 
her pride is paral le l to Jakob's unrecognized violence w i th in 
and to Belmann's certain certainties. Just as Jakob and 
Belmann's personal violence is of less wor th than Jan ik ' s 
violence on behalf of society, so Gelda's personal pride 
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progresses to inst i tut ional pr ide: a conventional, normal , 
society-approved marr iage to "Count Peter the s turdy " 
(p. 8) . Gelda's pride is a tr i f le complacent: 

I a m P e t e r ' s w i f e , a n d e v e r y t h i n g 
Is so w e l l w i t h u s , o u r m a r r i a g e v o w s 
G o o n l i k e d a n c e r s , w i t h n o t h o u g h t i n t h e w o r l d t o c a r r y , 
O n l y t o be as e a s y a n d l o v i n g as w e a r e . (p. 36) 

B u t Gelda is overconfident, for before long she is promis ing 
love to Gettner and k iss ing h i m both in public and private, 
i n spite of her perfect marr iage to Peter. H e r neutra l i ty 
is l ike Peter 's own, his loyal ty at once to Hungary and 
Aus t r i a . Jus t as the complete paci f ism of the Countess 
supercedes the incomplete paci f ism of Peter, so Gelda 
achieves a new wil l ingness to look inside herself for pride 
and violence, and hence she becomes more humble and non
violent. " I t may have been r i gh t , " she says to Peter, 

T h a t f i r s t i n s t i n c t , t o p u t ou t w i t h a l i f e b o a t 
F o r R i c h a r d , b u t o n t o i t s c r a m b l e d 
S u c h a c r e w o f p i r a t e s , m y c u r i o s i t y , 
M y p r i d e , m y a m b i t i o n t o succeed 
W h e r e I f a i l e d be f o r e , m y l o n g i n g t o d i s c o v e r 
W h a t c o n v e r s i o n s c o u l d b e m a d e b y l o v e , 
W e a l l b e g a n t o s i n k . (p. 81) 

The pirates have been there a l l along, but only now does 
she recognize them as pirates. The Countess is shown only 
in fu l l bloom, but before the play begins she must have 
gone through a series of experiences s imi la r to Gelda's. 
Gelda's condit ion at the end of the play approaches humi l i t y . 

B u t though one have the humi l i t y of Gelda and the 
passivity of the Countess and have not love, i t prof iteth 
h i m nothing. Gettner begins hostile and humble, hostile 
and passive, wh i ch is to say indifferent. H e must progress 
toward a lov ing pride, whch is to say self-respect, and 
toward a lov ing act iv i ty . H i s progress throughout the play 
runs counter to that of the other characters. The reason 
he is so dis l iked by the others is not only his hosti l i ty, but 
his pi lgr image toward wholeness runn ing so incomprehen
sibly counter to theirs. 
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A n d yet the four stages f rom violence to passivity, 
abstracted f rom Sleep and applied to Dark, have a certain 
appl icabi l i ty to Gettner's progress f rom passivi ty to act iv i ty , 
f rom host i l i ty to love. Before the play opens he was 
personally passive, personally hostile i n his marriage, for 
he never consummated h is marr iage w i th Gelda. H i s reason 
was humi l i t y , for he knew he would be "The disappointer 
of expectations" (p. 45) ; he d id not realize that he was 
being hostile toward Gelda, who meant to love and be loved. 
He is not so different f rom Jakob, Belmann, and Kasse l ; 
they do not recognize the host i l i ty i n the i r act iv i ty , just as 
he does not recognize the host i l i ty i n his passivity. 

Gettner the ant i -Jakob becomes Gettner the ant i -Janik . 
Just before the play opens he deserts f rom the Hungar i an 
army ; i n this situation, too, he is unaware of the host i l i ty 
in his non-performance: "There 's a dreariness in dedicated 
spir i ts/That makes the promised land seem older than the 
f i s h " (p. 18). N o wonder the Countess taunts his passiv i ty : 

R i c h a r d s o m e t i m e s r e m i n d s m e o f a n u n h a p p y 
G e n t l e m a n , w h o c o m e s t o t h e s h o r e 
O f a J a n u a r y sea , h e r o i c a l l y 
S t r i p s t o s w i m , a n d t h e n s e ems p o w e r l e s s 
T o a d v a n c e o r r e t i r e , e i t h e r t o t a k e t h e s h o c k 
O f t h e w a t e r o r t o i m m e r s e h i m s e l f a g a i n 
I n h i s w a r m c l o the s , a n d so s t a n d s c u r s i n g 
T h e sea , t h e a i r , t h e s ea son , a n y t h i n g 
E x c e p t h i m s e l f , a s b l u e a s a p l u c k e d goose . 
I t w o u l d be v e r y w e l l i f h e w o u l d o n e d a y 
P l u n g e , o r d r e s s h i m s e l f a g a i n , (p. 56) 

He is as detached f rom causes as J a n i k is attached to 
Hungary . 

In response to the taunt above, Gettner kisses Gelda in 
front of Peter : a c lumsy and hostile action, but at least 
an action. B u t the act ion is not satisfying to Gettner: 

T h e y t e l l y o u t o be a m a n o f d e c i s i o n , 
T o t a k e t h e c o l d s ea i n a c o u r a g e o u s p l u n g e , 
A n d w h e n y o u d o t h e y s q u i n t a t y o u f o r a f o o l . (p. 65) 

The act ion is not sat isfying to Gettner because he is as 
paradoxical ly impacted between act iv i ty and passiv i ty at 
this point as Peter is between the cause he is "be t ray ing " 
and the cause he is devoting himself to at any moment, to 
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say nothing of how impacted both Gettner and Peter are 
between A u s t r i a and Hungary . Gettner is an anti-Peter. 

The audience shares the surprise of the Countess when 
Gettner makes a decision, acts on it, and there is nary a 
trace of host i l i ty i n it . A f t e r years of passive postpone
ment, Gettner f inal ly proposes marr iage to the Countess. 
N o other character i n the play could have cheered the 
deathbed of the Countess w i th anyth ing so affectionate. 
Unconventional and indecorous by conventional standards, 
the proposal is just r i ght for a Countess who at one point 
is a fra id that Gettner is " t r y i n g to f ind words appropriate/ 
To v is i t ing the s i ck " (p. 97). Gettner manages to raise a 
song of hope w i th in her : 

Y o u , R i c h a r d ! 
Y o u , o f a l l m e n o n t h e e a r t h , 
T o be t h e o n e t o s a y t o d y i n g t h i n g s 
' B e a b e g i n n i n g . ' 
A n d i ndeed , p l e a s e G o d , t o t h e l a s t m o m e n t 
I w i l l b e g i n . . . . (p. 98) 

Gettner has become capable of an act of whimsica l creativ
i t y wor thy of the Countess herself. A n d the change in 
Gettner is permanent. He tells the ma id to admit the 
Aust r ians after the Countess is dead. He does not run . 
Gettner, by a route opposite to that of anyone in the play, 
"arr ives i n a state of perfect freshness" at his selfhood. 
The dark is l ight enough. 

The change in Gettner is the conversion of Judas. F o r 
you are the li fe you pray for when you pray for Judas — 
or H i t l e r . A paci f ism wh i ch makes an exception of Judas 
and H i t l e r is not complete. The conversion of Judas makes 
the play aesthetically as satisfying as i t is sat isfying intellec
tual ly and rel igiously, for i t provides a mot ion contrary 
to the rest of the play, and yet the contrary mot ion is 
curiously appropriate to the rest of the play since i t can 
a l l be analyzed by the same categories. It is a complete 
play. 

The changes i n Gelda and Gettner belong i n th is study 
to demonstrate how the paci f ism of the Countess super-
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cedes Peter's. No t only does the Countess pursue non
violence non-violently, but the result of her non-violence 
is that i n her presence " L i v e s make and unmake themselves 
. . ./As nowhere else" (p. 5 ) . B u t mak ing that point, one 
admires the aesthetic wholeness of Dark. E v e n the servants 
reinforce the theme. Bel la 's concern for the honor of the 
Countess justif ies her l y i ng and justifies her bel i t t l ing W i l l i ; 
W i l l i cannot lie, understands perfectly w h y Be l l a l ies and 
forgives her for it , and does not m ind being made the fool 
for the sake of the honor of the Countess (pp. 8-11). Be l la 
tends toward Jakob and Jan ik ' s end of the violence con
t inuum, and W i l l i toward Peter and the Countess's end. 
Dark, even to the incidental characters, is organized by 
theme. 

That idea, the progressive stages toward peace, is the 
same idea as Sleep. A r e the two plays the same? 

The scope of Sleep is narrower than, and the scope of 
Dark broader than, the fo l lowing passage f rom " L i t t l e 
G idd ing , " the fourth of T . S. E l i o t ' s Four Quartets: 

T h e r e a r e t h r e e c o n d i t i o n s w h i c h o f t e n l o o k a l i k e 
Y e t d i f f e r c o m p l e t e l y , f l o u r i s h i n t h e s a m e h e d g e r o w : 
A t t a c h m e n t t o s e l f a n d t o t h i n g s a n d t o p e r s o n s , d e t a c h m e n t 
F r o m s e l f a n d f r o m t h i n g s a n d f r o m p e r s o n s ; a n d , g r o w i n g 

b e t w e e n t h e m , i n d i f f e r e n c e 
W h i c h r e s e m b l e s t h e o t h e r s as d e a t h r e s e m b l e s l i f e , 
B e i n g b e t w e e n t w o l i v e s •— u n f l o w e r i n g , b e t w e e n 
T h e l i v e a n d t h e d e a d n e t t l e . T h i s i s t h e use o f m e m o r y : 
F o r l i b e r a t i o n — n o t l o s s o f l o v e b u t e x p a n d i n g 
O f l o v e b e y o n d des i r e , a n d so l i b e r a t i o n 
F r o m t h e f u t u r e as w e l l as t h e pas t . T h u s , l o v e o f a c o u n t r y 
B e g i n s a s a t t a c h m e n t t o o u r o w n f i e l d o f a c t i o n 
A n d c o m e s t o f i n d t h a t a c t i o n o f l i t t l e i m p o r t a n c e 
T h o u g h n e v e r i n d i f f e r e n t . H i s t o r y m a y be s e r v i t u d e , 
H i s t o r y m a y be f r e e d o m . See , n o w t h e y v a n i s h , 
T h e f a ces a n d p l a c e s , w i t h t h e s e l f w h i c h , as i t c o u l d , 

l o v e d t h e m , 
T o b e c o m e r e n e w e d , t r a n s f i g u r e d , i n a n o t h e r p a t t e r n . 4 

B o t h plays agree w i th the poem that one cannot be attached 
to God unless one has been attached to lesser things f irst. 
To be progressively attached to God means that one is 
progressively detached f rom self, and f rom things, and f rom 
persons, but to be detached assumes an attachment to begin 
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w i th . Never to have been attached at a l l is indifference. 
When one is satisfied in God, one does not tu rn w i th pur i 
tanical condemnation toward those objects wh i ch have 
taught h i m to love previously. They are " t ransf igured in 
another pat tern. " The need for sex, for instance, is the 
disguised hunger for God ; sex arouses hungers stronger than 
i t can satisfy; no sexual encounter can be ul t imate ly satisfy
ing. The saint does not condemn sex or patr iot ism. The 
pur i tanica l condemnation of sex or patr io t ism is indiffer
ence, not learning to love at a l l . The F r y plays agree w i th 
the E l i o t poem and w i th each other here. 

B u t the scope of Sleep is narrower than the E l i o t poem, 
for Sleep makes nothing of the possibi l i ty of indifference. 
The scope of Dark is broader than the E l i o t poem, for Dark 
not only br ings up the possibi l i ty of indifference i n the 
person of Gettner, but shows the path by wh i ch indifference 
too can become attachment to God. 

The absence of indifference i n Sleep and its presence and 
redemption in Dark is only one way i n wh i ch the scope of 
Sleep is narrower than Dark. A l r eady i n Sleep F r y had 
distinguished the stages i n the ascent through the creatures, 
but these stages are juxtaposed without t rans i t ion ; the 
stages are barely discernible i n Dark because how one stage 
folds into another, i n Gelda's case for instance, is part of 
the flow of life. In Sleep a l l four characters progress to 
the next stage simultaneously; i n Dark a l l the characters 
are at different stages f rom each other. Gelda goes through 
al l four stages, Gettner travels a l l four stages by a contrary 
route, and the Countess has wel l-nigh arr ived at the begin
n ing of the play. 5 F o r a l l i ts br i l l i ant surreal ism, the dream 
form of Sleep remains abstracted f rom life. N o viewer 
would ever th ink that four soldiers would real ly dream 
these four dreams i n such eloquent succession. The i l lusion 
of rea l i ty is not even attempted in Sleep. The evocation of 
life dur ing wart ime i n the court of the Countess in Dark 
provides, i f not an everyday setting, at least a recognizable 
one, i n wh ich recognizable people hanker after God while 
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they are awake — even though not a l l of them realize 
what they are hanker ing for. F r y knew a great deal about 
overcoming violence in wr i t i ng Sleep, but he had not yet 
experienced it sufficiently, or i f he had experienced it, he 
had not had t ime to assimilate and art iculate the experience. 
In Dark F r y knows what he knew in Sleep, but he knows 
it better and he knows more. The form of Dark is less 
splendidly experimental than the f o rm of Sleep, but i t does 
not need to be. In Dark man's soul thirsts for God i n the 
very wor ld we l ive in , wh ich F r y evokes rather conven
t ional ly ; what is unconventional here is F r y ' s evocation 
of the experience of that thirst . Sleep communicates the 
idea of the ascent to God through the creatures, Dark the 
experience. 

Sleep has "become renewed, transfigured, i n another pat
t e rn . " Sleep and Dark are and are not the same play. 
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T o s o m e r e m o t e e v e n i n g , a n o - m a n ' s c o u n t r y . 
N o w i t s e ems t o m e v e r y s t r a n g e 
Y o u s h o u l d a l l be so o c c u p i e d i n l i v i n g , (p. 22) 

I t ' s t h e p e r f e c t i o n o f s l eep 
T o be a w a k e t o t h e d r e a m . 
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