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	Date
	Event

	1862
	May 15, Arthur Schnitzler is born in Vienna, as the son of Professor Johann Schnitzler, a distinguished Jewish throat specialist, whose patients included many of Vienna’s leading actors and opera stars

	1879
	Begins studying medicine at the University of Vienna

	1885
	Qualifies to practice medicine, specializing in psychiatry 

	1887-1894
	Editor of the medical Journal Internationale klinische Rundschau, hailing the emergence of Sigmund Freud

	1893
	Gives up hospital post and keeps only a few private patients

	1894-1899
	His experiences with his mistress, Marie Reinherd, influences his early writing a great deal

	1895
	Becomes famous all over Austria and Germany with the production of Libelei (Light O’ Love or Flirtation); in Sterben (Dying) he first experiments with stream of consciousness

	1900
	Der Reigen (Hands Around) is printed for private circulation; Leutnant Gustl is published, probably costing him his officer’s rank

	1903
	Der Reigen is printed for public circulation

	1908
	Der Weg ins Freie (The Road to the Open), an autobiographical novel which includes a character modeled after Theodor Herzl, the founder of political Zionism and which deals with anti-Semitism

	1912
	Professor Bernhardi, a play with the title role modeled after his father

	1919
	Die Schwestern, an unsuccessful play that tried blend a comedy of seduction with the impending doom of war by setting it on August 1, 1914

	1920
	He approves production of Der Reigen

	1925
	Traumnovelle (Rhapsody: A Dream Novel), the novel Stanley Kubrick’s Eyes Wide Shut (1999 film) is based on

	1926
	Fräulain Else, a monologue of a girl forced to show herself in the nude to her father's friend because of her family's debts. Living up to a daughter's duty, she yields to this demand but then commits suicide

	1930
	His married daughter commits suicide

	1931
	dies on October 21


Schnitzler is distinctively Austrian. Vienna is a city of the aristocrats. Schnitzler is content to take as his theme only a few scenes from life, and even in those few scenes he recurs continually to a single passage. His dramatic method is the intellectualization, the refinement of the Viennese waltz. Schnitzler has nothing to do with moralists or morality. His subject is always the same--the lover and a mistress or two. It is treated gracefully enough, with little passion and much gentle melancholy, little humor and much wit. His power lies chiefly in the creation of an atmosphere--a dim twilight atmosphere as of autumn evenings crowded with reminiscence. It is indescribably charming and completely aimless, a dream world as magical as that of any symbolist, yet unsymbolic. Tragic problems arise from time to time, as in Der einsame Weg or Der Ruf des Lebens, but for the most part Schnitzler moves upon the plane of comedy. The crisis arrives, catastrophe occurs; but it is an intimately personal catastrophe, accepted with ironical resignation by the aristocrat-hero, and added with a sigh to his repertory of experience. That aristocrat-hero is Schnitzler's most characteristic figure. 


Schnitzler is a magician—an honorable magician, moreover. His work is never ugly. He avoids sensuality by his honesty as an artist. There is nothing unnatural, nothing immoral, nothing even furtive for him in the relationship of lover and mistress. A certain discretion is preserved—that is all. He traces the psychology of the intimacy. Within the limits he has chosen for himself, he tells everything that can be told, and much that the lesser artist is afraid to tell. Details of circumstance are nothing to him. Mood is everything. His drama depends upon a crisis in the lives of two people, the inevitable passing from old relationships to new. No flash of thought escapes him. He records every motive. In the crisis itself there can be no compromise.


Austrian dramatist, novelist, short story writer and critic. Schnitzler dealt with the theme of illusion and reality in many variations and introduced the psychological play into modern drama. His work show deep understanding of the unconscious and the subconscious - he has often been classified as the creative equivalent of his friend Sigmund Freud. After the end of the fin de siècle Viennese culture Schnitzler lost the glamorous background of his world, but several of his plays and other texts have found their way into screen. 

Arthur Schnitzler was born in Vienna, as the son of Professor Johann Schnitzler, a distinguished Jewish throat specialist. He started writing as a boy, with poetry that was published in a prominent newspaper. Although his father disapproved of his writing aspirations, Schnitzler held him in high esteem; the title character of PROFESSOR BERNHARDI (1912) is supposedly modeled after him. The play was oppressed until 1918 and caused outrage amongst anti-semites because of its portrayal of a Jew who refuses to compromise his convictions. Following in the footsteps of his father, Schnitzler qualified in medicine at the University of Vienna in 1895. He developed a keen interest in psychiatry, and his close acquaintance with Sigmund Freud, led him to write a thesis on the hypnotic treatment of neuroses. At the age of thirty-one he gave up his hospital post and kept only a few private patients. 

"Martyrdom has always been a proof of the intensity, never of the correctness of a belief."
In Café Griensteidl Schnitzler met Hugo von Hofmannstahl and other Viennese writers. Theodor Herzl, the founder of political Zionism, was appeared later in the character of Leo Gowolsky in Schnitzler's autobiographical novel The Road to the Open. Schnitzler's early literary reputation was largely gained through his plays, which explored the relationship between the sexes in a manner daring for his time. 

Although Schnitzler had a variety of mistresses his experiences with Marie Reinhard between 1894 and 1899 influenced his writing most extensively. He had started to write plays in the early 1890s, using the pseudonym 'Loris'. The plays were presented, in Czech, in Prague. With LIBELEI, presented at the Burgtheater in 1895, Schnitzler become famous all over Austria and Germany. 

Hands Around (also known as La Ronde) is among Schnitzler's best-known works. It is a skillfully constructed play in ten dialogues, in which the characters are seen after coitus as well as before. Beginning with the seduction of a soldier by a whore, each subsequent dialogue is related to its predecessor to form a cycle. The play caused one of the greatest scandals in the history of the German theatre. It provoked anti-semitic riots in Berlin. A six-day obscenity trial resulted in an acquittail ut the author banned any performances of the play in Europe until after his death. The light-hearted counterpointing of the love-and-death theme inspired Max Ophuls's film La Ronde (1950). 

SOLDIER: There isn't a soul about, you know. 
PARLOURMAID: Let's go back where there are people. 
SOLDIER: We don't need people, Miss Marie, we need ... ha ha ...
PARLOURMAID: But Mr Franz, I beg you, for God's sake... if only I'd realized... oh, oh ... come on then ...
* * * * 

SOLDIER: [blissfully happy]: Dear God, one more... ah ... 
PARLOURMAID: I can't see your face. 
SOLDIER: What's my face got to do with it? 
(from La Ronde, adapted by John Barton from a translation by Sue Davis, 1982) 

Schnitzler's fiction is considered more important than his plays. In STERBEN (1895), depicting a dying man, he gave an example of early 'stream of consciousness' technique. LEUTNANT GUSTL was considered to insult the whole Army and is thought to have cost Schnitzler his officer's rank - Schnitzler was removed from the reserve list of the Austrian Medical Corps. In the story a poor young officer is unable to satisfy his 'honor' after he has been insulted by another man, a master baker. Gustl's suicidal thoughts are recorded in stream-of-consciousness technique and show his prejudices. DER WEG INS FREIE (1908, The Road to the Open) depicts a composer, who has real gifts but lacks drive. Central themes in the book are anti-Semitism and the ending of a romantic relationship. FRÄULAIN ELSE (1926) is a monologue of a girl forced to show herself in the nude to his father's friend because of her family's debts. Living up to a daughter's duty, she yields to this demand but then commits suicide. 

TRAUMNOVELLE (1925, Rhapsody: A Dream Novel) was adapted into screen by Stanley Kubrick in 1999. In the novel doctor Fridolin's wife Albertine reveals him one morning her dream in which secret sexual desires come into the light. Fridolin finds the confession disturbing. He visits a house where he nearly participates in orgies, but is then forced by two men to leave the place. Now it is Fridolin's turn to reveal his adventure or dream to Albertine. He starts to understand his wife from a new basis. The end of the novel is open both to the renewal and the breakup of the marriage. 

Most of Schnitzler's later years, spent in a luxurious villa overloking Vienna, were devoted almost entirely to writing. After the Hapsburg monarchy had collapsed, Schnitzler shifted from playwriting to fiction. The suicide of his married daughter in 1930 was a great shock to the author and he never fully recovered from it. Schnitzler died on October 21, 1931, in Vienna. His works were banned by the Nazi party in Germany, and also in Austria. 

For further reading: Arthur Schnitzler's Late Plays: A Critical Study by G. J. Weinberger (1997); Arthur Schnitzler and the Discourse of Honor and Duelling by A.C. Wisely (1996); Vienna: Image of a Society by B. Thompson (1990); Arthur Schnitzler and Politics by A.C. Roberts (1989); Dekadenz im Werk Arthur Schnitzlers by A. Fritsche (1974); Arthur Schnitzler by G. Badman (1973); Arthur Schnitzler by R. Urbach (1973); Arthur Schnitzler: A Critical Biography by M. Swales (1971); My Youth in Vienna by A. Schnitzler (1971); Studies in Arthur Schnitzler ed. by H.W. Reichert and H. Salinger (1963); Arthur Schnitzler by S. Liptzin (1932) 

SELECTED WORKS: 
· EPISODE, 1889 - An Episode 

· ANATOLS HOCHZEITSMORGEN, 1890 - The Wedding Morning 

· ALKANDIS LIED, 1890 - The Song of Alkandis 

· DIE FRAGE AND DAS SCHICKSAL, 1890 - Ask no Questions and You'll Hear No Stories 

· DAS ABENTEUER SEINES LEBENS, 1891 - The Adventure of His Life 

· DENKSTEINE, 1891 - Keepsakes 

· WEINACHTSEINKÄUFE, 1891 - A Christmas Present 

· DAS MÄRCHEN, 1891 - The Fairy Tale 

· ANATOL, 1893 

· ABSCHIEDSSOUPER, 1893 - A Farewell Dinner 

· AGONIE, 1893 - Dying Pangs 

· LIBELEI, 1895 - Light o' Love - film 1931, dir. by Max Ophuls 
· STERBEN, 1895 - Dying 

· DIE ÜBERSPANNTE PERSON, 1896 - The Eccentric One 

· HALBZWEI, 1897 - One-thirty 

· FREIWILD, 1898 - Free Game 

· PARACELSUS, 1898 

· DIE FRAU DES WEISEN, 1898 

· DER GRÜNE KAKADU, 1899 - The Green Cockatoo 

· DAS VERMÄCHTNIS, 1899 - The Legacy 

· DER GRÜNE KAKADU; PARACELSUS; DIE GEFÄHRTIN: DREI EINAKER, 1899 

· DER REIGEN, 1900 - The Dance of Love / Hands Around / La Ronde - film 1950, dir. by Max Ophuls; film 1964, dir. by Roger Vadim ; film 1973, dir. by Otto Schenk 
· FRAU BERTHA GARLAN, 1901 - Bertha Garlan 

· DER SCHLEIER DER BEATRICE, 1901 - Beatrice's Veil 

· SYLVESTERNACHT, 1901 - New Year's Night 

· LEBENDIGE STUNDEN, 1901 - Living Hours 

· DIE FRAU MIT DEM DOLCHE, 1902 - The Lady with the Dagger 

· LEBENDIGE STUNDEN, 1902 

· DIE LETZTEN MASKEN, 1902 - Last Masks 

· LITERATUR, 1902 - Literature 

· DER PUPPENSPIELER, 1903 - The Puppet Player 

· DER TAPFERE CASSIAN, 1904 - Gallant Cassian 

· DER EINSAME WEG, 1904 - The Lonely Way 

· DIE GRIECHISCHE TÄNZERIN, 1905 

· ZUM GROSSEN WURSTEL, 1905 - The Great Show 

· DER RUF DES LEBENS, 1906 - The Call of Life 

· MARIONETTEN, 1906 

· ZWISCHENSPIEL, 1907 - Intermezzo 

· DÄMMERSEELEN, 1907 

· KOMTESSE MIZZI, 1908 - Countess Mizzie 

· DER WEG INS FREIE, 1908 - The Road to the Open 

· DIE VERWANDLUNGEN DES PIERROT, 1908 - The Transformations of Pierrot 

· DER JUNGE MEDARDUS, 1910 - The Young Medardus 

· DER SCHLEIER DER PIERRETTE, 1910 - Pierrette's Veil 

· DAS WEITE LAND, 1911 - The Vast Domain / Undiscovered Country, by Tom Stoppard 

· MASKEN UND WUNDER, 1912 

· Living Hours, 1913 

· Viennese Idylls, 1913 

· The Green Cockatoo and Other Plays, 1913 

· PROFESSOR BERNHARDI, 1912 

· FRAU BEATE UND IHR SOHN, 1913 - Beatrice 

· DIE GRIECHISCHE TÄNZERIN, UND ANDERE NOVELLEN, 1914 

· KOMÖDIE DER WORTE, 1915 (STUNDE DES ERKENNENS - Hour of Recognition; GROSSE SZENE - The Great Scene; DAS NACCHUSFEST - The Festival of Bacchus) 

· FINK UND FLIEDERBUSCH, 1917 

· Anatol; Living Hours; Ther Green Cockatoo, 1917 

· Comedies of Words and Other Plays, 1917 

· DOKTOR GRÄSLER, BADEARTZ, 1917 - Dr. Graesler 

· DIE SCHWESTERN, 1919 

· The Shepherd's Pipe and Other Stories, 1922 

· DIE DREIFACHE WARNUNG, 1924 

· KOMÖDIE DER VERFÜRUNG, 1924 - The Comedy of Seduction 

· DIE FRAU DES RICHTERS, 1925 

· TRAUMNOVELLE, 1925 - Rhapsody: A Dream Novel - film 1969, dir. by Wolfgang Glück; 1999, dir. by Stanley Kubrick 

· DER GANG ZUM WEIHER, 1926 - The Walk to the Pond 

· Beatrice and Other Stories, 1926 

· SPIEL IM MORGENGRAUEN, 1926 - Daybreak 

· BUCH DER SPRÜCHE UND BEDENKEN, 1927 

· DER GEIST IM WORT UND DER GEIST IN DER TAT, 1927 - The Mind in Words and Actions 

· THERESE, 1928 - Theresa 

· Little Novels, 1929 

· IM SPIEL DER SOMMERLÜFTE, 1930 - In the Play of Summer Breezes 

· FLUCHT IN DIE FINSTERNIS, 1931 - Flight into Darkness 

· TRAUM UND SCHICSAL, 1931 

· Viennese Novelettes, 1931 

· DIE KLEINE KOMÖDIE, 1932 

· DIE MÖRDERIN, 1932 - The Murderess 

· DIE GLEITENDEN, 1932 - The Gliders 

· ANATOLS GRÖSSENWAHN, 1932 - Anatol's Megalomania 

· Reigen, The Affair of Anatol and Other Plays, 1933 

· ABENTEURERNOVELLE, 1937 

· ÜBER KRIEG UND FRIEDEN, 1939 

· FLUCHT IN DIE FINSTERNIS, UND ANDERE ERZÄHLUNGEN, 1939 

· AUSGEWÄHLTE ERZÄHLUNGEN, 1950 

· DER BRIEFWECHSDEL. ARTHUR SCHNITZLER-OTTO BRAHM, 1953 

· MEISTERDRAMEN, 1955 

· GEORG BRANDES UND ARTHUR SCHNITZLER, 1956 

· GROSSE SZENE, 1959 

· DIE ERZÄHLENDEN SCHRIFTEN, 1961 (2 vols.) 

· DIE DRAMATISCHE WERKE, 1962 (2 vols.) 

· HUGO VON HOFMANNSTAHL-ARTHUR SCHNITZLER BRIEFWECHSEL, 1964 

· ERZÄHLUNGEN, 1965 

· SPIEL IM MORGENGRAUEN, UND ACHT ANDERE ERZÄHLUNGEN, 1965 

· DAS WORT, 1966 

· APHORISMEN UND BETRACHTUNGEN, 1967 

· JUGEND IN WIEN, 1968 - My Youth in Vienna 

· MEISTERERZÄHLUNGEN, 1969 

· FRÜHE GEDICHTE, 1969 

· ZUG DER SCHATTEN, 1970 

· ARTHUR SCHNITZLER-OLGA WAISSNIX, 1970 

· DER BRIEFWECHSEL A.S.s MIT MAX REINHARDT UND DESSEN MITARBEITERN, 1971 

· The Correspondence of Arthur Schnitzler and Raoul Auernheimer, 1972 

· Some Day Peace Will Return, 1972 

· Vienna 1900, 1974 

· DILLY, 1975 

· HUGO VON HOFMANNSTAHL: CHARAKTERISTIK AUD DEN TAGEBÜCHERN, 1975 

· RITTERLICHKEIT, 1975 

· ENTWORFENES UND VERWORFENES, 1977 

· The Little Comedy and Other Stories, 1977 

· The Letters of Arthur Schnitzler to Hermann Bahr, 1978 

· ARTHUR SCHNITZLER: SEIN LEBEN, SEIN WERK, SEINE ZEIT, 1981 

· A.S.s TAGEBUCH 1909.-1912, 1981 

· BRIEFE 1875-1912, 1981 

· Arthur Schnitzler: Plays and Stories, 1983 

· The Round Dance; Anatol; Love Games, 1983 

· Three Late Plays, 1992 

· Professor Bernhardi and Other Plays, 1993 

· Paracelsus and Other One-Act Plays, 1995 

The Austrian and German drama are often confused. In reality, they have nothing in common but language, and the difference between them may be measured by the difference between the spirit of Berlin and the spirit of Vienna. The German playwrights reflect phases of their national temperment clearly enough. Sudermann, for example, is always heavily Prussian. The stucco palaces of Die Ehre and Sodoms Ende belong essentially to upper middle class Berlin; the farms and country houses of Johannisfeuer and Das Glück im Winkel are as distinctively North German as their pastors are Protestant. Hauptmann's legendary plays are built of German mythology, and even his Silesian peasant dramas gravitate naturally towards the Northern capital. Wedekind's laborious introspection and substantial satire are German to the core.

Schnitzler is just as distinctively Austrian. Dramatically Berlin belongs to the bourgeoisie; Vienna is a city of the aristocrats. Schnitzler, like most ... Viennese playwrights, is content to take as his theme only a few scenes from life, and even in those few scenes he recurs continually to a single passage. No wind instruments for him; he is a master of the strings. To the Northern playwrights he leaves the wild barbaric march, to the Maeterlinckian symbolists the tone-poem. His dramatic method is the intellectualization, the refinement of the Viennese waltz. The most famous of his plays is Liebelei (in the English version Light o' Love, literally Flirtation). But in reality they are all Liebelei, from Anatol to the Komtesse Mizzi. The moralist will find "flirtation" a euphemism, but Schnitzler has nothing to do with moralists or morality. His subject is always the same--the lover and a mistress or two. It is treated gracefully enough, with little passion and much gentle melancholy, little humour and much wit. His power lies chiefly in the creation of an atmosphere--a dim twilight atmosphere as of autumn evenings crowded with reminiscence. It is indescribably charming and completely aimless; a dream world as magical as that of any symbolist, yet unsymbolic. Tragic problems arise from time to time, as in Der einsame Weg or Der Ruf des Lebens, but for the most part Schnitzler moves upon the plane of comedy. The crisis arrives, catastrophe occurs; but it is an intimately personal catastrophe, accepted with ironical resignation by the aristocrat-hero, and added with a sigh to his repertory of experience. That aristocrat-hero is Schnitzler's most characteristic figure. "New mistresses for old" is his eternal problem, and an imp is ever at his elbow, whispering that the old were better. Still he must obey the law of his own nature, and he accepts the necessity of change as he accepts all else in his life, good-naturedly. The women come and go. They arrive timidly, half-conscious only of their power. They yield, and for a while some tiny raftered room with latticed windows, discreetly hidden in a narrow by-way of the city, is made the meeting-place. Freshly gathered flowers are arranged upon the table, set for two. The lamp is lit, the curtains are drawn. The old housekeeper, more discreet even than her dwelling, moves noiselessly to serve the dishes and withdraws. The two are left together; a gentleman of upper-class Vienna, a lady of any class, or none. "We have seen this comedy before," you say at first. "It is sordid, sensuous, contemptible." It is none of these, for Schnitzler is a magician. An honourable magician, moreover. His work is never ugly. He avoids sensuality by his honesty as an artist. There is nothing unnatural, nothing immoral, nothing even furtive for him in the relationship of lover and mistress. A certain discretion is preserved--that is all. He traces the psychology of the intimacy. Within the limits he has chosen for himself, he tells everything that can be told, and much that the lesser artist is afraid to tell. Details of circumstance are nothing to him. Moods everything. His drama depends upon a crisis in the lives of two people; the inevitable passing from old relationships to new. No flash of thought escapes him. He records every motive. In the crisis itself there can be no compromise. The break must come when one of the lovers desires it, however faintly. As long as Romance spreads her wings, the intimacy lasts; the instant they are folded it must come to an end at whatever cost of suffering. That is the first condition of equality between men and women; a brutal condition, but one which must be faced. In the moment of parting pity is a dishonourable emotion, chivalry the grossest form of patronage, sentimentality a nauseous drug. Even the most cynical frankness is fairer, and that is Schnitzler's weapon. He analyzes the transition moment in scenes such as those of Anatol. Outwardly, between the lovers, all is just as it was upon the first evening; inwardly everything is changed. The man must be free. Conversation grows lame. At last the explanation comes, and the woman departs; sometimes with frankly outstretched hand and a glance of understanding, sometimes helplessly in tears or riotously in a storm of indignation. For these latter types the man has only a shrug of the shoulders as he lights a cigarette. They offend his sense of decorum and compel him to regard them as inferiors. For the others he bears a touch of melancholy as a sign of mourning. He will think of them in future twilight moods . . . . But a few weeks later he will hire a new room in another by-way (not the same room, for that would be unbeautiful) for the reception of another mistress, and the old light o' love will pass to a new lover. There are the Schnitzler hero and the Schnitzler heroine. They have most of the vices of their city and the quintessence of its charm; frivolity tinged with regret and intrigue with grace.

I have touched here especially upon the types and the setting of the one-act cycle Anatol because they convey the Schnitzler atmosphere most clearly. The situations are not literally rendered; they change just as moods change, and are woven into different forms. Anatol represents the comedy of the lover-mistress motive, Liebelei the tragedy. In the former the man is the central figure; in the latter the woman. In Liebelei Christine meets her philanderer, and makes a hero of him. She becomes his mistress, and lives on in a dream-world of her own. Her hero is killed in a duel fought on behalf of another woman--and that is all. Of Christine it can only be said that she is as great a woman as is possible in the Schnitzler world: a world devised for men as surely as that of Strindberg, and in effect, although unconsciously, as contemptuous of women. The misogynist, indeed, is a lesser enemy of feminism than the philanderer. He is only the mouthpiece of ideas, not the arbiter of fates.

Liebelei was followed by the longer plays Freiwild and Das Vermächtnis. They represent the nearest approach that Austrian drama has made to the social problem play and the modernity movement of other countries. In social problems, however, Schnitzler is really out of his element. He has satirized the duel a thousand times more subtly than Sudermann in Die Ehre; he has ridiculed militarism, semitism, and anti-semitism, the government and the revolutionary parties. But his interests are not primarily political or social, any more than they are domestic. In Reigen he returns to the drama of personal moods. Anatol consists of seven scenes, Reigen of ten, a complete cycle of duologues, each between a man and a woman. More than duologues, however: scenes from life. They pass consecutively: A prostitute and a soldier. The soldier and a parlourmaid. The parlourmaid and a young gentleman. The young gentleman and a young lady. The young lady and her husband. The husband and a girl. The girl and a poet. The poet and an actress. The actress and a nobleman. The nobleman and the prostitute.

There is the chain, stripped of the romance of Anatol and reduced to a vivisection of sex instinct, a post-mortem examination of passion. It is the work of an artist weary of many adventures, and disposed to regard life as nothing but a round of stupid intrigue and cynical reaction.

For the rest, Schnitzler has gone no further dramatically than Anatol and Liebelei. The one-act cycles Lebendige Stunden and Marionetten are new versions of the old story. Komtesse Mizzi (1909) has all the old charm and nothing more. One can have too much of the twilight mood, the Viennese lover and his mistress, the melancholy and the grace. Everything that Schnitzler has written or imagined is summed up in the six hundred pages of his novel Der Weg ins Freie. There is the search for the "path of freedom" that he has never found. He has never made his way out of the half-world into the real world. But among the dramatists of the half-world he is supreme.

†This article was originally published in Modern Dramatists by Ashley Dukes. New York: Books For Libraries Press, Inc., 1912. pp. 151-59.

Released in North America on July 16, 1999, Stanley Kubrick's last film, "Eyes Wide Shut," starring Tom Cruise and his real-life spouse Nicole Kidman, is based on a work by the Austrian author, playwright, and physician Arthur Schnitzler (1862-1931). (See the video release below.) 

Schnitzler's Traumnovelle ("Dream Novella") was first published in 1926. It has long been available in English translation with the title Dream Story or Dream Novel. Schnitzler was a contemporary and friend of fellow Viennese Sigmund Freud, but the two had very different theories and approaches to human sexuality. Traumnovelle reflects Schnitzler's then shocking views on the subject in the 1920s. 

Director Stanley Kubrick, who died on March 7, 1999, only months before the release of "Eyes Wide Shut," had wanted to make a picture based on Schnitzler's story ever since first reading it around 1968. (Kubrick was born in New York City just two years after the first appearance of Traumnovelle.) Kubrick bought the rights to "Dream Story" through an intermediary, but did nothing with it for over 20 years. 

When the Austrian novella finally became a screenplay, the original fin de siècle Viennese characters of Fridolin and Albertine had become Bill (William) and Alice in turn-of-the-century New York. The married couple's "Doppelexistenz" and their struggle to distinguish between dreams and reality are the theme of the book and the film. 

Below you'll find links to the video, film commentary in German and to Schnitzler's Traumnovelle book in the original German or in English translation. 

Lieutenant Gustl (1900) is a novella written by Austrian impressionist author Arthur Schnitzler. The impressionist writer described in this novella a young officer at the time of Austrian-Ungarian Monarchy. The technique of inner monologue used in this novella was the beginning of the employment of such device in the German literature. The minute presentation of a negative "hero" in this work has much in common with that of the naturalism. The major difference of this impressionist work from a naturalist one is that the subject of description is the internal life or the stream of consciousness of the "hero" instead of the external living environment of the "hero". The novella is strongly influenced by Siegmond Freud's Psycho-analysis. 
Lieutenant Gustl leaves a concert with a bad feeling of being hurt by a baker. He is overwhelmed by the imaginary necessity to commit suicide in order to restore his honor. When he hears that the baker is dead of a heart attack he feels released from the necessity. As soon as the novella was published by the Fischer Verlag in Berlin, it became a scandal. Arthur Schnitzler was charged of assaulting the prestige of the monarchic army. 
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