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The result of his research in the old saga literature of

Horway wa2g %o be The Vikings st Helgelend, which was produced

in Christianis, This followed Ibsents yesrs ot the Bergen Theatre,
belng bils fimt work as ertistic director of bhe Christisnls
liorweglian Theetre, Ibsen had been ¢slled to the Theatre nt
Christiania in 1857. The influvence of reslism wae being

felt by those sround him, flthough thie Influence wee nctuelly
more in whet he ssid then in hie pieaye, Ffoon after coming to
Chrietienin, Ibsen ", , ., . i scOndemned the whole of the Prench
dremetic sBhool, which Verested roles and dialogue without
offering any intelleetusl contentlewngainet the photogrephic

ért of 7oloe='dn true srt there must be an uplifting power, t"4
Yet Ibsen rtl1l at this point in hie carser prided himself on

the use of the intrigue and obviovsly contrived plot

advoeat-d by the Frenchmen Fugene Seribe. Romanticism wss

811l present, but realism was coming--in Ibe=en's thoughts, 1if

noct yet in his works,

And his works did not zo without crlticism in Christisnia.
Chief smong the jibes made st the pleys of Tbsen was a charge
thet his characters were too "bese",seseeBut wes this not the
comin: of realism? The theme of nationalism was also proving
to be o barrler rather than » heln In his plays. He had tried
the netionalistic theme in seversi laye, avproasching it from
different angks--but nowhere did he find the Inexhquetible
source for other pleys of the same varisty,

In 1862, the Christiania Norvaglen Thesrtre went upon the
roeks of failure, with Ibren rec Lving much of the blmme from the
directors of the orgenizatlion, BDut 1% w g8 in thia yesr that he

6l=o wrote Love's Comedy., This was 2 turn away from the

thid. vol.I, p. 179.
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historical drama that had bren his chief occupation before. It

was @ plsy of indignetion, concentrating on prersent-dey Norway,

snd lettins slip the old theme of nstionrlism. Love's Comedy

wes written in veree form, &nd retained much of the cld romantiec
Ibs¢n, Cranted that the play had chenged in form snd subjecte-
but the hero wes s romsntic, some Seribeen complications remained
in the plot, and the ending wse in a romantic spirit,

The plsy created & storm in nefrly 2ll who viewed or reed it,

Thus in 1862 Tbsen bora not only the feailure of the Christiania
Theatre, but eleso the ire of the society which had bheen eriticized

by t e »leys In love's Comedy Ibren attacked the marners and

merels of current courtship, marrisge and love, favoring a low
which 12 free from the bounds impome! by socilety of the time, which
tend to ruin the whole substance, BPut that very soclety was not
ready te msceept any such s criticiem, and eslled him a thregt
to the very foundations of society. Mrs, Ibsen, however,
defended the play, meking 1t clear thet this marrisge was not one
of furmi

The Toll wing yeer saw Ibsen rdaurn to the field of
historiecel drams, 2lthsugh he no longer beet the drum of
nationslism through the use of this tyve of play. In the 1863

pley he beturnhed to the thirteenth centi ry, the time of Lady Inger

of Ostrat, end emerged wilh the most successful ~f his historicel

dramas, The Fratenders, It is evident that Tbmen at this time

had grown out of his nstlonnlistie theme, for he was now widening
the horizone of nure Norweglar nationalism to brcome more
Scendinavien in outlook. HNeighborins Denmark vwae o2t war with
Germany, »nd ITbsen (expressing his Scandineavisnism) called for

the Norwegiens to a'd the Danes, Such a propcsal wes fleatly refused

by both the Norweglian government and the people, This upset Ibsen to

the point of leaving his native country, being sngered snd disgusted
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with Norwegimns in general, He left the country for Itely,

deseribing himself as "self-exiled®,

The "exile" Ibsen, although he moved to Italy, did not
cease to identify himeelf with Norway. In times of anser,
he might diseclaim any connection il th Norway, but his poems
continued %o be purely Norwegian in setting end outiocok, &s
wag his next play, Brend, (1865)s In Brani, we agsin find
Ibsen registerins & protest, The herc is 2 young Norwegian
clergyman who disapproves of his country's attitude towsrd
religion, Surprisingly enough, the Norweglens, as well as
others, liked the pley, and 1t was suceessful, Ferheps this
wae because the plaey was striking home in Norwey with less

Impect that did Love's Comedy, which on the surface seemed

to eriticize marriage as an institution and not the shackles

thet bound 1%; while Brand did not eriticize religion in

1ts»1f, but rather the obvious misuse @ 1t. Ibsen did not irtend

for Erand to be played, when he wrote it, He thought of 1t more

in terme of poetry. It was romentic poetry, lonr and meandering,
But the length of Brand was no more than that of Ibsen's

next work, Peer Cynt. Pesr Gynt, bssed on Norwegian legend,

wes e lengthy sags poem, seeing the hero travel to three continents,
engnplpg in numerous #dventures. Bound up in Peer SGynt was a
theme of Individuslism, which w=23a not new to the now
individualist-oriented Norwegiaw middle clase, The sage was
popular, with a popular theme, and an estsblished hero of folklore
brought to the surface.

Whith these plays written in Rome, Ibsen regained a grent
desl of ponularity in Norway....and lost much of his resentment

for his countrymen &s & whole, Yet he till had complaints,

-13



and believed thet he could see hie netive 1and in bhetter

perspective while sway from it, Hie inereasing popularlty
at home i1s shown by the fact that the Norweglan legislature
voted to grent him an snnusal pension as support to & sbtate
artist, This was done slthourh Ibsen expressed no intentlons
of returning to Norwey to live,

He did, hawever, leave Rome in 1868, going to live in Dresden.
During the next five yesrs he meintained friendly relations with
Norway, =nd visited his homelsnd in 1874, During this visit,
he ngnin beceme upret with conditions and people In the country,
and refused severzal offers of hospltality to remain in Norwsy.

In 1875 he returned to Germeny, this time to Munieh, where he wes
to write the plays that would contitute the high point of
his coreer,

In Munich, Tbsen continued to be & true nineteenth century
liberal, although he would never condescend to 1dentlity himself
with any such group. Among the ceuses he championed wes the
feminist movement. #nd &t this time his plays began to be
truly realistic--retaining only minor identifications with

romsnticism, FPillars of Scelety in 1877 was the first true

socl 81 problem pley, Bubt the final snnouncement that the

problem play was to be his fi-7d wss A Doll's House in 1879.

In 1t, Ibsen divorces himself from Scribe: & movement which hed
been graduel, but at last was made final., Nora's snnouncement
of her new and realistic spprorch is also that of the author,
Ibsen himself, in later yesrs, refused to clsim sny connection
with the f@dminist movement he supported &t this time, saying
thaet Nors Helrmer was not & feminist syilmbol, However; 1t is l1ikely
th.t Nore originally was just this--in addition bo belng sn
exprecsion ef freedom for men individuslly. DBut when the
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feminist cempaign had subsided, A Doll'!s House =nd Nors Helmer

remained on the scene, emblematic of not just woman's freedom,
but freedom of the individual, The scene on which the play
remained, however, wes not a happy one. Scorn was hesped upon
Ibsen once more for daring to sttack in any walf the sacred
institution of mnfriage--status quo,

But Ibsen was not to be stopped. In 1881 he dropped snother
bomb, knov: ag Ghests, This play ecroused even more antagonism
against the author, Wi th charges of filthiness heaged upon
those which had been given to the esarlier plsy, Fot compromising

gt o211, Ibsen continued with An inemy of the People, censwering

the tirade that had been direct-d against Ghosts.

The storm of irate criticism continued both in Norway and
sebroad for many years, Agaln Tbsen showed that he was more
progresalve thon his times end contemporeries. Once more the
pendulum of Ibsenisn popularity in Forway swung far to the
negative side; and Ibsen declored that hils son should not
claim Yorweglan nationslity. This statement wes rescinded,
howevesr, and young Sigurd Ibsen, complete with law treining from
Itoly, joined the Norweglen foreipn service, The old tle of
Norweglian nationelity was toe strong for Fenrik Ibsen to
break, Criticize and roam ss he might, Ibsen remslned 2 reanl
Norweginon,

In 1885, Ibsen agein visited Norway, where the controversy
of the free thinker versus the present soeclety wes raging fiercely,
Thus, whe:n he returned to Munich, he developed this theme in

Rosmersholm, At this point in his development, Ibsen turned

from the mractice of obviously Joinéq;ider in the conflict
presented In the soeclizl preobliem play. Rosmer and Rebecea West are
far removale from the old hero cr heroine and villsin types
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so nrevalent in the old romentiec drsme. And it was ot this

soint that Ibsen clarified the position of the socitl problem
playwright, saying that the suthor cculd well afford %o resent
8 so@ginl problem without solving 1t,.

Although the gontroversy over the worth of Tbsen socsdl
plays wns still stronp, their populsrity wss incressing with the
advent of realism which was by now becoming more wldespread,
George of Saxe-Melnagen, 2 pioneer of rezlism In the theatre,
was fond of Ibsen plays, and did much to popularize them on the
eontinent of Pupope, The young Ceorge Bernard “haw was a strong
proponent of ITbsenism in Britein. This nll plesscd the cpMro-
versisl Ibsen, and in 1870 he wroteée one of his greatest

recliatic studies of charscter in goclety, Hedda G-bler.

Norway had somewhat sccustomed 1tself to the realism of
Ibsen in 1891, end he snd hirs femily returned to their nctive
country to live. Ibeen settled in Christisnia, and embsrked
upen the final phase of his career, This last phasewas really
more of the soclal pr-blem era, #lthough character is often egsaid
to predomin-te, Ibrcen had by this fime turneé to the use of
eymbolism in large amounts, as first seen in the white horses of

Rosmergholm. The Master Bullder, Little Fyolf, John Gsbriel

Borlkman, and When We Dend Awaken were the pleys of thls final

period, Fach became hore involved in the use of symbolism from
the souls cf the characters,

Durins this final period, Ibesen received mueh sceleim from
the Nerweglans, as well as wilder fame in the world. However,
his extreme Individuslistic pride often csused him to refute
those who whehsdl to honor him, In 1900, he suffered 2 stroke

which paralyzed much of his body, including his hondss Fe could
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no longer write, although he doubtlessly had much more to =gy,

His l18st effort had been When We Dead Awaken, and Hbht seys
thst he was aware of the weaslmegges of this play, and had
apnounc~d he muet sesrch for & new field of expression. But
this proved impossible., Tbesen dled on Msy 23, 1906, f£s 2 hero
of Norwaye.

Thus the man Tbsen ended & widely varying career of poems
end plays. He was doutllessly smong the most controversial
figures ever known to Norway, asnd hed developed pleye snd
charscters of the same nature,

Ibeen begen 8s & romantlc--the product of hig times and
loecale, from wnich he lesrned, Dut he developed iIntec the
realist, Seeds of realism had been present from the Reginning,
but slowl eveolved to full bloom s his 1life and w rkes advanced,
Koht spenks of the relatlons of the old, romantic Ibsen Lo the
modern, realistic Ibren: "It 1&¢ worth remembering that the demsnd
for intellectual emancipation (the foremost theme of Ibsen)
was deeply rooted in romanticiem, One of the strongest elements
in romanticism waes sn attempt to penetrste the inner life of
the rov%ﬂf o find and bring to 1ife the deepest powers hidden
there, Romanticism was subjec*;ivity."5 In Ibsen there wes
elways a grein of the reelist, and he eventurlly succeeded in
ite development in the drana. This he accomplisghed through
the asdvsnce of reslism In both structure and content of the
theatre, Tle was & poet, but also & man of the practical thestre--
aware of all the problsmeg Involved, and of the future thet could

be made for the theatre thriugh reslism,

)Ibid. EIG-]A II’ Toe 63.
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IV. COMMETNS ON TRANSLATIONS

It is regrettable that I could not read the plays of

Ibsen in the original Norwegian. However, I am nd a linguist}
Thereforg all of the plays under consideration were read in
translation, the translators being William Archer and Eva

LeCalliene, LeGalliene's work was used for A Doll's House,

Ghosts, 4An Enemy of the People, and Rosmersholm; the Archer

translations were of Lady Inger of Ostrat, The Feast at Solhoug,
The Vikings at Helgeland, Love's Comedy, Peer Cynt, and When
We Dead Awaken., Sinee Archer's work in this instance deals

mainly with the esrlier plays, (except for When Yie Dead Avaken),

and LeGalliene's with the others, a valid comnarison cannot be
made, However, there are certain poimts which descrve consider=-
ation.
- First of all, the translations of Archer were mainly a
literary undertalting, His work was bepun while Ibsen was still
alive and productive, but his main objective waz the translation
of pieces of literature, so that the English-speaking world
mirht understand the genius of Ibsen., ILeGalliene, however,
embarked upon the proc sz of translation sSo that the plays of
Ibsen might be more readily sdapt ble for playinz on the
American stape., Thus we see the difference in the point of
view: the man of literature, and the woman of the theatre,
Secondly, Archer was a product of the same age which
produced Ibsen, But we have noted that Ibsen was the exception
to the rule of the day, alwavs being a jump ahead of most
others on the way to realism in the theatre. Archer, then,
was also a product of the age of romanticism, and this could

a’d an Archer touch to the plays--a touch that was not Ibzenism,
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Lefalliene, on the other hand, did her worl on translating im

the mid-twentieth century, which finds the theatre removed from

.- the beginnings of modern drama heralded by Ibsen. Therefore,
neither can be said te be temporzlly a part of the evolution
of Ibsenism, Archer actually stands closer to this evolntion;.
but he was not an Ibsen, lLeGallicne is further removed from the
scene, 'ut might therefore be able to take a more objective
view, I <o not say that such an objective view is necessarily
good, for the tendency might be to miss the real feeling of Ibseh
and his times,

finally, leGalliene cites the faect that the whole business
of translating from one tongue to another is a risky affair,
She quotes Ibsen himself on the subject: "In a letter to Frederick
G jertson, written in 1872, Ibs'n has this to say about translating;
'To translate well iz a difficult matter, It is not simply a
guestion of rendering the meaning, but also, to a certain extent;
of remodellins the exmression and the metaphors, of accommodating
the outward form to the structure and requirements of the lansuage
into which one is translatings « The foreign effect which it
(the foreigsn metre) produces on the language acts like z disturbing
maloﬁy coming between the reader and the sense of what he is
rcading.'"6 LeGalliene accuses Archer of this fault, saving
that he is teo literal. And 4rcher freely admits that in some
cases he has made purely literal translations. lLeCGalliene says
that this has an adverse affect on the eonomy of Ibsen with
the use of words to davelop an idea or speech in both prose
and verse forms, It is impossible for us to judse the "adverse
s effects™ on Ibsen's rrose, since we do not have even a readin

knowledge of Norweglan. But in the verse forms, a clue is

6.
Eva LeGallimne, rptroduction to Six Plays by Henrik Ibsen, p. vii,
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To ¢it: one example,

given to the bad spots of Archer's work,

let us look at Love's Comedy: Love's Comedy is a nlay in which

Ibsen chose the use of verse from throurhout the workx, This
verse is cenerally agreed to be acceptable as heroic counlets, and
Archer himself praises it. See now an example of the Archer trans-

lation of Love's Comedy: (Act 1)

Falk: Behold, fair ladies! though you scorn me quite,
Here I have made an easy nroselyte.
His hymn-book yesterdav was all he cared for--
Today, €'en dithrambics he's prepared for--
We noets must be born, crics every idge;
But prose-folks, now and then, like Strasburg reese,
Gorge themselves so inhumanly obese
On rhymins balderdash and rhythmie fudge,
That, when cleaned out, their very souls are thiek
With lyrie lard ané greasy rhetoriec,
Your rraise, however, I Baall not forget;
We'll sweep the lyre nenceforward in duet,

As one might guess, the "Archer-counlets" become cuite tiresowe,

and thev persist throushout the vlay! Perhaps this is true Tbeen

style and diection, but I would hate to admit it amnd thus

equate the Father of Modern Drama with Edgar A, Guest, et al.
Regardless of the advantages and faults of the translations,

however, Thsen does come throuch. We can only speculate how

ruch ia missed and/or corruvted bv translation,
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" IV, THE BVOLUTION OF IBSENISM AS SEEN IN SPECIFIC HAYS

Having ﬁeated the life of Ibsen, let us now turn to the

life and evolution of his works, We shall trace the development
of Ibsenian drama through the course of his pla's; using ten
of them as representative specimens. These ten plars have been
chosen because they seem to cover the range of Ibsenism--from
historical rcmantic drama to psychological social realism,

Lady Inger of Ostrat is the first to come under consideration,
representing the early stage of Ibsen's dramatic career., Taree

works preceeded this one: Catallne, The Warrior's Barrow, and

St. Joha's Night. However, they are not available in the Lindenwood

Library, Their omission from consideration in this paper is

alsc justified by Archer's cmission of them in his "The Ccllected
Works of Henrik Ibsen." Archer acknowledges the fact that these
three plays are the real beginning of Ibsenism, yet he opens

hisg vilumes with Lady Inger of Ostrat,since he believes it to

be tlke first really significant piece.7 Continuing tc consider the
early works of Ibsen, we turn tc The Feast at Sclhoug, and

The Vikings at Helgeland. Love'!'s Comedy is the next selection,

representing the beginning of Tbsen's transition to soceial eriticism.

The last plar of the early pericd is Peer Gynt, which is followed
by Ibsen's greastest examples of modern realistic soeial dramat

A Doll's House, Ghosts, and An Enemy of the Pecple. We then

follow Ibsen inte the highpoint of psyehoclogical drama, Rosmersholm.

The lest play, WhbBn We Dead Awaken, show- the move of Ibs# from

truly reelistic sodlal drama into psychologiecal study of the soul

v through symbolism,
Tareher, William, General Preface to The Gollected Works of Henrik

Ibsen,
S -21-




In order tc mgke the comparisons of these plays as comprehensive

as nedessary, they will be ccnsidered in the light of the six
components of drama, as outlimed by Aristotle's Poeticse. This

will be done in order of importance of the components of the drama,
agaln as outlined by Aristotle. Pirst, we shall trace the comparison
of plot through the ten plays. Then will follow considerations of

gharacter, thought, dietion, musiec, and spectacle, in tha t order,

a, Plot

The element of plot, in addition to being the "story" of the
plav, 1s cencerned with the dramaturgieal strueture., Throughout
the history of the theatre, this structural form has varie widely,
with different forms belng peculiar to the certain periods and schools
of dramatists. The predominagnt concept of plot in the dramg of
the nineteenth century was that «f the "well-made" plgy, This
concept was ctampioned by the Frenchmgn, Bugene Seribe, and held
up as the md el formula for cthsr writers of the periocd. Tndeed
it was st that--p formulg, &r recipe, which was considered
necessary in the creation of the »lay,

The Seribean "well-made" play formula cons!st{ dJ of variocus
mechanies, all of which were cbviously devices ugsed br te plav-
wright in order te attaln the i1deal, Thus the drama was bound
by form and eccnvention, Any era has its predominant form of
drematic struecture, to be sure, but the nineteenth century seemed
to overemphasize this 1@pa, naking conform ty of mechanical
structure o the play a "must", The hand of the ommipotent
playwrig 't had %c be ssen throughout the develcpment of the plotg
Rising aection had to involve contrived situation and intrigue;

bt
Climax had topobvicus, and come late in the play, at the
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highpoint of the situaticngbf inlrigue; and the writer was bound

to show »is & 111 in unwinding the tangled state of affairs that
he had contrived,

In his early days, Ibsen was a disc’ple of Seribe. Although
he would claim nc influence from anvbedy in nls work, Ibsen is
sald to have beasted ¢f the "Freneh quality™ in his early works
This was dcuhilaad’in réference to the quantity of contrived intrigue
in the playses

Intrigue abounds in Lady Inger of Ostrast, This is carried out
largely through mistaken identities and misplaced ps erse
A certain amounf of the ingrigue definitely adds to the bulld of
the action, but it secems far from realistic that Ladr Inger would
fall tc 1dentify the guests at her estate; thereby allowing the
plet eplsodes to incresse the mystery. This mystery (or intrigue)
is allowed to confuse the audience, where that effedt certainly
must not have been desired, Archer is critical of "the lack cf
guldance ¢f the audlence through te Irta.zens",‘fj sajing further
that t e cuwrtain ci' the first act shows the appearance of a
mym terious "stranger", whose identity could nct be even guessed
at by the audiences "Therefore," says Archer, "the intended act
elimax can produce nothing, save bewilderment, on tle audienca-"9
Such devices are used throughout the play, evldentl  in an attempt
to follow the rules of Seribes..e.but the devieces are not handled
with the skill that Seribe would have used,

Plot development shows Lady Inger as the leading Tigure, being
te subjeet of asppeals and schemes of the Norweglan naticnels and
the overlord Danes to gain support for their respsctive causes.
Bach group attempts to gain her support through varticus devices,
bhrcher, William, Introduct! n to Lady Inge:r of Ostrat, The Colle cted

Works of Henrik Ibsen. vole 1l; Pe 15

9Tb1d. p. 15. i
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all obviocusly contrived by Ibsen in hils attempt at the "well-made"

play. The erisis, in Act IV, reveals thal Nils Stemnscn 1s really
the 1llegitimagte son of Lady Inger. Tk hercine, not being aware
of this fact, kills Stennson, thinking that she 1s advaneing

her ambitions of rovalty for the scn. In the tragic eonelusicn,
Lady Inger learns 0§ what she has reslly done, ending Act V agnd the
plav,

The Feaat at Sclhoug alsc shows elements of the contrived

plot wiich are obvicuse Dame Merglt and her sisber Signe are both
enamoured of Gudmond Alfson, a local hero whoe has returned after
several years' absence, Be elimination of the tero's name in
their conversaticn, Ibsen keeps the women from realizing that they
have desiresg of the game mgn, le also uses tis teechnique to

keep the wooers of 3igne (Alfson and the loeal sheriff) from
knowing they seek the same girl, Alfson, incidentally, is a
fugitiV¥e from the king, whieh allows for more intrigue. 1In

the erisls, late in Aet II, Margit learns that her desired Alfson
shares love with Signe, and the sheriff chargcter fades from
importance to the plote, The climax of Act ITIT andthe play

allows Margit to rid herself of her unwanted husband, and consent
to te marriage of 3igne and Alfson, ’et, something must be done
with Margit; s e has succeeded in ending the marriage she hated,
et the one she desired married her sisters. 350 Ibsen quite
handil settles the matter by sending Margit off to a convent,

The Feast at Sclhoug & ows Ibsen's adaptation of t.e old ballad

litersry form to fit the contrived plot structure of the French.
A ehange in Ibsenian plot structure is ele.rly noted Iin

The Vikings at Helgeland, Here he has turned to the old Nerse

sage form for scurce materfal, and changed the fq@ ﬁrwork on which
he bullds the drama, The Vikings at Helgeland uses the same

Loamh.
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plet structure that was common to the tragic Greek dramatists,
with the erisis cecurring early in the plav, mgﬁan large

® amoung of remaining esction coming as a ™ sult of the erisis,
bu'lding emotionally to the late elimex., The story line
concerns family relaticnships: Crnulf, the patriarch of the elam,
has seven scons and & daughter, who 1s Dagny, the wife of Sigurd.
ile also has an unloving ad wild foster-daughter, Hjardis, the
wife of Gunnar., Gumar and Sigurd are great friends, and it is
actually Sigurd who has dongthe necessary deed (slaying of a
gr-at bear) to win Hjordis for Guanar, TIn the crisis (Act TI),
Dagn7 revenls this faect to Hjordis., The memalnder of the play
ts bullt on Hjordis' scheme to gain retr!bution for being decel(v 9}1.
In the econelus'on, Hjordis is united with Sigurd, the myn who ac=-
tually won her hand, in desth, However, Sigurd's dying
anmourc ement that he is a Chr! stian makes his complete union

in death with thepagan Hjord?'s "mpossible, The Vikings shows

Ibsenls treatment of the momantic saga story via the classie
struetures He has turned from the extensive use of contrived
situaticna and intr’ gue, although the sub-plot of the slaying of
Crnulf's youngest son depends upon a mistaken interpretation of
Crnulf's speech concerning his pgrandson, the son of Hjordils,
Crnulf deperts to save the bov from an upstart pessant, but 1t
18 reported tc Hjordls and Gunnar that Ornulf was off to kill him
instead, Hiordls agﬁgunnar then ¥1l1ll Ornulf's son in
mistaken retribution, The plot of this sage, as well as the
characters, reminde one of the magnificence of King Lear; yet tre
domestie problems of téﬁglot do not have the magniltude cof

w Shakespeare's Lear anjﬁ‘s family problems, And despite the
chenge in vlot strueture, the d-sma remains &n expPample of
romantl cimm, VPerhsps this 1s because of the saga background.
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Love's Comedy shows Ibsen's first major attaeck on spscific

ccnventiong cf society in genersl, gelng a definite step iIn his
evolution, Vet the play is bound up in romentieclsm., This 1s
expecially noticeable in the plot structure, in which Ibsen has

turned away from the Greek form he used in The Viklngs at Helgelsnd,

The yocung author, Falk, Adisapuroves strongly cf the conventions

of the t!'me whieh corrupt love after the point of sngagement on
through t'e period of marriage. He is enamoured ol the duughter of
his land-lady, Mrs., Halm's coffspring Svanhild., Falk prcposes

an elopement to Svanhild, sc that th ev ean be free ¢f the conven-
tions of engagement and marriage that are seen in the cther
chgracters of the plare Svanhild at first refuses, but lster in
the play accepts the challenge tc the standards of l:ve-life.

Then in the erisis, (Act III, lste in the play, as in the plavs

before The Vikings), Svanhild is persuaded by Gulstad, the

stuffv merchant, nct tc go with Falk, but tc stey with him, In the
romant! ¢ conelusion, Falk andSw nhild part, sledging thst

their love can only endure through separation. Love'!s Come dy

again shows Ibren's devotion to the French school iﬁﬁia'wrighting
through the early conversations ﬁg;alk, the divinits student

Lind, and Guls@ad the merchmnt., The three all ccnsider romantic
invlovement w!th the twoe Halm dsughere, buft in thelr talk do

nct mention which daughter each desires, T 'is ereates extra
episcdes, add!ggﬁkr@ bl ts of involvement wilech must be clerified,
I would su,qusﬁghen this device was used tc heighten interest and
add an element cf Intrigue (as considered dedirable by Seribe,

but it aectusglly becomes Just sc mueh mire bplderdash to wade

through before getting to the main situstion., Lew 's Comedy, then,

really shows a deelline in the struetur:sl evolution of Ibsenism.
However, this plot dces a sreat deal with the technique cf
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minor episdoes foreshadowing the big cones, AN 8Xanpl8 o6F This

is in Falk's stening iggvanhild's bird, showing that he is out
toc destroy conwentions which she seems to accep .
The plot of Peer Gynt seems foreign Lo anvthing Ibsenian,
It relates the almost-complete bicgraphy of the herc, from his
days as a wild and reckless youth tc ths day of final veckoning
of the ¢ld men Gynt, At this point, it 1s necessary tc harken
back to Artistotle's Poeties, concerning his further comments
on the necessitles of drama--the three unities of time, place,
end action, Aristotle proceclaimed that g drematie plece should
nct portray mere space in ti'me that the actuzl playing tims of
the play reaquired, This was later exvandsd to a 1imit of
twenty -four hours tc be covered by the plot of the play, snd
unity of time 1= now considered tc be present even if the story
takes o longer tifsﬁhan this, But Peer Gvnt covers almost a lifetimel
In the ms iorit  of his other plave, Tbsen 1s not srons to do
this, letting eventis cf the past ereep fnto the plot of a
limited time. These past events are salways important, to
be sure, procyiding both expositicn and development of the
PlotsecevessaBit hardly ever do the sctual events of th#grngle play

cover as much time ns in Peer wat. Concerning the unity of place,

Aristotle sald that a single lceaticn should bs the scene

of a plays. Although Tbsen dces ftake liberties with tu's i1dea

from t*tggn time, Pser Gynt 1s the epitome of utter disregard of

the unity of place, with the herc being fougjﬁ% dt fferent

acenes ‘n tlke mountains of Norway, other Norweglan locations,

di fferent parts of Afblca, in Amerieca, and on the high seas,
A-fstotle's unity of acticn idea set: forth the vequirement for

the play to have one stors to tell, Perhgps thls I1s noct a departure
from unity of action i1f one constders the life of Pcer as one story-=-
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but the play seemst ghow this life as countless, widespread

episodes in series, Except for Brand, Tbren seldom dl sregards

these three unities, and nowhere 1s such actlon more evidenced

than in Peer Gynt. The plot itself, in telling the adventures

of Peer, shows his reckless youth, including his dpeams of

gself-glory. He steals the bride from a village wedd' ngs rencuneoas

her, takes up with a parson's daughter (who rema’ns faithful to

him), roams the mountains as an outlaw, ‘nvades the faneiful

lair of the trolls, carries on with satyr-girls, and creates

beth havoe and comfort for his mothBer, Asse., (In the scene of

Aase's death, we see the soft side of Peer, who easses his mother

from mortel life through a fane!ful and imeghdfative tale of

travel.) Peer is later seen as an clder mgn, engaging in the

sleve trade, profiteering via the selling of religious idols to

the Chines% playing meseiah to African women, and in variocus

other oceum ‘fons, F!nally, we see Peer returning tc Norway,

st11ll entirely self=centered. Here 1s he found by the "button

moulder", who represents fate, Peer 1s told tist his destiny

1s oblivicon, an? wvalnlv searches for a wav cut, This he does not

find for himself, but achieves sadvaticn through the loyalty

of Solvieg, the parson's daughter who had remained faithful

to him, The plot structure 1tself can be consdsred in di fferent

ways, but in my judgmenéﬁigf?glls faikly early ‘n te long play, when

Peer cubtwaerdly refuses to beccme one of the trolls.

‘et from that time on he Inwardly accepts their motto, "To thine
Hi™msel§

own self be--cnoughl" Peer believes that to Hés—ewa—seif he 1s

being true, But in the climax, the "button mculder™ revesls that

Peer has truly become cne of the trolls in sll of his exploits,

The playf is reminiscent of Voltaire's Gandide 1n magnitude, and

in my estimetion 1s actually more like a narrative than resl drama.
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It 4s in A Doll's House that Ibsen becomes the true r alist,

Elements of the modern drama hawe aspeared in earlier plavs, but

the 1879 drama firml; established the new era. And the modern

drama came intc being not onlv 'n theme, nor in real!stic character,

nor in an- one element of the drama. The whole approach signsaled

& further step in the evclution of Tbsenism and + e theatre,
Included 1n this further step !s the ulot structure of A

Doll's House, It 1is true thet Tbsen 1ad made use of the cl asste

Greé& structure before, 1n The Vikings at Helgeland. Thus, 1t

was not entirelv new when exh!b! ted in A Doll's House, But from

this point forward, Ibsen maintained the use of carly structural

er!sis bullding emoticnally to the later elimax. The crisis

occurs in the f1rst act, when Krogstad appears on the scene,

trying to bribe Nora., The action then proceeds to t e climax, wien

Nora lesves the home, rencunc’ng tne marriage which has made a

"doll" cf her, Throughout the lay there ean be seen nc more of

the entangling intrigues thsat eould eas’ly be s orn from the plot,

The plot doeas nct need these intrigues for suuport, and

Ibsen hes apparently reallzed that the well-made 2lay of Seribe is

nc-_t;ﬁ ctually well-made by the new standard of modern realism

wihlch he 1s achieving., TInstead of wntriving situati n for

obvicus dramatiec effect, Tbsen now relies upon the cne main thresd

of action in which h's characters are placed. Furthermore,

the action develops as a result of these characters, with the

writer not obviouslv exhibiting ht's & 111 1n mrand

Unravelling to the audience, Tbsen shows the development efl plot

to proceed naturnlly from the characters instead of from the author,
This same skill in plot development along t' e Greek structural

Gutline 1s shown in Ibsen's next play, Ghosts. The characters of




thosts continue to develop the structure of the plot, with the

absence of the old mechanicel situvations of intrigue., The play
is one of modern reslism, and is perhaps the apex of Ibsen's
career as a dramestist of soclal criticism, Osvald Alving, the
young artist, has returned to his mother s home in Forwey after
a promising but short cereer among the artistic circles of Europe,
Mrs. Alving fears that the sond will be like his sensual father,
wasting his life, Thus the crisis comes early in the play when
Osvald is heard carrying on with the servant girl, Regine. I%
develops that Regine is ectually the half-sister of Osvald, the
product of the deceased Captain Alving's wild life, The Captain
had contracted venereal disease, which is ocne of the characteristic
"ghosts" revisited upon Osveld, Mrs. Alving comes to realize
that the whole problem is the result of her marriage for reasons
that were not true to herself, The eclimax of the play shows
the aware Mrs, Alving's helplessnsss in Osvald's final agony.
Fhroughout Ghosts,tha epigsodas are well-constructed, with the
situations developing from the characters and the thouzht
of the social problem play, Synbolism becomes a factor in the
ideas of past mdstakes Influencinz the lives of the characters,
An Enemy of the People continues the barrage of soclal
eriticism launched by Ibsen in the earlier plays. (A Doll's House
and Ghosts,) The play is devold of contrived episodes, even to

the point that not one love scene or a resemblance of one appears

through the five acts, It is In An Enemy of the People that Ibsen
malkces the mreatest use of the device Shaw labsls as "the discussion,"
This technicue began in A Doll's House, when the dramatic
question in its complote form war laid bare to the opposing
forces of the play and to the avdience, This discussion 1s
prevalent throughout An Inemy of the People, and does not ocewr
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only in one episode (as in the climactic episode of Nore stating

her position dimeetly to Helmer,) DPerhaps this constant use of
S Giscussion in the action of the play is an overdone thing,

leaning too far away from tke old Ibsen, But at any rate, it

mekes for interesting plot development, and shows the action

to be a direct result of the characters emd their motives.

Dr e Stockmann at first is only cppesed by his brother the

Hayor when hm announces that the "Baths", the economic prop

of the town, are polluted, But then his former "friends" switch

positions, and Dr, Stockmann stands done in his fight for

truth regardless of consgeguence,

Rosmercholm further exhibits the Ibeeniasn-treek plot
structure, once more revealinrz in the plot actions of the past
that have made the present turns of events necessary. ﬂ&&mkka
West, representing the antitherisg of staid olé Rosmersholm and

& its long line of occupante, controle the situation almost entirely
throughout the play., In Hebelks, Ibsen binde up the antazonist

cheracteristics as well & those of the heroine, Hosmer-holm

shows further use of symbelism in Ibsenism, but even nare importantly,
it probes deeper into the soul of any cheracter than Ibsen has
managed to do thus far, PFerheps the epitone of this soul ex-

ploration ocewrs in Hedda Gebler, but it is quite evident throughout

the course of events in which Hebeltka and Rogmer finally find
union, Rebe'ka has menaged to work her wey into the estate

es housekeeper, and theQRQrOCﬂedﬁd to drive the wife of Rosmer

to sulecide, It is obvious thet she is attreeted to Rosmer, but
there are still other obstacles in her wey, in the form of other
characters, BDut Rebekka wins Hosmer over all of these influences,
and he proposes marrisge to her, But Rebekka can see no hope,

& lthough she loves Rosmer deeply, He went:s proof of her love
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and suggests that she leave the wrld the same as his wife hsd

one., Rebekka accepts the challenge, and Rosmer joins her in

death. This camelusion, it would seem to me, is somevhat
reminiscent of the old romsntic vdn of Ibsen, The sction
leads us %o believe that only in death can the two find their
trve unlon, instcad of facing the life they would have at
Rosmersholm? But perhaps tivis 1s symbolism rather than
romanticisMesessvesee

The plot constructio:n of Ibsen's find play, Yhen ¥e Dead
Awaken, 1s the culmlnation of Ibsenism in its mrogression eway
from the "well-mafte" play formuls of Scribe., Romertieism is gene,
but the symboliec hms Tirmly replaced it, Ths esrly plots showed
eontrivances of intriguey the plote of the plays of the
1880's (A Doll's House, Ghosts, and An Enemy of the Paople) had
ridded themselves of this quallty, althoush they gtill showed

the romanticism of the psst in ninor weys, whoolly acgeptable to

uodern reclism, These tlree playe, as well os Rosmersholmy

continued in the realistic vein away from romenticism, but at
the same time Introduced important symbols in the story. When
Ve Dead Awaken carries s mbolism even further, and once more shows

the paychological soul-sassrching experienced in Eosmersholm,

Rubek the artlst 's dissabisfied vith his wife Maia, and she is

no less tired of him, This 1s brought out clearly in the first act,
whon the two frankly tell sach other of the facts, How different

this is from the contrived wey in which Dame Margit lets her

marital dissatisfaction be Imown in The Feast at Solhoug. t

At any rate, the unsettled peir seeks saticfaction in other people.
Rubek, (In the eerly (reco-Ibcenian\crisis), discovers his former
model, Irene, whose love he had renounced, She is suffering from

ti:is renunciation, and he sees thet his life has suffered from it, too,
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The only intrigue left in Ibsenism ot thls point occurs in the

early part of the play, when Rubek is not sure just who she 18,4,
but there is no case of mistaken identity--merely the assurance

of the person he hsd seen by night is his Irenc. 7This is a

a

perfectly normel development in moderr realism, and not the
contrived route to identity of the rerson that is shown in the
early playss. Heither does Ibsen have Rubsk conceal from his
wife the identity of Irene., But Maia slso finds snother, in
the percon of o sensous bear huuter, end ghe lets this be known
to Rubek, The two "illegitimate" couples come into contaet with
each other, each havins found heppiness at la=t, <The conclusdpn
also showe that & blesaing (PAX VOBISCUM) is put upon the reunited
Rubek and Irens, who have found each other and therefore themc@lves,
It might be said thet this plot laels real action, since everything
is done s0 openly, Axd the resl antazonistic forces are the
past asction8 of the people now involved, Yet the play has inmer
action of the soul, whieh is pointed up by the sensual pleasures
experienced by the two new couples,

« *

Thug we see Ibsenisn drams, with regard to ploly, from Lacy Inger of

Qastrat to its eulmination in ¥hen We Dead Awaken, It has

evolved from the nineteenth century formula play of the Seribean
school throush the introduction and development of realistic
plot growing out of charscter rather then the amthor. In the
final plays, plot is entirely dependant vpon charscter, chiefly
with regerd to pest ections, These past actions of the
characters are most skillfully worksd into the npleots which they

determine by Ibsen's uss oOf retrospective action, which has, to

e degree, been used throughout Ibsenism, But this retrospective
action has also evolved from mere nuntins technigue of relation
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of previous events into a plece of prime importance, The reason

for this is obvious: In the plays of contrived situation,

svents which happened at aacother tims and another nlace did

not have prime lmportance to the development of the main thread

of plot, Dut as plot came to grow out of character instesd of

econtrivance, past actions were a mecessity in plot construction,.

Therefore, thelr revelation had to be done with the most powerfal

use of the retroppective action by nearly dl of the charucters,
Since the plot of Ibsenism has evolved to the point of

depandence on character for its substance, we shall ne¥t twrn

to a consideration of the Aristotelian element of character as

it devoloped throush the ten plays unfer examination,
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bs Charascter

Tha element of Charsector was considered by Arlstotle to
ve secondary only te that of nlot, The fact must be emphasized
that the two are in the rodern drems interdependent;2pPn—one
emctesss yet they do form different criterisa for the compgrison
ef the drarma,

In the evolution of Ibsenlen character, we shell azeln trace
the 1line through the ten playe under coansideratlion. Iowever,
only the centiral charscters of each play will be considered speclfi-~
eally, with minor characters rocelving less attention, To conclude
this section, comments will be made pertainining to two special
ereas of Ibsenian cheracterirations Ibsen': women, and Ibsean's
glergymen, &3 found in the ten plays.

in Lady Inger of Ostrat, the title rols is certaliniy the

chapscter of mrime importance, Lady Inger Gyldonloeve of the play
was Grown from sn sctual woman of the same name who lived in the
$hirkeenth cenbury, the time of the play, Howsver, historical
records of the period show little rosenblance of the fictional
woman and the historical, Ibsen plctures Ledy Inger as the
embodiment of the nationelistic hopes of the Norweglens, TYet she
ic overly-hesitant to exert her prectige, -ower, end posltion te
aid her countryuen, because cghe fesrs the locss she will suffer
if any pationalistle uprising is put down by the overlord Danes.
Here, in the person of Lady Inger, Ibsen represents the battle
within the person of national honor versus parsonal safety. Lady
Inger alsa{agm childrent's futuresz in mind, elthough she

sacrifices their fubtures and their very lives, and is not the
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champion of ideel motherhood, In the villein charecter, Nils
Lykkzo, Ibsen draws & good picture of cunning snd deception,

~» Klls Lyike is known to be the master of zl1l women with whom
he comes in contact, and although this powerful charm does not
extend to Lady Inger herself, it has been the ruination of one
of her deughters, and during the play, hef draws ancthsr cne
into hls trap, Lykke is also the master of intrisue, and
Ibsen mechanically allows him to discover the means in any
situation of imtrigue in whieh h@'can turn the tablez con his
adversayy. The character of Hils Stennson, the illegitfmate son
of Lady Inger, is less &truly drawn, The son would apparently
have at least normal intelligence, through the parentage of Lady
Inger and the deceased hero of Norwegian nationalism, But he
is duped by Lykke in every case, refusing to reveal his identity
to Lady Inger, This crestes ths final tragedy of the nlay,

- hils own mupder by his mother, Thus we sce that character in Lady
Inger is hampeéred by the overemvhesis of the plot intrigue.

Characters in The Feast at Selhoug erise from the Norse

ballad maberiel, Dame NMargit and her sister Signe are bollad
womeyviy the former is disappointed in a merrlege for axternal
reasons (shades of Ghosts §, and Signe is the representation
of the popular ingeme, choosing hHobwean two sultors. Uudmond
Alfson 48 of the unfairly-outlawsd local herc type, Thus we
see that the charscter:s are more or less stock types, arising
from the ballad origins of the play, Thelr development is dso
hempored by bits of intrigue which are ebvicusly thrown in to
alkte the play an exemple of Seribesn ezcellence, It might be
staeted here that the play iz one of nationalism, which is
achicved through character and satting rather than in a plot

of nationalistic intrigue, although other intrigue is evidenced,




The Vikings at Helgeland is a further expression of Ibsenian

nationalism, although it bas t rned to still another zource=-

the older Norse saga form, And the characters are truly those of
the ssga--wild and restless, and high in personel honor., This

i1s especlally noted in Hjordis, tho epitome of sags vwoumanhood,

She is mroud, restless, active, and adventuresorse, Ier foster-
sistar, Dagny, is the perfect foill, Being the clinging vine

Sype who longs for the day when her mate wWll cease s roving

and settle down to pesgeful life, Sizurd end Cunnar also

Term & contrast, w4 th Sigwd definitely being the roving hero

tyre whe i sapable in every situailon, anl Cunner the less

a*le of the two, Msmeting of the two couples 1= basic to the play.
Orpdlf, the father, is a woell-drawn padriarchal character, who
exhibits the Biblieal Jacob's faveritism for hils younmest son,

In using the saga sowree, Ib#en of necesslity used zage characters,
However, the magrificence of character ig lessened with the

plot of domestic affairs rather than the lofty happenings that

one might expect,

Love's Comedy, although it lcans fovard realism in subject

of social eriticlem, shows the characters of romenticism, Palk
is définitely the masthete of the group, with the rest of the
society pletured as foilé to him, This posgsibly would not apply
to Svanhild, who is Uhe most realistic character of the play in
her leoanings toward the positions of both Talk and the remaindor
of the groups Ibsen uses the stock characters, howsver, in a
way that is complementery Lo hie thems, There are mailden sunts,
engaged couples, well-wishers, ete.--2ll stock types--which
coomrige the anti~Fell group, By use of gtock charescters in this
way, Ibseén implies that soclety 1s sctuelly & collsction of

stock types, bound up In sonvention in tha way s'ock characteras are,




Characterlization in Pesar Gynt embodiss the theme of the

play, for incdeed the "Cyntish Tll i8 the play from begimning to
ol o Throughout &1 of tho meandering »lot, the legendery Peer

is in search of patisfaction of sel”, Ve seen no reg’ development

of character, for Peer is Just as sgocentric throughout the play

0]

&8 he 1 shown in the opaning, However, he doss achisve salvation
in the end, throuzh the charactsr of the loyal Solvdg, 9Just as

the charsctar Pser Oynt orlginstes from Norse legend, the imaginative
satyr girla smd @rolls ere umreal, Yet they are grite effectively
used as deviese of symbolism, Perhaps one of the best delinsated
cheracters of the play is that of Pear's mother, Aase. She shows
vigorous displeasurs with the ecarryings<on of her son, but throughe
out the play, hsr mother<love iz remembored, In the scene of

her death, we see Poer assuming the »ole of hisg mother 22 a

teller of romantle tales, Ve lesrn that Assec used to tell these
sbories to Pear in order to get hin to deep, iHow wo see him

doing; the same thing in order to esge her wey into rermenent rest.
Koht says: PPear Gynt strick root in Norweglen sentiment, He
became to the Norwszlen peorle exactly what he wes to Ibsen: & pet
ch1ld and an ugly brat at one and the asame tim.“le

One regscn why A Doll's Houge is said to mark the rilse of

modern drema is undoubtedly the reanlism of charactar, The plot
evolves from the cheradters themselves, who are resl people with
real motives end actions, The story i1s bound up in the character
of Nora, who revolts from the "stock ~haracter wile" position in
widch Helmer has placed her, Thus the play shows Nora revolting
from romanticlsm &8 well as the drama evolving into realism,

Dre Rpnk iz well-Grawn, beins not only the family friend, buk

a man with problemsa of his own, includirg his secret lowve fmp

i‘:.-’-nra. Krogatad and Mrs, Linde are 2lao realistic, Helmer, Berhaps,
Limnerer, Jamea s lconeclasts, p. 51,
12kont, He Iife of Ibsen, vol. 1, De 55.
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is the closest thing to a real stock character in A Doll's louse.

Yet, he is more than just "husband™, Although he is similar to
the husband of the ungatisfied Dame Margit of The Feast at Solheugz,
Helmer, in a contemporary setting, 1s more real in his @evotion
to his ethics,

The Iusen realistic role contlnued to develop in Ghosts,
whth Mrs, Alving g&s the heroine, She undergoes true development
of character, in the highest sense of the term, IIrs. Alving
has compromised with herself, as the retrospective action shows.
During the play, she resliszes that her selfecompronise hes
caused the present tragedy, and her change in character to
modern realism s too late te stop the tragic sction of the
play and its conclusion, Pastor Manders, too, 1s realistice=
more so than Ibsen's clergymen in previous plays, Although
Pastor Strawmen cf Love's Comedy might be the prototype of Manders,
he was just vhat his name implied--a mep of straw, end not
the realistic human being that is vhown in Manders, Furthermore,
Manders is an integrel part of the play. (In 2 sonse, he 1s the
villain; since he rejected the plea for developusnt of self
made by Mes, Alving.) Strawmen, however, was merely one of the

stock appendages of Love's Comedy. Osveld, too, is realistically
drewn, acting from his own experience in life, and not from
mechanical contrivance of the auvthor, And with all of the
cheracters in the play, the ghoste of ideas from the past, as
well as the ghost of Captain Alving, are evidence of charagter
through synbolism,

An Enemy of the People shows Ibsen's ecomomy in the use
of chersster. "Here, as in A Doll's Houss, the number of cheracters

has been limited, and thls time Ibsen has mansged to get elong
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