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STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LI, 3, 2006

Det er en stor glede for meg som Norges ambassid@mmania & henvende meg
til leserne av dette spesialnummeret av STUDIA sonviet Henrik Ibsen. Jeg
hilser velkommen dette betimelige bidraget til neakgen i Romania av en
ruvende person i verdenslitteraturen i anledningdnedrsmarkeringen i 2006 av
Henrik Ibsens dad.

Ibsens dramaer har rgtter i norsk kultur og histamen temaene har en global og
varig relevans: individets frihet, personlig ogeofflig moral, likhet, politisk makt
og korrupsjon, og ikke minst forholdet mellom deidle og det globale.

Det er en fornyet interesse for Ibsen bade i Roanagii verden for gvrig. Ibsen er
i stor grad var samtidige ogsa i Romania. En rukenss hadde fglgende tittel

tidligere i ar: "Deres Ibsen og var lbsen”. Sangidiar lbsen blitt lest og spilt i

Romania i mer enn hundre ar, selv om hans popefdrar gatt opp og ned som for
de fleste store forfattere og dramatikere.

| det siste har flere av hans dramaer blitt fremf@ rumenske teatre, deriblant
Peer GyntBrand, Hedda Gabler (Play Hedda), A Doll's Houser@), Rosmersholm
Videre gleder det meg at Romania vil veere represennder den prestisjefylte
Ibsen teaterfestivalen i Norge senere i ar, meakcali Stihis og Radioteatrets
produksjon a\Brand.

Vi trenger en aktiv og informert debatt om Ibsean$ temaer, personer og kunst i
det akademiske miljget. Dette spesialnummeret dyBA er et viktig bidrag til
denne akademiske debatten, med et imponerendEkéditagsytere fra en rekke land.

Jeg vil spesielt fa takke Sanda Tomescu Baciud@enm og innsatsen for & samle sa
mange ledende Ibsen-kjennere i denne utgaven a\DBY.Weg gnsker dere god
lesning!

LEIF ARNE ULLAND
Norges ambassadgr til Romania



It is a great pleasure for me as ambassador of &loiw Romania to address the
readers of this special issue of STUDIA devotedHamrik Ibsen. | welcome this
timely contribution to the celebration in Romanifaatowering figure in world
literature in the centennial year of Ibsen’s death006.

Ibsen’s dramas are rooted in Norwegian culture l@istbry, but the themes they
deal with are of a global and enduring relevancdividual freedom, personal and
public morality, equality, political power and coption, and not least the interface
between the local and the global.

We see a revival of interest in Ibsen these days boRomania and the world.
Ibsen is very much our contemporary also in RomaAi&Romanian newspaper
had the following headline earlier this year: “THisen and Our Ibsen”. At the
same time Ibsen has been read and his dramasrpedan Romania for more than
hundred years, even if there has been ups and diowns popularity as for most
great writers and dramatists.

Recently several of his plays have been staged dipaRian theaters, including
“Peer Gynt”, “Brand”, “Hedda Gabler” (“Play Hedda™A Doll's House” (“Nora”,
“Rosmersholm” and others. | am also very pleaseat tRomania will be
represented at the prestigeous centenary Ibsetratfeatival in Norway later this
year with llinca Stihi’s and the Radio Theatre'sghuction of Ibsen’s “Brand”.

We also need an informed and active debate on |lberthemes, characters and
art in the academic world. The Ibsen special is§UgTUDIA will be an important
contribution to this academic debate with an imgikes number of contributors
from several countries.

| would like to thank in particular Mrs. Sanda Taue for the idea and efforts to
bring together so many leading Ibsen scolars aratlemics in this issue of
STUDIA and wish you happy reading!

LEIF A.ULLAND

Ambassador of Norway to Romania



Vi vil gjerne gi uttrykk for var takknemlighet tialle de som aksepterte Sanda
Tomescu Bacius invitasjon til & markere, akkuraéi publikasjon, Henrik lbsens
betydning for Norges- og verdenslitteraturen, eening 100-arsmarkeringen av den
store dramatikerens bortgang.

Artikkelforfatterne, som er prestisjefylte forskemeed stor betydning for lbsen-
studiene verden over og for en utbredt Ibsen-hiodib, formidler en dypere
forstaelse av Henrik Ibsens verk i Romania og sdigiten neer norsk-rumensk
kulturkontakt.

Med deres og vare kollegers bidrag blir filologikmingen i Cluj, vedStudia
Universitatis Babg Bolyai. Philologia tilgjengeligfor mottakerne i Norden.

Vi er beeeret over hilsenen fra Norges ambassaldBothania, Leif Arne Ulland.
Ambassadgr Ulland har alltid stegttet norskfaget véd fakultet, og han har aktivt
deltatt i markeringen av det internasjonale IbsenidRomania.

Vi vil uttrykke var store takknemmelighet til f@amanuensis Sanda Tomescu
Baciu, som har redigert dette nummeret av Studian fortjener en stor honngr
for dette arbeidet, og for sin meget betydningsfiinsats med a formidle slike
kulturkontakter som hun tilbyr i Studia UniversisaBabeg-Bolyai. Philologia.

STUDIA



We would like to express our gratitude to all thegiego have answered to the
initiative of Associate Professor Sanda TomescuuBato, on the occasion the great
playwright Henrik Ibsen’s centennial of the deathrdatist, marked in our journal

Henrik Ibsen’s importance for the Norwegian andldiditerature.

Well — known names, very important for the inteioval Ibsen studies, for a
bibliography of Ibsen’s reception in general, thihars of the articles included in
this issue of the journal favor the acquaintanc Wisen’s work in Romania and
at the same time the Romanian — Norwegian cultmatact.

Thus, by their contribution, as well as by the cioition of our Romanian
colleagues, the philology research in Cluj, respelgt Studia Universitatis Bale
Bolyai. Philologia,opens for its receivers in the Nordic countries.

The words of His Excellency, Leif Arne Ulland, tifembassador of Norway in
Romania, who has always supported the activithefNorwegian program of our
university, highly honor us. His Excellency invotivhimself actively in supporting
the celebration of the International Ibsen Yeawoun country.

The editor of this issue, Associate Professor Sarmalaescu Baciu, deserves our
appreciation for her dedication to the achievemaeft this volume, for her
consistency of favoring such cultural contacts &mdpresenting them in Studia
Universitatis Babg Bolyai. Philologia

STUDIA
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Redaktgrens forord

| anledning 100-arsmarkeringen av Henrik Ibsens dggir Sudia
Univeristatis Babes-Bolyai. Philologia et nummer som samler en rekke bidrag
skrevet av viktige Ibsen-forskere og teaterekspéréehele verden. Jeg vil uttrykke
en varm takk til alle bidragsyterne som deltokttelprosjektet og stattet det med sine
betydningsfulle artikler. Jeg overbringer ogsa #seh og min dype takknemlighet
til velkjente internasjonale Ibsenforskere, hvisa@ddmiske og vitenskapelige
prestisje beaerer bade tidsskriffaidia og ,Baba-Bolyai” Universitetet.

Utgivelsen avSudias Ibsernummer kommer i tillegg til flere kultur- og
teaterarrangementer organisert i Romania i lgptts@naret med statte av Ambassadgr
Leif Arne Ulland og den norske ambassaden i Bukares

Takk til alle bidragsyterne, til Ambassadgr Leifn&rUlland, til ,Babg-
Bolyai” Universitetet og sist men ikke minst Sudia-redaksjonen for stgtte og
utmerket samarbeid.

Med takknemlighet,

Sanda Tomescu Baciu



Editor's Note

On the centennial of Henrik Ibsen’s death, the gmedssue ofSudia
Universitatis Babes-Bolyai. Philologia gathers studies of important Ibsen
researchers and theater experts from all over twdwThe editor warmly thanks
all the contributors to this issue of the journaho could answer to the project
initiative, supporting it through their valuabletiales. | gratefully greet the
researchers worldwide devoted to Ibsen studies evlszsentific and academic
research honor the Jourrgldia and ,Babg-Bolyai” University.

The issue of this number of the JourBaldia Universitatis Babes-Bolyai.
Philologia dedicated to Henrik Ibsen is one more event inriesef theatrical and
cultural events organized in Romania with the direapport of The Royal
Norwegian Embassy in Bucharest, and His Excellebeif Arne Ulland, the
Ambassador of Norway.

| hereby thank the authors of the articles, Hisdlrocy Leif Arne Ulland,
the Ambassador of Norway, ,BaBBolyai” University and last but not least the
editorial staff ofSudia Journal for their support and excellent cooperation

With gratitude,
Sanda Tomescu Baciu
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PEER’S LAST TAPE: IBSEN AND BECKETT IN 2006
ERROL DURBACH "**

ABSTRACT. Peer’s Last Tape: Ibsen and Beckett in 2006 his paper examines
the relationship between the plays of Ibsen anck&gdn the centenary year of
their respective death and birth. It investigates familiar claim that Ibsen is the
"father of modern drama" and therefore an influeoeeeven such unlikely forms
as Theatre of the Absurd. However, Intertextual Theord Performance Theory
both persuade modern comparative scholarship tsidenthe possibility of bi-
directional influence: in other words, to acknovgedhat our reading of Beckett
may influence the ways in which we read Ibsen amadhed years later. The test-
case for this proposition was my adaptatiofPeér Gyntfor performance in 2000,
where | explored the idea of "Selfhood" in Ibsgiésy by using the split-self device
borrowed from Beckett ifKKrapp's Last Tapeln my version, two Peers appear
simultaneously onstage, old and young versiondhefsame persona (rather like
old Krapp and his youthful self who is heard on thpe). Beckett's stagecraft,
incorporated into Ibsen's structure, has the adgenbf dramatizing such abstract
concepts of "self*, "self-consciousness”, the geaé "becoming". In the final analysis,
however, we also have to acknowledge that theraiffierences in the dramatic
presentation of selthood Peer GynandKrapp's Last Tapdn the early plays of Ibsen,
the old self is still subject to (possible) chargel redemption from the failure of
youthful choices. But in the last plays, the bleddion of Krapp's Last Tapes
confirmed in the irreparably damaged selfhood ofi iitee Borkman and Rubek.

2006 links Ibsen and Beckett by accidents of deatd birth — a
coincidence that challenges scholars of comparatiaena to confirm the claim
that Ibsen is the “father of modern drama” anddfae one of Beckett's theatrical
ancestors. Is it possible to discover the post-modeorld of the absurd in
Nineteenth Century realism? Can we find the noth@sg at the core of Ibsen’s
many onions in the despairing cry\Maiting for Godot— “Nothing to be done” (7)
— that defines the experience of post-modern s#itgibMartin Esslin has argued
that Ibsen remains “one of the principal creatard avell-springs of the whole
modern movement in drama” (Esslin, 71) organichitiiged even to dramatists like
Beckett, whose anti-illusionist techniques seemdny any indebtedness to Ibsen’s

" Department of Theatre Film and Creative Writinge Tniversity of British Columbia Vancouver, Canada

™ Errol Durbach is Professor of Theatre StudieshatUWniversity of British Columbia in Vancouver,
Canada, where he teaches courses in theatre hisbonparative drama, and Ibsen. He is currendy th
President of the International Ibsen Society, amdditor of the special Ibsen issueMddern Drama
His publications includébsen the Romantié Doll's House: Ibsen's Myth of Transformatitivsen and
the Theate, and many journal articles on Ibsen and hisioelsttip to modern drama. His verse
adaptation oPeer Gynwill be professionally staged in Vancouver in $epiter 2006.



ERROL DURBACH

influence. The link, Esslin suggested, is not técdinbut thematic, an existential
vision basic to the subject matter of modernitjre"problem oBeing the nature
of the self, with the question of what an indivitlumeans when he uses the
pronounl. How can the self be defined? Can one even spealkcofisistent entity
corresponding to an individual's self?” (76) Esdiargument suggests that a play
like Krapp’s Last Tapemay be a modernist variation on the central prepaton

of Peer Gyntand that the image of the onion, with its cormathingness, expands
outwards from Ibsen to incorporate the existeqii@ndary of Beckett's enticeuvre

It was this assumption that | set out to test ireesion ofPeer Gyntthat |
adapted for performance in 2000; and | would li&éndicate the way in which a
knowledge of Beckett's theatre can be used to toamsibsen’s theatre, so that the
idea of “influence” moves backwards and forwardthatsame time. Two theories
gave me courage in developing this comparative agubr to such very different
bodies of drama. The first was the idea of “Intedality” that eliminates
boundaries of time and period, and encourages reaalsee the co-existence of all
texts in one “universal library” — art speaking &ot in a living and timeless
context. The other branch of theatre criticismRerformance theory” — especially
the work of the director, Jonathan Miller, whoseok&ubsequent Performances
develops a biological model for drama that paracklli makes Beckett Ibsen’s
father in the Twenty-First Century. “[T]he aftedibf a play,” writes Miller, “is a
process of emergent evolution, during which meamisigd emphases develop that
might not have been apparent at the time of writavgn to the author” (Miller, 35).
The “afterlife” of Peer Gynt 1 would argue, has been shaped as much by Béckett
absurd vision as Beckett's modernism has been diaptbsen’s radical questioning
of the “real”; and aPeer Gyntfor the Millennium, it seemed to me, needed to
recreate the old in the context of the new — efiasiMiller puts it, Ibsen could have
had no possible foresight of the development ofdesas in the age of Beckett.

The central dramaturgical problem Bker Gynt as | see it, is how to
dramatize something as abstract as “selfhood” awd to define ideas as difficult
as “being” or “self-consciousness” in theatricainis. Beckett's solution to these
difficulties is brilliant. What he does, in seveddlhis plays, is to split the Self into
its component parts and create tension and comflittof this division. InOhio
Imprompty for example, the Narrator and the Listener —tidah“mirror” images of
each other — interact in a curious dual monolodna turns each into aspects of
the other’s existence. Rockabythe Woman'’s physical presence is defined by her
recorded voice that concentrates the story of hgr into a 15-minute
“doomsession” (as Ibsen would call it). But by flae most extensive and complex
use of this device occurs in BecketKsapp’s Last Tapevhere Krapp “now” and
Krapp “then” coexist in the same eternal presetd. Kdapp listens to the voice of
Young Krapp, and raises the crucial questions @ldt Peer contemplates in the
onion field as he strips away layer after layerhd life. Is there a process that
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unifies identity? Is life itself an experience @fdoming? Is “me now” a by-product
of “me then”? Is there continuity or coherenceified Do the multiple “selves”
even resemble the phases of an integrated lifeBKaa 69 interacts with Krapp at
39 who interacts with Krapp at 29 — the voices iaterpenetrating in ironic
commentary on a Self that is nothing more tharaayi of unrealized possibility,
and a cynical reflection on nothingness. The dranadl contained in the soundscape,
in the collision of the multiple Selves in a desterattempt at self-evaluation.

“The unexamined life,” says Socrates, is not wdiktimg.” And what both
Peer and Krapp have in common, at the end of theis, is this compulsion to
exhume their lives. In another of Beckett's pldyst |, the protagonist is desperate
to denythe identity that her own narrative voice cannearbto contemplate — on
the assumption, | imagine, that the unlived lifenit worth examining. This, of
course, is the predicament that both Krapp and Peet contemplate, and that
Beckett and Ibsen force them to acknowledge. Theevon Krapp’s tape — the
younger Self — comments on a process that is olvebgsepeated year after year
with horribly diminishing reassurances: “These BI§/.s are gruesome, but | often
find them — [KRAPPswitches off, broods, switches.Jor- a help before embarking
on a new ... fiesitate§... retrospect. Hard to believe | was ever thatngwhelp.
The voice! Jesus! And the aspirationBY¥igf laugh in whichKRAPP joins.] And
the resolutions! Brief laugh in whichKRAPP joins.]” (58) Old Krapp listens to
Young Krapp commenting on an even younger versibiKrapp, sharing the
cynical laughter of his former Self who mocks hasnier-former Self. He calls the
procedure a “P.M.” — a post-mortem — as if he wexbuming the corpse of his
identity; and he speaks, with conscious irony, tfiew...retrospect” (like moving
backwards into the future). Aspirations and resohg are nothing but a mocking
joke in a life of failure and futility. This is adose as Beckett comes to the anxiety
of Peer Gynt in the onion field; and his articwdatiof that despair is made all the
more poignant by the simultaneous presence onsfat)e many aspects of Krapp,
preserved like the layers of an onion in recordiee t

The dynamic interaction of the split personalitysveentral to my idea of a
Beckettian Ibsen; and it was the stagecraft of dimeultaneous co-existence of
multiple Selfhoods that | “stole” from Beckett inymrersion ofPeer Gynt At the
same time, this device enabled me to address otte @fuestions that directors and
adapters must face when staging the play: how rRagys? Sometimes one actor
plays Peer — either a young man who must play ahnolaer Peer in the last acts
of the play, or an older actor who must play a myatinger Peer for the first half.
This is such an unsatisfactory solution that soinectbrs choose to have several
Peers transforming from a youth, to a middle-agedchnant, to an old vagabond.
Peter Stein, for example, had five actors playimgdeven phases of Peer’s career.
I am not convinced that this solution is any betidy own Beckettian choice was
to have two actors play one Peer — an Old Peerarntbung Peer — who

11
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appeared onstage, like the two Krapps, simultatgarsl not sequentially. The
advantage of this “split” character was that it#ththe play’s point of view. The
adaptation begins with old Peer looking back inetimeviewing his life, and trying

to understand the origins of his Gyntish nature elish, Romantic, irresponsible,
incapable of separating poetic ideas from lyingidaies — in the person of his
young alter-ego. In the second half of the plag, plint of view is reversed. The
young Peer Gynt looks forward into the future cafehis counterpart, and he is
made to recognize the consequences of his selfisinghe multiple failures of his

old self. Together, the two Peers dramatize thecge® of self-consciousness,
which is what | wished to emphasize as the maimthef Ibsen’s play — just as,
150 years later, it appears as the central feafuBeckett's existential drama.

The Button Moulder, in my version of the play, aats a sort of Stage-
manager who mediates between the two Peers, remeal® the other, and creates
the dynamic interaction between them. At the bdgmrof the second part, for
instance, he introduces the young Peer to hisand future) Self — just turned
fifty years of age, and obviously very rich. (Therse, and the rhyming couplets,
unfortunately will be lost in translation).

YOUNG PEER: So how did | amass my wealth?

BUTTON MOULDER: You'd better ask your older Self
This bourgeois merchant’s now Peer Gynt:
Filthy rich, and hard as flint.

YOUNG PEER: How did | get frorhere— tothere?
Which one of us is theal Peer?
.... Are you the “me” who rode the buck?

OLD PEER: I'm the Peer you're going to be. ltaakgood luck,
Some capital, some business sense,
Some self-instruction, some pretence
Of moral dealing —

YOUNG PEER: A little stealing?
OLD PEER: When required. Add a touch of pioudifiee
And behold! — a great philanthropist!

YOUNG PEER: Or a self-serving Capitalist?

12
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As in Krapp’'s Last Tapge the scene acquires the outline of a “new
retrospect”, a journey back to the future, wherenRotic resolution looks forward
to its failure in Capitalist aspiration. Young Pealyes not admire what he will
become, and yet he cannot halt a process alreadpleted. All he can do, finally,
is acknowledge the “becoming” of Selfhood with @sgins in his own fantastic
dreams of self-aggrandizement. And like the mudtikrapps, each Peer functions
as the other’s destiny — an image which | triedestructure in the mad-house of
Cairo scene, where King Apis appears as a soriavhé&se twin: two men linked
together, each one a corpse on the other’s back:

One of them’s the symptom, and the other the déseas
But which is which, and who is who, nobody agrees!
One of them’s the consequence, and one of thdra'sause
A perfect demonstration of our schizophrenic laws!

Another variation on this split-self schizophrenia, my adaptation, is
found in the scene where Peer tries desperatepetsuade the Button Moulder
that his life has integrity, and that he has resisthe trollish temptation to be
merely “enough”. He summons up the Troll King tstiiy on his behalf, and he
reminds him that he never allowed the trolls t@asur his eyes and alter his moral
vision. But the Troll King is not easily persuaded:

TROLL KING: You wore my tail... You drank my mead.
You reveled in our Trollish greed...

YOUNG PEER: | resisted all the way!
| triumphed at the end of play...

TROLL KING: The play’s not over. Your defense
Ignoresthis living consequencgHe points atOLD PEER
“Enough” is branded on his soul,
He’s a superior kind of Troll
Whose secret guile is evident!
Hail to the Chief, our President!
If the casting-ladle scares you shitless,
For twenty crowns, I'll bear false witness.

[OLD PEERsearches for some money to bribe Bi¢TTON MOULDER, but his
younger Self stops hijn

YOUNG PEER: Forget it! | want no part of this...
Must Old Peer be my Nemesis?
13
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Consequences are unpitying, and the Young Selé&stiously defined —
like Krapp — by the extension of his failures iriis Old Self. We are our own
Nemesis. And the terrible question posed by bo#ernband Beckett is whether
there can ever be redemption from a career ofsbelfiss and moral and existential
inauthenticity.

Beckett and Ibsen answer this question in ways dhatboth similar and
different. Each play is open-ended — that is to, $hg two dramatists leave the
issues unresolved and uncertain. The form of Bé&skdéheatre is frequently
repetitive and ritualistic; and although this isaldp’s last tape, there is an
ambiguity in the English sense of “last”; it mayaneeither thdinal tape, or it may
mean themost recentf Krapp’s tapes. The tape itself runs on in giteat the end
of the play and the curtain descends while thegg®continues. Similarly, at the
end ofPeer Gyntthere is only a temporary resolution in Solveigfms, and Ibsen
leaves Peer with an arrangement to meet the Bitmrider once again “pa sidste
korsvejen” (315) — at théast cross-roads. Everything remains provisional and
undecided. But does Krapp learn anything from fie’sl review? Has the
examined life left him with a clearer sense of Betfd? Or do the multiple selves
remain, like the layers of an onion, discarded rimagts of a Self without
continuity and without an essence at its core?lastewords of the play are spoken
by the Young Krapp while the Old Krapp listens, stimes silently mouthing the
words, but finally staring motionlessly before hias the ironies of the past
overwhelm the present:

Perhaps my best years are gone. When there waanaeclof happiness.
But | wouldn’t want them back. Not with the fire me now. No | wouldn’t want
them back. (63)

Does he understand what he has done to himselfte laware of the
pathetic self-deception of the 39-year-old who giup happiness for the “fire” of
a second rate and mediocre creativity? Is the lobowe Old Krapp sufficiently
self-conscious to recognize the futility of saaiifig his best years? And does he
now agree that he wouldn’t want them back? Beckedtves the actor —
motionless, silent, and empty — to register thgddy or the indifference or the
cynicism of the play’s final moments. This is |égperienced as the nothingness at
the core of Ibsen’s onion.

Ibsen’s Peer, as | read the character, offers tidkence a more hopeful
alternative. If the two (or more) Krapps are sabuluctive, the split-character
Peers have at least the opportunity to reconcibdr thntipathies in a desperate
attempt to avoid the Button Moulder’s ladle. Sonm&dges in Beckett are totally
negative, like the Pozzo-Lucky pairing\Maiting for Godatwhere the two “halves”
of humanity are roped together in a nexus of muamadihilation. But Didi and
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Gogo, in the same play, are tied together in dioglship where incompatibilities
are reconciled from time to time, and where theepothalves” of humanity have a
slightly better chance of survival. This pairingséemed to me, was a more viable
model for the two Peers in my version of the pkayd although | retained much of
the uncertainty oKrapp’s Last Tapgl also tried to honour Ibsen’s less bleak and
unrelenting vision of human wholeness. At a cerfmimt, united in their hope of
overcoming the Button Moulder and escaping the déateeing melted down into a
selfless substance, Young Peer and Old Peer jooespagree to participate in a
creative reconciliation of difference, and suppedch other in their mutual
distress. United at last, they try to out-wit that®Bn Moulder, bargain with the
Thin Man (the Devil) to be admitted to Hell wheteey will be damned but will
nevertheless retain their identity, and finally tbéhalves” of the Self resist the
temptation to despair by acknowledging the nothésgnof their existence. No
longer taking the Boyg’'s roundabout route, theyad®oa straight path that leads
them back to their beginning: Old Peer rediscotleesever hopeful Solveig, and
Young Peer returns to the loving care of his mofkse. Women, as the Boyg well
knows, had always been Peer Gynt's salvation, arthé play’s finale | offered
two images of womanhood — lover and mother — inglaee of Ibsen’s original
single redemptive figure.

In Krapp’s Last Tapgof course, the redemptive woman is abandonesh@s
is in Peer Gynt but without any hope of recovery or reconciliati®he is nothing but
a memory, a sad recollection of lost hope and #efuéminder of irrecoverable
possibility. In Beckett there is ho redemption frame failures of Selfhood, and the
consequences of self-betrayal are without consalatn Peer Gyntthere is still a
small possibility of saving the defective Self tigh self-transformation, self-
consciousness, and choice. But in Ibsen’s lastspldge John Gabriel Borkmarmand
When We Dead Awaker where Borkman and Rubek are variations on Peat'$sy
defective Selfhood — Ibsen seems in many ways roloder to Beckett. Peer is given
a second chance, and in his reunion with Solveiiinds a constructive solution to his
dilemma. But when Borkman is given a second chasdglla Rentheim re-enters his
life, he only compounds the terrible error of héslier choice by betraying her love
again. Like Krapp, Borkman is unregenerate. AndeéRutiscovers, like the spiritually
dead Krapp reviewing his life, that waking from tthead merely reveals that he has
never really lived. All that is left to the protagsts of Ibsen late plays is a Beckettian
emptiness — a combination of the dreaded nothirsgaethe core of the onion, and a
terrible silence at the end of the tape.
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ABSTRACT. Ibsen and politics.In Norway the nineteenth century has sometimes
been referred to as the agepafetocracy Representing this way of thinking was
Ibsen’s friend and rival Bjgrnstjerne Bjgrnson (288910), poet, playwright, and
public speaker. In the aftermath of the Februamolgion of 1848 the young
Ibsen had supported an early labour union moverbemfter this movement was
shattered by the police in 1851, Ibsen decidedayp away from political activity.
Reacting to liberal agitation he was wrongly acduskbeing a conservative, which
he denied in a 1869 poem, exposing an extreme thiggoic stance. In letters to
Georg Brandes Ibsen advocated a position in fagbanarchism. In plays such as
An Enemy of the Peopld882) andRosmersholm(1886) political parties are
shown to be destructive to human dignity and spitivalues.

In most European countries the nineteenth centuas \an age of
democratic reform, tending towards a more libeisairidution of political power.
At the same time it was an age of utopian thoughwell as social experimentation
in some quarters. The public role of the most aniding creative writers was to a
great extent influenced by the tradition which basn known as poetocracy. This
meant that men who had demonstrated extraordintesaty talents in general
came to be regarded as potential leaders in litiatters. Many writers were
well read in political theory and entertained id&tahotions as to how a modern
society ought to be organized and administereds Wais reflected in the founding
and development of political constitutions, whiolk place mostly in the first half
of the century in several parts of Europe, amomgnththe Scandinavian countries.
This happened partly as the result of a democnatacess, and partly as a
compromise between conflicting group interests,clwhiater grew into political
parties, either in support of established goverrinogrrallying to strengthen the
forces of opposition.
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In the early years of this political process coiodié might seem to favour
the strong individual who possessed the taleneadiérship, the Napoleonic hero,
but with the growth of liberal reform, in particultlne gradual widening of the right
to vote, the political parties became the maintiegite basis for influence in
matters of state and government. Thus individudts avpolitical talent and political
ambitions had to join a party and be lojal to itsgiples and slogans. A culture of
political craftsmanship developed, favouring sualerits as the ability to calculate
the effect of an initiative, recognition of the gpdf compromise as an honorable
attitude, even including a certain amount of opjmigm; these were some of the
virtues required by the politician who wanted thport of the majority. And since
talents and attitudes along these lines hardly apgeto individuals with high
ideals of personal integrity and unconditional &fkeln the philosophical values of
Romanticism, there was a problem for any idealist wanted to enter into politics.

In Denmark, Sweden and Norway the formation oftipaliparty organizations
took place mainly during the 1870s and 1880s. Toesextent this was an effect of
the development of modern news media, with theothiction of telegraphic
communication over long distances both nationallg eternationally in the 1850s
and the 1860s, culminating in the completion ofttaasatlantic telegraph cable in
1869. News agencies in the form of telegram bureesr® established, in 1866
Ritzaus Bureau in Copenhagen and Svenska Telegramly Stockholm, and in
1867 Norsk Telegrambureau in Kristiania. This was decade when daily papers
became newspapers more than anything else, prgviglititical comments and
analyses along with the news bulletins. The 1868&®wxperiencing a boom in the
newspaper industry as a consequence of the regbspeedy supply of national
and international news and comments.

These radically new conditions in the field of palihformation also meant a
significant change in literary history. Playwriglasd poets who had mainly been
exploiting historical sources were quick to senghsinct change in popular taste
with a growing interest in contemporary events &ud near. In 1873 Ibsen
published his last historical drantamperor and GalileanThe same year Bjgrnson
put aside his last historical dran&gng Eysteinof which he never made a fair copy,
suddenly realizing that public interest in thatckiof plays had evaporated. The
play was published posthumously in 1932, on thasioa of the Bjgrnson centennial.

Both Ibsen and Bjgrnson turned to the writing ofdeim prose drama.
Following the example of Bjgrnson, whose pEy fallit (A Bankruptcy 1875) had
been an immediate success, Ibsen also managethbdigs his fame outside of the
Scandinavian countries, starting witbillars of Societyin Germany in 1878.
Within thatyear this play was produced by 31 German theakgdesg 1976, xi).
Strindberg, who in 1872 had publishkthster Olof dealing with events from the
age of Reformation in Sweden, turned to the writioig prose fiction about
contemporary life.
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This turn to contemporargharacters and themes in an age of intense
political awareness and unprecedented public detrégdt seem to imply the
introduction of a political aspect of fundamentapiortance. How could one avoid
taking a stand in matters of social importance, ha@ could a playwright or a
poet write a text dealing with contemporary iss@&l not invest it with a
politically relevant message? To Bjgrnson this kiidelevance was obvious, He
had been promoting national values in his poemsedisas in his saga plays in the
1850s and 60s. In the 1870s and 80s he continuel 0, joining the Liberal
party, Venstre This party organized the political as well as tiagional opposition
against the Conservative parlygire, and its sympaties for the union with Sweden
and the Swedish king. Bjgrnson took vigourouslyt par election campaigns,
touring the country with his remarkable eloquencéaivour of the liberal position.
When the historian Ernest Sars in 1902 introduteddoncept of poetocracy in
modern Norwegian history, Bjgrnstjerne Bjgrnson wés main example, the
national poet with the political visions and theglence to make people listen.

Ibsen was an entirely different kind of writer. Hhslitical thinking was far
more complicated, and in order to understand theeldpment of his attitude to
political matters we have to take a look at higvites and experience as a young
man. In 1848 strong liberal and even revolutionaiyds blew over the European
continent. When these winds reached the small pceviown of Grimstad on the
south coast of Norway, Ibsen was 20 years old. lde @asily inspired by radical
and revolutionary slogans against all kinds of tiyggaOne of his earliest recorded
poems is a tribute "To Hungary” on the occasiorttef Hungarian defeat in the
1848 war for national independence; the rhetoripoisthfully passionate, with the
prophecy of one day the hurricane of autumn oveitigr the tyranny which
temporarily is hovering above the ruins of freedom.

Arriving in Kristiania and preparing for his Unigily entrance exam in the
spring of 1850 lbsen once again was struck by rbedbm-loving sentiments of his
fellow students. A Danish revolutionary writer aeditor, Poul Harro Harring, who
had been expelled from several countries as anreite of the February revolution,
had settled in Kristiania in 1849 and founded acedgaperfFolkets Rgsfthe Voice
of the People). In late May of 1850 Harring wasrghd with an offense against the
press regulations, and he was expelled from Nord.mostly young sympathizers
signed a petition in his favour, and marched tegmeit to the senior member of the
government, after which they hurried to the harlioucheer the unfortunate writer.
The 22 years old Ibsen was among the signatorgegl@amonstrators, and so was the
18 years old Bjgrnson and the 32 years old Aasrifimjd.

A foreigner like Harring could easily be expelldche did not please the
authorities. Norwegian citizens were better praedyy the liberal constitution of
1814. Marcus Thrane was a pioneer among Norwegigonueaders. In the years
1848-51 he managed to establish a labour movemanhwrew at an impressive
speed, by 1851 numbering 273 local unions aroumdctiuntry including more
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than 20.000 members. They demanded the right te fastall grown men, less
working hours, and a new law regulating the coodgi of agricultural workers.
One of Ibsen’s neighbours was a law student, Thedtdddgaard, an adherent of
Thrane’s, who served as editor of the Labour upiaper. He was the one who had
talked Ibsen into taking part in the demonstratiorsupport of Harring, and he
encouraged him to contribute to the paper, whicldide The contributions were
anonymous, and it is impossible today to identisen’s texts printed in that paper.

On July 7, 1851 the police arrested Thrane, Abdddaand some other
union leaders, charging them with conspiring tordwew the government. Thrane
and Abildgaard had to serve several years of prisbe police also searched the
printer's workshop, where letters and contributibgsibsen and others were kept,
but the factor had managed to throw most of th8cati material on the floor,
giving the police the impression that it was wastper. Ibsen was shocked, waiting in
his quarters for the police to arrest him, but Iz wot implicated.

This experience must have shaken the young stuttntbecame very
careful regarding political issues; in fact it istreasy in any of the works he
himself published to find ideas and viewpoints oflear political nature. In his
letters to people whose sympathy he counted on asefind political statements,
but not often. And yet many of his readers woulsliage that he in most questions
sided with His Majesty’s opposition, which was tease with most of the
intellectuals who were not employed by the govemmmdbsen several times
applied to the Storting for financial support, ghgrants etc., and writing to the
King or to one of the ministers he was of courgefahto express complete loyalty.

In 1869 Ibsen visited Stockholm, and as the auth&randandPeer Gynt
he received much attention in the higher circleshatt city, including the royal
court. The fact that he seemed to enjoy movingiioles like that must have
provoked a young Swedish liberal politician, Adéledin, into suggesting in
public that Ibsen had apparently turned consergathsen’s response came in the
form of a short poem which was later includedigte (1871).

TO MY FRIEND THE REVOLUTIONARY ORATOR

You say I've become a ‘conservative’.
| remain as | was, every day | live.

| do not have time for smart moves and bidding.
Just knock the board over — I'm yours, and no kiddi

Just one revolution is worth repeating
that wasn’'t a matter of half-baked cheating.

It robs all the later attempts of their glory.
20
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Of course | refer to the Deluge’s story.

Though he was caught, even then, was our Lucifer;
for Noah, you know, got the ship and the use of her

Let's try it again, but be more categorical,
we’ll need real men though, not just rhetorical.

You fix up a flood to earth’s farthest mark.
I'll gladly, myself, torpedo the Ark.

(English version by John Northam 1986. 94 f.)

Lines such as these can hardly be said to amouatpwlitical statement.
And yet they express a view on the political orgation of society. The speaker of
the poem is not satisfied with what has been aelidoy revolutions so far in the
history of mankind. The Flood reported in the Oldsament could have been
successful had it not been for Noah who establighednew social organization
and deprived men of their freedom. A second trgiLiding a new flood, would be
necessary, but this time the Ark would have to lmksWhat this means is that a
successful social organization on this earth caly be imagined if no human
being survives. In such circumstances of coursesawative or liberal positions
are completely irrelevant. Ibsen revealed himselthis poem as a full-fledged
misanthropist and anarchist.

Around 1870 Ibsen and the Danish critic Georg Besndtarted their
correspondence, of which only lbsen’s letters arailable. These texts are a
valuable source to our knowledge of Ibsen’s thigkisbout political matters.
Brandes’ position as a staunch partisan of libegfdrm in politics as well as in
social and cultural relations is well known. Frobsén’s letters to him we can see
that he is in favour of a more extreme approachFébruary of 1871 Ibsen
comments on Brandes’ view on political freedom:

I shall never accept that the concept of freedomaqusivalent to political
freedom. What you call freedom | would call freedpmnd what | call the fight for
freedom is nothing but the steady, living acquisitiof the idea of freedom. He
who possesses freedom in any other way than asathiah is sought-after, he
possesses it dead and uninspired, because theptaideecedom is characterized
by its constant expansion during the acquisition # therefore somebody in the
process of fighting rests and says: | have it nloevshows that he has just lost it
(HU 16, 349).
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He goes on to denounce the state as the curse dfeth individual. The
state is founded on the idea of freedom as a pamhachievement, not as a dynamic
spirit. Therefore the state must be undermined.t wauld be a revolution in
which Ibsen would take part.

Ibsen’s biographer Halvdan Koht has listed a numifequotations by
Ibsen on the idea of the state, on the necessitgvolution, on religion, on the free
union of individuals, on the demand for strong gowneent, etc. He comments: "It
would not be useful to try to systematize thesai@is spoken paradoxes into a
political theory. He had no system at all” (Koh{719269).

In the 1882 elections for th&torting the Norwegian national assembly,
the political conflict between the two partidéenstreand Hgire, approached its
point of culmination. The main issue was the questvhether members of the
government could have access to the negotiatiotfseobtorting. The conservative
side insisted on the constitutional principle ofvision of power, with the
legislative, the executive and the judicial powepgrating independently of each
other. The liberal side insisted that the governmeinisters had to take part in the
debate and defend their political actions, thusidpen fact responsible to the
national assembly. If the majority vote of the pe&p representatives turned
against the government or any of its members, théfseted would have to resign.

Bjgrnson was actively taking part in the electarampaign, and at the
same time he was celebrating hid'2Hniversary as an author. Ibsen wrote a letter
of congratulation to him, praising his great gffts politics and admitting his own
complete lack of such talents; this was the reagloy he had decided not to take
part in any debate. "You must by no means think ltin blind regarding the great
importance of your agitation. To me, however, treagest and most important part of
it is the fact that you devote your whole, stroagg truthful personality to it. This
is poetry in practice” (HU 17, 475). To Ibsen poéit engagement in itself is clearly
not praiseworthy. What he is emphasizing is theainguality of the political agent
— the ability to remain true to oneself in one’difial and other actions.

Ibsen’s scepticism regarding political engagemdrdukl be seen as a
natural consequence of his individualism. On oneasion at the end of 1883 he
comments in a letter to his publisher Frederik Hewge what he refers to as a
literary civil war in Copenhagen. Holger Drachmdrad protested strongly against
some utterance by Georg Brandes, and Ibsen is gwtt¢hat this might lead to a
break between two old friends. But he adds thatase the literary left as a result
of the controversy should be scattered, this wowdt necessarily be a literary
disaster: "I think that many of these highly takzhtwriters are better off working
on their own without constantly having to glancesaime common programme”
(HU 17, 534).

A couple of the modern prose plays contain a viéwatitics which seems
to correspond well with the attitude expresseddme of Ibsen’s letters. 1An
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enemy of the peopld882) Ibsen clearly wants to expose the ignobleireaof
political conflict. The main character, Dr. Stockma an idealist who has
discovered serious pollution of the water supplying municipal bath, insists that
it should be made known, so that the appropriat®racan be taken as soon as
possible. This leads to a confrontation with histher, Mayor Stockmann, who
represents a completely different policy, sincehlas the financial aspect of the
problem to consider. The bath is widely known a&ealth institution, every
summer attracting a considerable number of visifrars the region.

The Doctor is confident that the editorial stafftbé local newspaper, the
People’s Courierwill take his side, which they have indicated, batsoon as the
Mayor brings up the question about the cost ofghefication process, and the
house owners realize the temporary loss of incdmeg tire going to suffer, the
editor and his assistant feel that they must befehand not provoke the citizens
and the municipal authorities by supporting the tDocEncountering so much
short-sighted resistance and even denied accdbe twolumns of the newspaper,
Dr. Stockmann summons a public meeting where heombt denounces the
decision to cover up the truth about the unheaitinditions at the bath, but attacks
in rude language the generally accepted idea thwtpalitical issue should be
decided by the majority vote. Insisting that theamity always is right, the Doctor
provokes his audience into a strong support ottain that he is an enemy of the
people. The stone throwing mob smashes the winddviss office, he loses his
commission at the bath, the family is given notigethe landlord, his daughter is
fired from her job as a school teacher. But thétstun Doctor does not surrender.
The play ends with his announcement in the famigle of yet another discovery:
He has come to realize that "the strongest mahentorld is the one who stands
most alone” (Ibsen 1965, 386).

The paradoxical proposition concluding the play b@esated considerable
confusion among readers and interpreters. Can austatement coming from a
man who has lost practically all esteem among kifow citizens be taken
seriously? In the final scene he is surrounded iByfdmily, and their response
seems to be somewhat divided, although not analympathetic:

MRS. STOCKMANN &miling and shaking her hepdh, Thomas, Thomas —!
PETRA puoyantly, gripping his hanjisFather! [oc.cit.)

One is of course free to utter any personal opiniegarding Dr.
Stockmann’s final discovery. How can someone cotalyléacking public support be
the strongest man in the world? It has also beguedrthat he is not without support;
his family is on his side. And yet, for all practiqourposes he is rather isolated.
Only one single man outside his family, Captain $t@r, a man of civil courage,
does not turn away; he is a house owner and hesdffe family a place to stay.
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The important question concerning the end of thy 5 whether we can
determine the position of the playwright. Does thsgate his point in this case?
The Doctor is brave, but he is also naive, pawmitylin the early acts, expecting
that the townspeople may want to honour him becafi$és important discovery
about the health risk. He is easily overpoweredhisy brother in winning the
support of the press as well as that of the howseers’ association and the
common people. In terms of political influence Btockmann has lost everything.

It is important to understand that political stréng not the main asset to
the hero of an Ibsen plafn enemy of the peogkenot a political drama, and Ibsen is
not advocating a democratic development or a deatioccsolution in this or in any
other one of his plays. The question under scruisiymoral one. Dr. Stockmann’s
final discovery has to do with moral strength. HmWws that he has the support of
science; — the water has been analysed by exptatalso knows that the opinion
of what he calls "the compact majority” is easigversed if the people can be led
to believe that their interest is better served iy alternative solution. The
strongest man in the world is not he who has tg ol political affiliation, on
compromise, on the result of elections. The parmabxriumph of the Doctor
originates in his complete independence and hisamiotegrity; he is free to
pronounce what he recognizes as the true stathimfst He is unfettered by
considerations of loyalty to any group or grouperest. His strength is purely
spiritual and purely moral.

During the fierce political debates in the early8@8, a turning point in
Norwegian political history, Ibsen had been watghinings from abroad. He must
have felt the urge to raise the moral issue adteamative to the political one. He
had been stating a similar point ten years eaities, letter to Georg Brandes. After
Brandes had begun his well-known series of lectumesthe University of
Copenhagen in the fall of 1871 he had experientetg reactions against some
of his ideas. He had hoped to be considered asdidate for the vacant chair of
aesthetics at the University, but the faculty hamheéd against him, and the chair
was left unfilled. In his letter Ibsen tries to encage his friend. Brandes had
complained that the liberal press in Denmark hé&asesl to support him and would
not print his articles. To Ibsen this is a confitioa of his view on the limits of
political freedom. And Brandes had written that thé votes of the Faculty of
Philosophy were against him. Ibsen comments:

Dear Brandes, would you really wish it otherwisedtinot precisely the
philosophy of the faculty which you are against} [.hear that you have founded
a society. Do not trust unconditionally any one wbims you; the main thing is
whether the support is based on the crucial preaniééhether your position is
strengthened by it, | do not know either; to my dninseems that the lonely one is
the strongest (HU 17, 31-33).
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Ibsen has himself experienced attacks in the papeid he presents his
advice to Brandes: "Be dignified! Dignity is the lprweapon against things like
that. Look straight ahead; don’'t ever answer witle gingle word in the papers.
Act as if you had no idea that there was any @s¢& against you'ldc.cit.). What
Ibsen is recommending here is clearly a kind ddtadratic stance, an attitude of
aloofness. In politics it would probably be an fi@ént response, but to Ibsen
there seems to be an aesthetic dimension to thiatisin of the one against the
many. It should probably be regarded as a romanticept of the hero.

The second play to be considered briefly in thisrspective is
Rosmersholnil886). Early in this play it becomes clear thabétical polarization is
taking place in the local community, and that kb conservative side, represented
by Mr. Kroll, the headmaster, and the radical swi¢h Peder Mortensgaard, editor
of The Beaconas its spokesman, are eager to convince the fquastor Johannes
Rosmer to decleare his allegiance to their respegolitical sides. None of them
are successful in their efforts. Rosmer is more amate disgusted with the
meanness with which the political contest is be€dimgght in the papers and
elsewhere. He has turned away from his Christidgh fand left the church. His
plan is to launch a campaign on a morally elevidgdl; the idea has to do with
ennobling the minds of men and make them becommiusily refined individuals.
He has been discussing his idealistic project Rifbecca West, a young woman
who is a resident in the manor and who is sympiathehis ideas.

While the political rivalry is being fought on aivial level, it is
increasingly clear that Rosmer is the object ofigrdf-war on a more existential
and tragic level. His late wife, Beate, the sistieKroll, has ended her life by going
into the waterfall in the vicinity of the manor. BReca West and Rosmer have
been clinging to the idea that Beate ended hebéfsause of a mental disturbance,
but from various sides it is hinted that her mestate may have been less troubled
than one might assume; that she in fact has coeunfitiicide because she was
made to feel that she was one too many at RosmiersiAs this understanding is
invading the dismal quarters of the old manor, Rebds gradually feeling the
need to atone for her secret wish to supersediatihd/irs Rosmer. Johannes is at
the same time beginning to realize that his pradennobling the minds of men is
something quite beyond his capacity. This has tavidb their common sense of
guilt. The only way of recovering the positive expace of guiltlessness is to walk
together the fatal road that Beate went. This béllan act of atonement, and at the
same time it will be sufficient evidence that Ratseetas been ennobled through
the influence of Rosmer, while she has helped limetognize his share in the
guilt and the need to become guiltless.

The effect ofRosmersholnmseems to be as close to that of the ancient
Greek tragedies as Ibsen managed to get. It isayp which is well suited to
illustrate the triviality and utter irrelevance obnventional political activity in
Ibsen’s mature drama. The playwright is trying ambnstrate that the source of
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tragedy in a play like this is not so much in tletsaor minds of the characters.
Rather it resides in the spirit of the place, samw@al mood hovering around the
living room of the Rosmer family mansion. It isiéshis spirit is emanating from
the walls of the old-fashioned room, from which tpaits of old and more recent
members of the family, clergymen, military officemsd public officials in uniform
are observing the acts and movements of the prégeaiitants of the house. The
effect is somewhat similar to that of the cursecolhis said to haunt some of the
royal families whose stories are presented in Goesjedies.

Politics is to direct the attention towards adnigrisg the future, to decide
what to do to improve conditions and help peopldutéll their ambitions and
realize their potentials. As a dramatist Ibsen does believe in this kind of
optimistic future arrangement. The present is gestisom which human beings
cannot escape their individual or common past. Timext accept their fate and
bring it to its conclusion.
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ABSTRACT. Theatrical Roles, Feminism and Demonism in lbsen’s B{s
The role of thangénuewas a deep-rooted tradition for actresses of Ibsme,
especially on the romantic stage in Denmark, wiigiserole was also marked by
intense sensuality and a demonic quality. Althohghrevolutionised the concept
of drama, Henrik lIbsen maintained this theatrigahmant, but he adapted it in
various ways, such as the case of NorA Doll's House a feminine exaltation of
the spirit of freedom; or Hedvig ifhe Wild Duckand Hilde inThe Master Builder
where there is a progressive transfiguration ofiepth psychology, in order to
create driven characters. Thus we come to understand- as in the case of the
great musician lgor Stravinsky — Ibsen’s approaets W create something new
out of “the readjustment of old ships”.

In a letter addressed to Bjgrnstijerne Bjgrnson ddditay 1893, the
philosopher Harald Hgffding reports fresh impressiabout the recent staging of
The Master Buildeproduced by the Royal Theatre of Copenhagen, tdaeby
William Bloch. Hgffding seemed attracted, above b the explosive force of
Hilde’s character, the female protagonist, “whosk-sonfidence and enthusiasm”
had been precisely revealed and “skilfully empledizby the famous actress
Betty Henning§ who, however, in the various and reserved revisaswelcomed
the drama in the Danish capital, also elicited frandemanding critic such as
Edvard Brandes the admission she “was praisewoghyg’that, at least for most of
the third act, she played in her role “with greasgion” and “secure intelligence”

" University of Turin, Italy
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“Passion”, “self-confidence and enthusiasm”: Betignnings had evidently
bestowed upon Hilde sharply effusive feelings armitd of sentimental and
youthful kind. In fact, it is Edvard Brandes’ atéowvhich really tells exactly that
Hilde, in Mrs Henning’'s interpretation, turned ottt be “too young and in
particular too maiden like”, with “burst of laughtef aningénue sometimes of a
doubtful taste. Mrs Hennings was certainly “awkwaadd “pressed to strain the
youthful features” by a character that — as thé says — is about twenty, twenty-
three years of age, while she (class of 1850) was forty and paired off with an
“inferior” Solness (according to Brandes) playedHwyil Poulsen (class of 1842,
perhaps too young in a role likely for a man oftyix Mrs Hennings and Mr
Poulsen were inadequate to their roles not beirtgdrright age, but both of them
were nevertheless famous leading actors with a jdenging experience in Ibsenian
production (they acted as Nora and Helmer in the& fierformance oA Doll's
Housein 1879), and it is clear that the assertion ofuRaism had not yet quite
affected the nineteenth-century’s routine of tlagstroles and hierarchies.

When, in 1885The Wild Duckwas first performed at the Royal Theatre of
Copenhagen (directed by William Bloch with Emil Bsmn acting the part of
Hjalmar Ekdal), Hedvig's role, it goes without sagj was played by Betty
Hennings who, at that time, was thirty-five yeald. dhe studio photographs show
us a miraculous adaptation of the performer innta&e-up, in the costume and in
the attitudes towards the adolescent age of theactea (a fourteen-year-old girl),
but, on everything evidently prevailed prestiges thle conditioning and an old
habit, because Betty Hennings had been notoricugyeatingénue or better the
ingénueof the Royal Theatre since 1870, when she madealélent, and not for
incidental circumstances, in the role of Agnés inligre’sEcole des femmes

In fact, Edvard Brandes, in portraying Mrs Hennijrighis that she acquired a
reputation on the stage “as the young woman wihstilisalmost a baby-girl, being
in the dark about life and immaculate as to itefgaind filthiness”. What is more,
Mrs Hennings was trained in the school of balled &he sudden change from a
dancer to Nora”, that had the opportunity to cauyin her career, “was not easy”,
even if it was dominated by the actress by means pfudent adaptation to the
theatrical categories of the time. In factAirDoll's House Betty Hennings pointed
to “the light-hearted and childish” features of thetagonist and succeeded in
accomplishing a shrewd variation of the theatrtgake of theingénué, that, after
all, as we will see, Ibsen himself had impliedhie tonception of the character.

We know that the author had sent her “the mostewfyd and hearty
thanks” for her interpretatidnand, in 1888, he hoped she could assume thepart

8 E. BrandesDansk SkuespilkunKgbenhavn, Philipsens, 1880, p. 221 et seq.
4 H. IbsenBrev 1845-1905. Ny Samling edited by @. Anker, Oslo-Bergen-Tromsg, Unsitetsforlaget,
1979, p. 250.
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Ellida in The Lady from the SeaVhen she played ifihe Wild Duckthe dramatist’s
judgement, rather critical on the whole stagingswestead positively explicit, at
least towards her: “Mrs Hennindgs Hedvig®. In that way Ibsen bestowed his
homage not only on an actress with exceptional mémeapacities, but on a
convention as well — if one agrees, on a ruin thefnineteenth century’s theatre:
theingénuewith eternal vitality, that the director and writderman Bang, in 1892,
defines “the idol of our audience, pure, tender eauadid as an anemone. Innocent
and more than that, because her sex has not guaitsea. In her body she is half a
child, but in her mind she is entirely a baby-dirl”

But, technically, what was amgénu@ In the specific meaning of the
Scandinavian scene, it is above all a firm “heetafl the vaudeville” — as Herman
Bang still explains —, actually “its essential pegosition, so that the vaudeville
itself would never perish on the stages” of nonhEurop& Moreover, for the
great actresses it was a challenge to playrtpénuerole, even individually faced,
of the eternal youth, the recalling of the charmimfiocence and everlasting
freshness, of the unalterable spontaneity in anadkody. In this, there was something
inevitably seducing and, at times, even diabolihjclv bestowed on thmgénues
other nuances indeed, as regards those wingedsbhilthts which were mentioned,
for instance, in the memoirs of one of the most dam actress of that time,
Johanne Luise Heibetg

It is just one of Kierkegaard's Scribean essay @ioed in Enten-Eller
(1843) that enables us to grasp immediately theiguitp of the ingénue the
“amiability” the actress (in this case it is exgichllrs Heiberg) represents on the
stage “could possibly become dangerous for you'tnwahe philosophét and,
after all, it was reported that, even for the cedtddingénueM.lle Mars of the
Comédie Francaiserién n'égale sa décence; tout en elle ravit, séderichant&'”.
What an uncommon matching: decency and seductidr® ifigénue was an
ambiguous and perturbing type, from whom the audtieof that time was
morbidly doubly fascinated, because at a spiritexaél she “was entirely a child”,
but physically she was only “half” a child, and Hem Bang swiftly adds that all
her “purity” was dealt with “an ideal [of the scénbkalf the son of the [northern]
character and of hypocrisy”’

5 H. Ibsen,Samlede verkeOslo, Gyldendal, 1928-58; from now on: HISV XVIH. 194.

e HISV XIX, p. 219.

TH. Bang,Teatret Kgbenhavn, Schubothes Boghandel, 1892, p. &gt

8 Ibid.

9 J. L. HeibergFt Liv genoplevet i Erindringen, Kgbenhavn, Gyldendal, 197%. 245.

105, KierkegaardEnten-Eller. Un frammento di vitd], edited by A. Cortese, Milano Adelphi,

3
1990, p. 190.

1 Enciclopedia dello Spettacold954-1968), VII, Roma, Unedi, 1975, p. 175.
2H. Bang, op. cit., p. 88.
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Elin Andersen, in an essay on the woman-child efrtineteenth-century’s
theatré® allows us to understand how, on the stage, théeace could find what
in the social life was strongly censured. In Derkm@n particular between 1820
and 1840), all the prevailing repertoire of suclthats as Johan Ludvig Heiberg
and Henrik Hertz is focused, and not by chanceyloat Janne Risum defines as “a
new, typical characterization of the pubertal maidé Johanne Luise Heiberg —
firstly a child-woman and then a woman-child — daatéd this sensual and romantic
dramaturgy, having followed its evolution since tfiest vaudeville up to the
bewitched enchantment of works suclSasnd Dyring’s Housky Hertz (1837) and,
meanwhile, she “charmed and fascinated by mearseotluplicity of her scenic
radiation. If she struck, above all, for her faatiimy innocence, after she lured with the
demonism of her characters’ sentiments. Such desmomias placed at the centre
of the dramatic renewal in about the middle of ¢ckeatury”, which, in opposition,
drew up a melancholy male partner, “an antithesiom Juan®*. As Edvard Brandes
also testifies, in the great actor Michael Wiehas Meiberg found for a long time
a partner with whom she expressed “a sublime yealthich was a bewitching
dance of elves and a supernatural erotic exultdfiolVhat has been defined, as
well, the golden ageduldalderef of the Danish Royal Theatre was the mixture of
strongly sublimated sensuality in the winged nesmial stylization, this
symbiosis of ingenuousness and perturbation, wiveeh embodied in the couple of
woman-child and of the melancholy hero, often skime relation of enchantment.

Ibsen knew this theatre very well; he was traineden the banner of its
authors, and, with the passing of years, he bedatiteate with Johanne Luise
Heiberg, to whom he devoted a long and importagiter in RhymeVaudeville
traces are not only found in the first Ibsen’s daambut they are still noticed in
The League of You(t1869) and actually iithe Pillars of Society1877}’ and it is
well known that the stern Sarcey,AnDoll's House could recognizelés procédés
de Scrib&along with an intrigue of a traditional modfd

With A Doll's Houseand Ghosts Ibsen, anyhow, set him up more and
more consciously as the interpreter‘en skanheds-fattig tid”of “an age poor in
beauty” (in an apparent antithesis with the dimemsof aestheticism of the
classical-romantic scene); he presented himsdti@asgramatist of disillusion, who
now struck thebiedermeiersensibility and was engaged in suggesting therhea
new realistic horizon, revealing social hypocrisittse two-faced morality and

13 E. AndersenDen ristende UskylcKgbenhavn, Hans Reitzels, 1986.

143, Risum et al., “Den store Teatergalskablyamsk Teaterhistoird, Kabenhavn, Gyldendal, 1922, p. 213.

bid., p. 213.

16 E. Brandespm Teaterit., p. 103 et seq.

7 M. Gravier,Vaudeville frangais et vaudeville scandinaire« Revue d’Histoire du Théatre », oct.-
déc., IV-1959, pp. 313-4.

18 A. D. RequeTrois auteurs dramatiques scandinaves, Ibsen, BnStrindberg, devant la critique
francaise 1889-19Q1Paris, Champion, 1930, p. 134.
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authoritarianism. The scene, once a gratifying @latiere unspeakable instincts
were screened and sublimated, has become, by o¥bseén’s mind, a tribune

where the contradictions explode; it is focalizied season of “nihilism which works

under the surface”, as the dramatist writes irttad@boutGhosts®.

This was a bright changing mark, but not a compdeteulment of signals
and rules, so to speak, traditional, to which Ibdiehnot know how to renounce, or
could not give up thoroughly, both for his persoimaining and sensibility, and in
order not to lose the contacts with the realityhef theatrical world of his time. For
instance, Edvard Brandes, just in his portrait 6 Mennings, incidentally makes
a very interesting objection on Nora: with this @wer, he says, “Ibsen has
intended to show thangénuedestiny in marriage, as soon as it ceases to be ‘a
doll's house’ and the traditional masks of comedifall from those who play a
love role of husband and wif@ The critic casually mistakes the role (and the
actress who embodied it) for the character: he esiggthat inA Doll's House
structurally survives thangénueimage, with her childish charm and her pranks
(the macaroons she secretly bought and munched)ateat demonism (which is
explicit in Lou Andreas-Salomé’s words in the “utural and almost wild
performance” of the tarantelfd)and her eroticism (the scene of the silk stockings
with Rank, in the second act). “Nora is a childdAnis actually her ingenuousness
which creates her charm, her danger and her déstiay still written Lou Andreas-
Salomé?® As a fact, théngénuere-appears in Ibsen’s drama, but in a new vanatio
that of a child who, in the end, wants to grow tipis actually that indisputable,
frank and magnificent ingenuousness to enablingtbego straight off to the
bottom of things”. The audience, however, in thaywwill enjoy no more her
childish show and her subtle indecency of preteruleatty: “once everything was
peaceful confidence and thoughtlessness; nowf alsudden, everything is looked
with distrust. Once wonder was taken for naturalkvreven acquired certainties
and securities seem confused and unintelligiile”

Indeed, Little Women Grow Upwe could say recalling the old novel by
Alcott, and their growing — as every growth — ignfad; it is revolt and trauma. It is
really the subversion of acknowledged social haresprand it is known that Ibsen, at
this point, almost entrusts what is the essencanahgénue— art, femininity and
inexperience — with his revolutionary utopia. Irspgeech delivered at the “Circolo
Scandinavo” of Rome on the ®February 1879 (before the final writing AfDoll's
Housg, in fact he states that the “so-called unprakticanen [...] have something in
common with the true artist” and what must rathighten is “the worldly wisdom of
the old”, and such “men with little ambitions aittld thoughts, little scruples and little

B HISV XVIII, pp. 450-1.

20 E. BrandesDansk Skuespilkunatit., p. 234.

2. Andreas-Saloméigure di donneMilano, Iperborea, 1997, p. 45.
22 bid., p. 30.

2 bid., pp. 47; 49.
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fears, those men who direct all their thoughts actibns towards achieving certain
little advantages for their own little and subsentiselves™.

According to Elin Andersen, it is just with Ibsemieharacters of last decades
of the century, that the woman-child — who, gemgrhhd inevitably begun to evolve
since the middle of the nineteenth century — assumespecific individuality,
particularly concerning the background of a pastihin childhood, often presents a
disquieting and fatal season. From this point efwThe Wild Duck1884) would
be the most shocking example of the new style, hiickv“Ibsen draws from what
will later become the endless source of the traggfdsnodern man: the psychic
infantile traumas. It is the tragic perspectiveegistence which the author shares with
psychoanalysis..?. In fact, The Wild Duckabove all would be a drama of puberty
and sexuality, to which little Hedvig must succubgzause entrapped in the symbolic
relationship with the ambiguous Hjalmar Ekdal whiibits her personal maturiffg

And here, at this point, we have reached a staaje aailing ourselves of
some expressions containedTihe Master Builderwe could define of the “very
high towers”, of “the castles in the air” or of tHepth psychology, as Ibsen himself
explicitly declared, even if with the sharpnessahkhivas peculiar to him: “I don’t
write symbolically. Just about people’s inner lif& | know it — psychology, if you
like... | draw real living peoplé”. According to the modern academic research
(Elisabeth Davidsef} more than ever, at this stage, the charm andstibtle
demonism of the repertoire and of the romantic atters appear as a sort of a
hidden trace that, from Ibsenian juvenile dramasgéatiously being superimposed
over the logic psychology, comes to light agaifRmsmersholmin The Lady from
the Seaand, above all, iThe Master BuilderThe “real, living human beings” of
these works seem incongruous and fabulous, thab isay they open to the
interferences both of a fantastic dimension andhef unconscious life which
proliferates with symbols and archetypes. Even,hbi@se we named the ruins of
the old dramaturgy are “renovated” — such as, meaay, inThe Thoughts of an
Octogenarian Stravinskij maintained to do with “the old shipsf the musical
wealth —, re-created in an original style (one mmyely think of the metamorphosis
of the woman-child into the child-old woman in AdirBolness’ character) and in
that instinctual revivification of thimgénuein Hilde, now resolutely bent to restore
the most perturbing “life of the soul”.

24 HISV XV, p. 403. Cit. in M. Meyeribsen. A BiographyHarmondsworth, Penguin Books, 1874
pp. 460-70.

25 E. Andersen, op. cit., p. 180.

%6 |bid., p. 178 et seq.

27 A statement collected by Ernst Motzfeldt, aftee fhublication ofThe Master Buildercit. in M.
Meyer,lbsencit., p. 727.

28 E. DavidsenHenrik Ibsen og Det Kongelige Teatémbenhavn, Akademisk Forlag, 1980, p. 6.
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ABSTRACT. Ibsens Frauen.In my article on “lbsen’s Women” ("lbsens Fraueh”)

have dwelt broadly on the relations between Ibsdaimale friends and his

writings. This theme is, of course, a general afitehadiscussed matter. However,
my article will focus on his wife, Suzannah, hdelbng devotedness and clever
contribution to her husband’s artistic work. Hemfly background, her talents and
literary knowledge were greatly appreciated by #uthor. She was an ardent
reader, had exquisite taste and participated in dieation of his dramatic

characters as they daily had their discussions exathange of views on his

writing. It was in accordance with her characted avish that she posed in the
background. On the other hand; her contributiomitodramatic production has
rarely been dealt with, and my intention here, dsgive her a more central

position.

Viele Frauen haben in Ibsens Leben eingegriffen gathe Dichtung
beeinflusst, sowohl vor als auch wahrend seinerrgihé&uzannah Daae Thoresen.
Die gro3te Bedeutung kommt — selbstredend — sdtn@n Suzannah zu. Alle
Frauen waren von temperamentvoller Natur, mit j&wveausgepragtem,
personlichen Charakter, mehr oder weniger ,probtestiae Frauen*, die ihm alle
Freude und Inspiration brachten; einige von ihnabeg ihm einen ,Anreiz" zum
Schreiben. Alle fugten ihm auch geringes oder gsdBsid zu, waren Grund fur
Ambivalenz und trugen zu seinem spannungsvollereiDdsei. Alle stimulierten
sie sein schopferisches Genie in aul3erordentlichafde und sie leben, auf die
eine oder andere Weise, in seinen Dramen und QGedidort. Ich werde das
Hauptgewicht auf Ibsens Frau, Suzannah, legenfFdie, mit der er 50 Jahre
zusammen war. Ich modchte versuchen, die Beziehengedlen Frauengestalten
zu den dramatischen Figuren zu verdeutlichen, mideeen Worten, einen
geschlechterspezifischen Blick zuzulassen und eige Perspektive auf diese
Beziehungen und damit indirekt auf die Dichtungzaagigen.
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Es gibt nur ein Bild, auf dem sich Henrik, Suzannaid ihrem Sohn,
Sigurd, gemeinsam finden. Es wurde wahrend eirshcigen Zusammenseins bei
der Familie Heftye in Kristiania aufgenommen. Bsdas Jahr 1874. Das Bild ist
interessant, es ist Ausdruck fur die Position, die verschiedenen Akteure
einnahmen: Vater und Sohn in der Mitte platziezmd-otografen direkt zugewandt,
die Mutter daneben, den Blick auf Mann und Sohncpest. Das Portrait der Frau
ist von doppelter Bedeutung: Einerseits im Abséitgler Kulisse, doch andererseits
befindet sie sich auf dem obersten Niveau, hatdiersicht und den Blick eines
Regisseurs. Ihr Profil ist deutlich und stark, dasikle Haar, Uppig gewellt, gibt
dem Gesicht eine sensuelle Weiche: distanziertgieidhzeitig nah, mindig und
weich. Dies ist keine dekorative Gestalt, die hideem Gelander der Veranda sitzt,
sondern eine Frau, die Vertrauen und Ruhe einfdathrend sich der Mann und
der Sohn sichtbar in der 6ffentlichen Sphéare befmadn frontale Positur geworfen,
nimmt die Frau einen untergeordneten Platz eirjaanSeite, neben dem hinteren
Vorhang. Dieses Arrangement reflektiert selbstégmdlich das sozial-familiare
Muster der damaligen Zeit, doch spiegelt es diedt@tation des Ibsen-Trios?

Wer war Suzannah lbsen?

Dass ihr Leben als Frau eines der gréf3ten Dramatiee Welt, Henrik
Johan Ibsen, so ganz im Dunklen liegt, hat miclwuedert und provoziert. Ich
mdchte versuchen, die Frau, die ,hinter* dem Matama, zu beleuchten. Sie war
.die andere”, die Zweite, und sie wollte es so.llebensweg ist in einem solchen
Maf3e mit dem seinen verwoben, dass es schwerdiltheiden zu trennen: ,Die
Gatten folgten auf der strahlenden Dichterbahn, siadolgen ihnen noch immer.
Doch im Laufe der Zeit erscheinen verschiedene &pur einmal deutlicher und
einmal undeutlicher.” (Thoresen: 1901) Suzannahrd$en wurde in Hergy, in
Nordwestnorwegen geboren. Hergy mit seinen 300driniseeiner der Landstriche
Norwegens mit dem rauhesten Klima. Die Familie 2844 nach Bergen und hier
wuchs Suzannah mit 8 Geschwistern auf. |hr Vatmibs1858, wenige Tage vor
ihrer Heirat mit Henrik Ibsen.

Die Divergenzen zwischen den Eheleuten waren affbtieh, doch auch
ihr Zusammenspiel, wie es Suzannahs Stiefmuttegdislane Thoresen, ausdriickte.
Sie war eine der wenigen, die frih erkannten, veeRddeutung Suzannah Thoresen fur
den Dichter haben sollte: ,Ja, fur dich, lIbsen, esmichts. Wahrend wir anderen
(mit dem, was wir aus den Sagas hervorholen wollfehrelang arbeiten und
studieren mussten, so hattest du die lebendigdéoel dir: Susannah, von der du
alles haben konntest." Und lbsen wusste sich est&eden: "Ja, du hast Recht.”
(Koht:150-151) Wir wollen auf Suzannahs Bedeutuirdlbsen zurickkommen.

Schon im Heim seiner Kindheit, in Skien, finden wziwei Frauen, die
spater als Modell fur mehrere seiner Dramenfiguaeiszumachen sind. Seine
Mutter, Mariken Altenburg Ibsen, war eine Kiunstksur, aus wohlhabendem
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Hause und sehr schén. lhre Ehe mit Knut Ibsen waiclt gliicklich. Er meldete
seinen Konkurs an und brachte Schande uUber dieliEamhire Graber liegen in
verschiedenen Ecken des Friedhofs. Marikens korapl€&harakter hat Ibsen in
die bekannte Gestalt der Mutter Ase — der fantadliev, doch armen Witwe des
Bankrotteurs Jon Gynt - iReer GynteinflieRen lassen. Mutter Ase liebt ihren
schimpfenden und fluchenden Sohn, doch Iasst sie aiich — bis in den Tod
hinein - die lebhaftesten Dinge einbilden. Ibsenbvster Hedvig ist die einzige
in der Familie, mit der er den Kontakt aufrechtéthnachdem er als 15-Jahriger
das Elternhaus verlassen hatte. Er liebte seirgejénSchwester und wir finden ein
Echo von ihr in der Figur der Hedvig in da&fildente Hier ist es die hingebungsvolle,
kluge, junge 14-Jahrige, die sich in tragischerwigung das Leben nimmt, um
ihrem Vater zu ,beweisen®, dass sie ihn liebt.

Die nachste Frau, die auf entscheidende Weise dbkeben zeichnen
sollte, war ein Dienstmadchen, dem er wahrend seipothekerlehre als 17-
Jahriger in Grimstad begegnete. Diese 28-Jahrige, &Eophie Jensdatter, war das
Méadchen aus dem Apothekerhaushalt, das einen Sohwelt bringen sollte, fir
den er die Vaterschaft iibernahm. Er sah die Masali in seinem Verhaltnis zu
dem um vieles dlteren Dienstmadchen, aber auctersaigenen Fall. Genauso
wenig wie ein Peer Gynt, als er mit seinen Eskapadg der ,Grungekleideten®
konfrontiert wird -konnte er vor dem Ganzen — vor dem Skandal in d&Einstadt,
vor seiner eigenen Beschamung — davonlaufen. Dsoép lud ihm eine lebenslange
Birde der Schuld auf. Eine frohlichere und glidikdice Episode, die er ebenfalls
in Grimstad erlebte, war seine Verliebtheit fur ¢fliege Clara Ebbell, eines der
attraktivsten und intelligentesten jungen Madchesr &tadt, die einer der
gebildetsten Familien der Stadt entstammte. Uber Glara, schrieb der junge
Dichterspross viele Gedichte, z.B."Klarer SterrKléire stjerne”) und "Resignation”
("Resignasjon”); dies waren Gedichte des romandéisctsenres, mit deutlichen
Referenzen zu Heine und Goethe. Spater distanzertich von den Gedichten
und sagte, dass, die kleinen Teufel nie hattenuggdmwerden sollen.

Ibsen zog 1850 nach Christiania und nach einem vahr dort nach
Bergen, wo er, gerade mal 23 Jahre alt, an demgeguindeten Norwegischen
Theater als Regisseur arbeiten sollte. Hier tradrst die blutjunge Rikke Holst, in
die er sich heftig verliebte. Fur sie war er daité Kerl mit den groRen Geflihlen
und als er um sie freite, war sie bereit. Sie \m®dn sich und warfen die Ringe ins
Meer. Da erschien Rikkes Vater, wurde rasend useérimahm die Beine in die
Hand. Spater, als er sie wieder traf, war sie veatet und hatte sechs Kinder. Sie
inspirierte ihn zu einigen seiner liebsten Gedichibel ging in die Reihe seiner
jungen Musen ein. Sie trennten sich. Dann trafieratenfalls junge Suzannah
Thoresen, 19 Jahre alt und Tochter des Superintéedd horesen. Ihr Vater war
sehr literatur- und kunstinteressiert, ihre Stighewuliebte und schrieb fir das
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Theater — anonym. Die beiden trafen sich im Jaa8&6, als er zum literarischen
Salon der Familie eingeladen wurde, sie trafen gidder auf einem Ball und in
jener Nacht schreibt er das Gedicht "An die Einzi{§€&il den eneste")

Sie war — wie er — zuriickhaltend, schichtern, teempentvoll, dramatisch
veranlagt, unversohnlich und eminent intelligeatbgreits aul3erordentlich belesen
und sie hatte den Mut andere mitzureitzen. Siebézh sich nach kurzer Zeit, und
nach einem Jahr reiste Ibsen zurlck in die Haugtistan dort eine Stellung als
Theaterintendant und Regisseur anzutreten. Einsgetter, im Juni 1858, heirateten
sie und lielRen sich danach in Christiania niedeer Beginnt ihr gemeinsames
Leben. Nach einem Jahr gebért sie ihren gemeins&@uobn und sie wohnen im
elegantesten Haus der Stadt. Doch danach gehteiberiauf gemeinsamer Bahn
den Bach hinunter. Er bekommt grof3e Probleme arat@hédebt tber die Verhaltnisse
und sie missen mehrmals umziehen, in standig btktedVohnungen. 1863 hat sie es
satt, verlasst ihren Mann und zieht mit dem Sohihran Stiefmutter nach Kopenhagen.

Es gibt wenige Ibsen-Biographen, die gesehen undtaraen haben,
welche Bedeutung Suzannah Ibsen in dem Verhédlmisheem Mann, Henrik
Ibsen, spielte. Eigentlich hat sie nur Halvdan Ketntst genommen und ihre Rolle
beschrieben als eine vor allem moderne, unkonvesit® und belesene Frau. "Sie
war die erste Frau, die er getroffen hatte, dieleden ernst nahm; in ihren Augen
fand er, traumende Gedanken'.” (Koht 1928: 149)sémem Kapitel zu Ibsen und
Bergen zieht er — als erster — eine Verbindungslmiischen Hjgrdis audordische
Heerfahrt und Suzannah, ,der Mensch gewordenen Sagafraun wend stark
zugleich®. (Koht 1928: 153). Koht weist darauf hitgss sie Ibsens Visionen teilte
und mit Wesensart und Charakter seine Personlictdtgénzte. Ibsens eigene
Charakteristik ist bekannt: “Sie ist ein Charaktden gerade ich bendtige, -
unlogisch, doch mit einem starken, poetischenrkistvon gro3mutiger Gesinnung
und mit einem nahezu ungestimen Hass auf allelicleém RUcksichtnahmen®.
(Ibsen 1870: Brief an Peter Hansen, 28 Oktober) Wéediese junge Frau, an die
er sich band? Was hatte sie gepragt?

Suzannah Thoresen kam als 8-Jahrige nach Bergeuritte Kind in einer
Geschwisterschar von flinf. Die Mutter war gestorlads sie gerade mal funf Jahre
alt war. Hans Conrad Thoresen, der GemeindepfdeeiKreuzkirche in Bergen,
gehorte nach damaligen Mal3stdben zur oberen Gawslisschicht der Stadt. Die
Familie erstand das Pfarrhaus, in der besten StlaR&tadt; der Vater und die
neue Frau, Magdalene Kragh, gehdrten bald zu deangebenden Paaren
innerhalb der kulturellen Elite der Stadt.

*

Im Garten des Gemeindepfarrers wurde fur die jungeuote Theater
gegeben. Hier versammelten sie sich im Sommer osgenierten ihre eigenen
Stucke. Suzannah spielte oft Mannerrollen, denn dénveinten nicht, sondern
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handelten. Sie war eine dynamische und energisehgej Dame, mit starkem
Willen und Humor. Sie und Ibsen trafen sich in ihrinteresse fur das Theater. In
Suzannah fand Ibsen den nahezu idealen Partnerdeikte er selbst mehrere
Male in Briefen an Freunde zum Ausdruck. Sie lage. &nnte die nordischen
Sagas und englische Romandichtung, sie lernte Brewtsd Franzdsisch. Spater
brachte sie sich auch Italienisch bei. Wir haben ¥o nur wenige Bilder. Diese
zeigen ein Gesicht mit strahlenden Augen, mit vojlschwerem, dunklem Haar,
so schon, dass man viel davon sprach. Ihr Gesihfgleseine Schonheit durch die
starke Lebendigkeit, die es erstrahlen lie3. Er ehas Genie, sie der Charakter -
auch war sieseinCharakter. Bisweilen knirschte die Ehe in ihrerarkerung. Ein
Jahr lang (1863-64) lebten sie getrennt. Desserewsich bewusst, doch wollte er
es bis zum Schluss nicht einrdumen. Dochve# sich dessen die ganze Zeit
bewusst und deshalb liel3 sie sich vom Urteil dantéekaum erschuttern. Vom
ersten Augenblick an war sie sich dariber im Klareelches Talent sie zu
verwalten hatte und dies begriff sie als ihre Ledaergabe. Sollten sie sie doch
einen Spielverderber schimpfen, diese Freunde kiom die ihn oft in die Stadt
schleppten! Sie war starrsinnig und anstrengend hiali an ihm fest, wenn er
aulRer Gefecht gesetzt worden war. Ihr Wille waatéatdlich auch sein Wille.
*

Es kann kaum Zweifel herrschen, dass Ibsen seirsr ¥eles verdankt.
Sie zwang ihn an den Schreibtisch, berichtet ereithiziges Kind, der Sohn Sigurd,
erzahlt: "Man muss selbst gehdrt haben, wie sientianatischen Glauben (an ihn)
ausbreitete, um zu verstehen, was sie ihm wahrién@ralahre an Stéarke gegeben
hat. Wenn ihn die schonungslose Kritik niederschiugr sie nicht verdrie3lich.
Ihre Augen funkelten und sie sagte: du mit deineatefit! Warum scherst du dich
darum, was das Mittelmaf3 schreibt! Und das endetecr damit, dass er befreit zu
seiner Arbeit zurtickkehrte.” (lbsen 1948: 30) Ohdie Unterstitzung und
Inspiration seiner Frau, hatte Ibsen wie der t#etet und kreative Schriftsteller
Lovborg inHedda Gablemwerden kdnnen, der sich sowohl leicht locken aksha
in hoffnungslose Situationen bringen I&sst.

Suzannah findet man dann auch in vielen seinerelrgestalten wieder,
zuerst, 1857, in der streitbaren Sagafrau HjgrdierNordischen Heerfahrt1 862
erschien sein erstes Gegenwartsstick,Kaismodie Uber die Liehedie von den
Kritikern wegen der darin enthaltenen Kritik an dgne regelrecht geschlachtet
wurde. Ein frisch verheirateter Autor, Ibsen, mitean kleinen Sohn, schreibt, dass
Liebe und Ehe unvereinbar seien? Was hatte dier&hefazu zu sagen? ,Meine
Frau ist die einzige, die mich verteidigt, behatetibsen, als die Kritik am starksten
wiutete. (Ibsen 1870: Brief an Peter Hansen 28 GktdbSo war Suzannah, sie
verstand seine Gedanken, sie stiitze ihn, doch aigtritisch. Und mehr als das:
oft brachte sie ihn auf die Spur des brandaktuei@ffes, der zur Dichtung wurde.
Denn sie war es, die las. Als Stuart Mills Werk iibee Hérigkeit der Frau(1869)
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erschien, machte sie sich mit ihm vertraut undlgie&glich war wohl auch ihre
Stiefmutter, die Schriftstellerin Magdalene Kraghhofesen, eine wichtige
Wegbereiterin. Sie hatte radikale Haltungen unadeingst, diese zum Ausdruck
zu bringen. Als Witwe war sie mit der gro3en Kirsddrar in ihre Heimat, Danemark,
zurlickgekehrt. Von dort aus war sie imstande, aishAutorin durchzuschlagen.
Ohne Zweifel war sie jemand, der Positionen auBerthes birgerlich Akzeptierten
einnahm und sie wurde zum Rollenmodell fur ihre@Ganzen funf Tochter, von
denen Suzannah die Alteste war.
*

Wir wissen, dass Henrik Ibsen 1864 nach Italiestegium "Kunst und
Literatur zu studieren“ — so hatte er sich jeddsfal seinem Stipendiengesuch
ausgedrickt. Ein halbes Jahr spater kam seiner&ely, sie fanden sich in Rom
wieder und blieben danach bis 1891 im Ausland. Diont Exil, schuf er seine
grofRen Dramen, die ihm Weltruhm verschafften. Eief& Norwegen - einige meinen
er fluichtete aus dem Land — nach einigen missgdiicBahren als Theaterintendant
in Kristiania. Hier hatte er einige Male die Wohguwechseln missen, war in
immer durftigere Wohnungen gezogen, er musste demsoplichen Konkurs
anmelden und stand am Rande des Abgrunds. Suzammahrer Wege gegangen,
zur "Mutter” nach Kopenhagen. Ihre Habseligkeiteurden auf einem Dachboden
gelagert und spater, ohne ihr Wissen, auf einertidokverkauft, um die Schulden
zu decken, die er hinterlassen hatte. In Rom famierine kleine Wohnung, nur
anderthalb Zimmer, und in ihren 27 Jahren im Auslkamen sie nie dazu, viel zu
besitzen. Georg Brandes, der bekannte dénischikdfrisagte von Ibsen, dieser
Mann, der nicht einmal das Bett besitzt, in deraadlaft. Sie wollten ganz und gar
unabhangige Menschen sein, in ihrem selbst gewdklxd in Europa, anfanglich
nur mit einem Existenzminimum. Hier entstand 18@&ehs Brand, dieses
ergreifende Drama vom Pfarrer Brand, dem starrgemiabsoluten Idealisten, der
weder nachgibt noch seine Positionen verrat. DasckStverschaffte lbsen
internationalen Ruhm und bereits im Jahr daraud/18rscheinPeer Gynt Zuerst
wurde das Stiick von den damaligen asthetisiereKdékern als ,wild und roh*,
als form-los bezeichnet. (Ibsen: 1867 Brief an Bafjerne Bjgrnson, 9 Dezember).
Spater wird dieses dramatische Gedicht — das fiichdie Auffihrung auf einer
Bihne bestimmt war - wie bekannt zu einem der wgskén der Weltdramatik
gezahlt. Hier gibt es mehrere Frauentypen, am lrdkaten ist selbstverstandlich
Mutter Ase, die schon Ziige mit Suzannah gemein inabfern als dass sie
ebenfalls ihr Auge auf ihre ausschweifenden Manmerdnen und schwere Zeiten
und finanziellen Bankrott erdulden muss. Gemeingatek gibt es auch in Bezug
auf den Sinn fir das Fabelhafte, fir Méarchen undhiding — die Ligen — als
welche sie hier bezeichnet werden. Die Szene zeisdfutter Ase und Peer, in
der sie sich Uber den Ritt auf dem Rentier streitgnwie geradewegs den lauten
Disputen zwischen Mutter und Vater entnommen, Sagird Ibsen, ihr Sohn. Das
Temperament konnte im Hause Ibsen hohe Wellen gehlaSuzannah war wohl
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weit davon entfernt, eine Solveig-Figur abzugebdie zu Hause safl3 und
jahrzehntelang wartete, ohne Vorwilrfe zu machenit \g&fehlt! Sie war daran
gewohnt, die Dinge selbst zu ordnen, in den viédren in raumlicher Enge, mussten
sie und der Sohn sich draul3en herum bewegen, wihildenMann schrieb. Sie
liefen kreuz und quer durch Rom, wenn sie sichimafi und auf Ischia befanden,
nutzten sie die Tage fur lange Wanderungen. Skeelies, zu laufen und machte
wahrend der Ferienaufenthalte in BerchtesgaderGasdensass lange Wanderungen
in den Alpen. Sie besalR eine starke Selbstdisziplith impfte Mann und Sohn
dasselbe ein. Doch sie war auch von lebhafter wmgtlerischer Natur. Sie liebte
Besuche in den Kunstgalerien der grof3en européisstialte.

Nachdem sie vier Jahre in Rom gewohnt hatten, z&enl868 nach
Dresden. Hier gab es die besten Museen Europas K@nten sie und der Sohn,
der nun Schulkind war, in- und auswendig. Das, si@sahen, wurde dem Dichter
zugetragen. In vielen Dingen war sie sein erstiEminant, dies galt sowohl fir die
neue Dichtung als auch fiir die Malerei. Sie gingat oft ins Theater, auch in
Minchen nicht, das damals wie heute erstklasside=at€r bot. Sie lielien sich
namlich dort nieder, wegen der SchulausbildungSt#mes. Ist es nicht eigentlich
merkwirdig, dass diese zwei genuin interessiertegalermenschen es nicht ins
Theater schafften? Vielleicht hatte es damit zudass sie ihre eigene Theaterwerkstatt
zu Hause hatten? Jeden Abend, nach dem Tagewefkctiesibens, las Ibsen den
beiden vor. Er nahm auch Vorschlage fir Repliketgegren. Die Alltagssprache
Ibsens, wie wir sie aus den Dialogen seiner Gegdedramen kennen, ist
zweifelsohne in diesem engen Kreis ,getestet” woydbevor sie in den Druck ging.
Es ist die scheinbar einfache Rede der Texte, wits giefere Schichten und
Zwischentexte in sich birgt, ein Meisterwerk, dag ainzigartige Weise Raum
lasst fur Neuinterpretationen und sogar Genrewédhse zur Oper, Ballett, Film
usw.). Doch wollen wir zuriickkehren zu Ibsens Frawowohl den fiktiven als
auch den realen.

*

Viele grof3e Schauspielerinnen trAumen davon, €liages Nora Helmer,
Helene Alving, Rebekka West, Hedda Gabler oder édWdangel, die eine oder
andere Frauengestalt aus Ibsens Galerie zu spRiese Gestalten sind fesselnd,
sie sind Tragerinnen grof3er dramatischer Visionah ahne den Zusammenhang,
in den sie in dem jeweiligen Stiick gesetzt sindlamkbar. Man sollte sich fragen:
Was ist charakteristisch fir eben dbuffassung von Frauendie in Ibsens
Buhnenfiguren zum Ausdruck kommt? In seinen 24 mgfeicheren Schauspielen
hat Ibsen im Ganzen genommen 300 mit Namen verselémnengestalten
geschaffen. Wenn wir das Werk chronologisch eiateiin eine vor-realistische
und eine realistische Periode — mit 12 Werken fédej Periode — dann
beanspruchen Frauen nur ein Viertel der Rollentisteersten Gruppierung und ca.
die Halfte der zweiten. Wir kbénnen etwas vereinfasdigen, dass sich Ibsen im
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Verlaufe seines dramatischen Wirkens in eine festistihe Richtung bewegt hat.
(Haakonsen 1978: 472-480). Wir haben die Tatsatdms Suzannah las - und zwar
die feministische Literatur der damaligen Zeit -duhsens Verbindung zu Georg
Brandes als motivierende Faktoren genannt. Die Ksaope der Frauen war fur Ibsen
nicht notwendigerweise die Emanzipation der Fralmannte es "Emanzipation
des Menschen”. Es ist nicht einfach zu sagen, wais eliese Unterscheidung
hineinlegte. Er verwendete jedenfalls Frauenfiguaén Wegbereiter und Trager
der Werte, die er beférdern wollte. Die Frauen aeiDramatik haben als
Rollenmodelle gedient und tun dies noch immer.

In den ersten historischen Werken (von 1850), die ,tomantisierenden”
Periode angehdren, galt die Konvention der Damstgll unkonventioneller
Frauentypen, solcher, die man damals REenonischemannte. Der erste, der tber
diese Ibsen-Frauen schrieb, war Georg Brandesbeteits 1868 (Brandes: 1868)
einen Unterschied machte zwischen den dunklen eltehtrauen: die dunklen waren
aktiv, handlungsfahig, aggressiv und fur den Magfdfylich. Die hellen waren passiv,
zogerlich, versohnlich, weich und mild. Diese Tygiateilung ist leider fir die
Nachwelt so geblieben, ist jedoch eine solche Yi&ehung, dass sie fur seine spatere
Dichtung nicht verwendet werden sollte. Die Typetaiung gilt demnach vor allem
flr seine historischen Schauspiele. In der romeireis Dichtung ist die Frau, die sich
fur den Mann opfert und ihn zu einem héheren ggistieben inspiriert, ein anderer
bekannter Typus. So erscheint Agnedmnd (1866), Solveig inPeer Gynt(1867)
und weniger bekannt, doch wichtig Svanhildie Komodie der Lieb€l862). Diese
wird wieder auftauchen, in anderer Gestalt. Zuribsed seinem Werk gehort diese
literarische Konvention der 60er Jahre des 19hdaldlerts, gepragt wie er war durch
seine Zeit. Doch selbstverstandlich gibt es klaegbindungslinien zwischen seinen
frlhen Frauengestalten und den spateren, dienersaalistischen Phase entstanden.
Diese rechnet man ab ca. 1878 und sie setzt eirstiiiten der Gesellschafbas
Damonische beispielsweise leuchtet aus Hedda Galbemso die Fahigkeit, zu
inspirieren oder “anzuregen“, etwas, was sehr vdde realistisch gezeichneten
Frauengestalten kennzeichnet. Laut Ibsen gibt msnegrundlegenden Unterschied
zwischen dem Weiblichen und dem Mannlichen, seuia8sung kommt faktisch der
Kierkegaards nahe: ,Eine weibliche Seele hat uridngtht die Reflexionsfahigkeit
haben, die dem Mann eigen ist...Die Frau ist in ikhemittelbarkeit im Wesentlichen
asthetisch, doch eben weil sie das wesentlichligsit auch der Ubergang zum
Religidsen nahe.” (Haakonsen 197434). Das ist eine Betrachtungsweise, die sich
einem romantischen Gedankengang nahert, denkdmeuie. In den Aufzeichnungen
zu Nora. Ein Puppenheinschreibt lbsen: ,Es gibt zweierlei Gesetze desstégi
zweierlei Arten von Gewissen, eins, das der Mannehiat und ein ganz anderes der
Frau. Sie verstehen einander nicht; doch die Fradiiwvder Praxis nach dem Gesetz
des Mannes gerichtet, so als ob sie keine Fras@ailern ein Mann.” (Ibsen 1879:
Band VIIl, 368). Wenn Nora sich flr ihr Leben geddann und Kinder entscheidet,
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ist das selbstverstandlich eine duf3erst provozerkelandlung — selbst heute. Sie sehnt
sich nach ,dem Wunderbaren“ (Ibsen 1879: Band \881). Nach dem, dass die
Menschen, die einander lieben, in der Lage sindden Stunde der Not alle
Rucksichten beiseite zu schieben, um dem Geliditen der Geliebten zu Hilfe zu
eilen. Doch fur den Mann, Helmer, gibt es einerctsah Begriff des ,\Wunderbaren*
nicht, genauso wenig wie er in der Lage ist, Riotken auf Karriere und soziales
Ansehen beiseite zu lassen. Noras Traum, ihre Nound ihr Gerechtigkeitssinn sind
weit entfernt von dem des Mannes. Er ist nichtMann, den sie zu kennen glaubte.
LAber es opfert keiner seine Ehre denen, die bt‘lisagt Helmer. Noras Entgegnung
ist bekannt: ,Das haben hunderttausend Frauen!gétasen 1879: 362).

*

Das Ehepaar Ibsen diskutierte den Schluss Mora. Ein Puppenheim
eingehend und ganz sicher hatte Suzannah ihrenil Aameder Ausformung von
Ibsens vielen radikal ausgerichteten Frauenfigurdhsen wollte Nora
zuriickkommen lassen, doch da — so eine Familienltek- erhebt sich die Frau
des Hauses und sagt: ,Wenn du Nora zurtickkehrat i@&asnn gehe ich!* Nun ist
das Wesentliche an den Frauenfiguren Ibsens nithsie gehen oder nicht. In
seinem autobiographischen Ronmaie Aufzeichnungen des Malte Laurids Brigge
zeichnet Rilke einen Ibsen, der in ein Mikroskopdimn schaut, um die geringsten
Verlagerungen und Bewegungen im menschlichen Beseisaszu untersuchen.
Was Ibsen interessiert, ist nicht die aul3ere Harydlnicht, dass eine Frau geht. Er
halt bei der inneren Bewegung inne und bei der isbhe widersinnigen
Verbindung desSchonenund desFurchtbaren Diesen &uf3erst provozierenden
Fokus findet man sowohl iespensterals auch irHedda Gabler um nur zwei
Beispiele zu nennen. Und das kann man zur Fragk dam Utopischen (dem
Schénen) und dem Tragischen (dem Furchtbaren)ZieBeng setzen.

Die grol3en Frauengestalten, also die Hauptfigussnedzten 12 Dramen,
sind Trager von Visionen von einem ,besseren“ Leb@inem Leben in einer
neuen, befreiten Wirklichkeit. (Ystad 1996). Doaohilire TrAume und Sehnsiichte
— die lllusionen — dringen Gedanken ein, die dms#ickschlagen, Gedanken, die
einer ,alten" Welt, Konventionen und Falschheit engren. Das geht deutlich aus
Frau Alvings heroischem, doch gleichzeitig festhedaen Kampf inGespenster
(1881) hervor. Sie liest die neue Literatur undctiudas Lesen kommt sie, die an
einem 6den Ort am Fjord wohnt, zu denselben raglik@edanken wie der in Paris
lebende Sohn Osvald, der Maler ist. Doch zwischeda@ken und Handlung ist
auch hier ein groRRer Unterschied. Die Vergangerkmabelt sie, genau so wie die
Vergangenheit das Leben des Sohnes vorherbestimmibDlas weist, kann man
sagen, auf eine distere Perspektive in Bezug aufldglichkeit einer ,Befreiung”
hin und steht in Ubereinstimmung mit Freuds Auffegs dass man sich als
handelnde Person bestenfalls durch einen lang anmuZen Bewusstseins- und
Bearbeitungsprozess frei machen kann von der Vegagdreit.
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*

Die vielen Ahnlichkeiten zwischen Ibsens Dichtunghdu Freuds
Gedankengang und Therapie sind Gegenstand viettraRikel. Nichts zuletzt hat
Freud selbst Bahn brechende Analysen mehrerer Drémsens geschrieben. Seine
Interpretationen sind aktuell und bilden einen dig@n Ausgangspunkt fir neue,
psychoanalytische Lesarten der Dramen. Wie bekaumte Freud ein, dass er die
weibliche Psyche nicht bis auf den Grund hin vérstend empfahl di®ichtung
als Quelle fur ein solch angestrebtes Verstehesend Schauspiele der 80er und
90er Jahre des 19. Jahrhunderts nahmen FreudsiMémi vom Mannlichen und
Weiblichen in auffallendem MaRe vorweg. (Bespenstemwird ein Freudscher
Begriff thematisiert — der der Wiederholung — wasldéutet, dass man so von dem
Vergangenen gebunden ist, dass sich altes Verhalesterholt. Die Wiederholung
ist eins der psychischen Muster, mit denen beideitaten. Das Unbewusste und die
Macht, die es Uber die Sinne hat, stellt ein artlgemeinsames Interessengebiet
dar. Der Wunsch, das Wahre des Individuums aufeecist grundlegend,
ebenso die Befreiung von Schuldgefiihlen. Ibsene-Fweud — betrachteten dies als
Voraussetzung fir eine bessere Gesellschaft. Diev&felung und Interpretation
von Symbolen und Tréumen ist ein weiterer gemeimsamteressenaspekt. Die
Interpretationen bieten den Menschen neue Mdoglibtkeler Anndherung an die
Wirklichkeit. Die Thematikbsen-Freudst wichtig, doch zu weitreichend, als dass
wir an dieser Stelle weiter darauf eingehen kdnnen.

*

Viele haben Ibsens Affaren mit jungen Frauen g€deutung beigemessen.
Eine solche war die mit der jungen Wienerin Entilaadach, der er 1889 wahrend der
Sommeraufenthalt in Gossensass begegnete. Sierstai8& und wurde zu seiner
Vertrauten, sowohl wahrend seines Urlaubs dort alsh in dem spateren
Briefwechsel. Nach Ibsens Tod 1906 publizierte Besn ihre Briefe, ein
Sensationalitat seither an Ibsens Biographie hddlieb. Und mehr als das: Fraulein
Bardach wurde als Modell fir Hedda Gabler gesetliese junge Verfihrerin, diese
unberechenbare, schone und poetisch veranlagte dieallbsen "die Maisonne eines
Septemberlebens” nannte. (Ibsen 1889: Brief an i€nBiardach, 20 September).
Faszination splrte Ibsen auch bei seiner BegegmihgHelene Raff, der er in
Munchen begegnete. Sie war Malerin und wéahrend ridiaraund Henrik lbsens
Aufenthaltes dort oft in deren Haus. Sie diskutienoller Eifer Malerei und Literatur,
sie war schon und elegant. Frau Ibsen hielt grof@ek& auf sie und Uber die
kursierenden Gerlchte, dass ihr Mann von jingeranel angezogen sei, lachte sie.
Doch als das Paar 1891 von Munchen heim nach #hiatidem heutigen Oslo, zog,
entstand eine neue Verbindung, die Suzannah gaihgaumicht gefiel.

Ibsen, der nun 63 Jahre alt war, begeisterte stuhfér die junge, norwegische
Pianistin Hildur Andersen. Er verehrte ihr seinétepen Manuskripte, er begleitete
sie zu Konzerten - er, der er sein Leben lang kdumsik gehort hatte. Da sich
Suzannah wegen ihrer rheumatischen Erkrankung roftwérmeren L&ndern
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aufhalten musste, lebte Ibsen oft allein. Die Ritamiwurde bei ihm gesehen und
nach Ruckkehr der Ehefrau, wurde dem Ganzen eigeRi@rgeschoben: Fraulein
Andersen war im Hause unerwiinscht, hiel3 es. Wakirdath war dies Ibsens
einziges, wirklich ernsthaftes Verhaltnis zu eiaaderen als seiner Frau. Er nahm
viele Frauen fir sich ein, doch fir ihn gab es riechanderen als Suzannah. Das
konstatiert er selbst in vielen Briefen, von desten bis zur letzten Stunde. Er
studierte Menschen, er war von jungen Leuten argg@rdesonders Frauen, denn
sie besalien Vitalitat, Neugier und Fantasie. Bahehe junge Frau betritt in einem
von Ibsens Dramen der spaten Jahr@&adomeister Solne$4892), die Buhne. Der
Architekt Ragnar Solness ist verheiratet und reéchst gut in seiner Arbeit, doch
fuhrt er eine traurige Ehe mit Aline — die viele &in Portrait von Ibsens Frau halten.
Die junge Frau, die die Bihne betritt, heisst Hil&e fordert den Baumeister
heraus, der ihr Offenheit und Vertrauen entgegegbrEs zeigt sich, dass Hilde ein
groRRes Talent zur Verfihrung besitzt; sie bringt dazu, gefahrliche Sachen zu
machen, die sich im Grenzbereich zwischen Realitédt Symbolik befinden, wie
beispielsweise einen Turm zu besteigen, den estdéiibsein neues Haus gebaut hat.
Er fallt hinunter, schlagt sich zu Tode, und dies @iner groRen Menschenmenge,
die sich versammelt hat, um das neu errichtete Bduwau besehen.

Der Baumeister stirzt und auch die anderen MarBerk(nhan, Rubek),
die in Ibsens Dichtung aus den 90ern das Schidie@usfordern, indem sie den
Rahmen des von ihnen erwarteten verlassen, ervagetetod. Das Gewohnliche
setzt Ibsen mit dem Konventionellen und Trivialeleich und stempelt es in
seinem dramatischen Kontext als unwesentlich. &eitder sich als Kinstler
etabliert hatte, lebte er in &uBerster Sparsamé&sitl.eben, gepragt von Routine
und erstarrten Formen. Dafiir wurde er verhéhnt,woa Strindberg. Doch vielleicht
kann man mit Dlrrenmatt sprechen, wenn man sagt €a indem er ein Leben
ohne grofRe Erschitterungen wahlte, weitaus mehenssdthicksale in seinem
Kopf, in seiner Kunst ,ausleben” konnte. Wie sofitene eigene Kreativitat Wirkung
erzielen, wenn er gleichzeitig herumexperimentieuted ein ausschweifendes
Leben fihrte? Ibsens Experimente waren an seiniek BUf die Dinge gebunden,
daran zu s e h e n —und an die Mdglichkeitenenel hin sich die Gedanken 6ffneten.

*

Zusammenfassend bleibt zu sagen: Wir haben und rdscch einige
Stationen von Ibsens Leben bewegt. In diesem Ababgen wir die Bedeutung einiger
Frauen, die es tatséchlich in Ibsens Leben gabjhfiirund seine Dichtung, in
Augenschein genommen. An dieser Stelle mochtedomdje Gelegenheit wahrnehmen,
all den Geschichten, die der ,Sensation” zuliebm, sein Leben herum konstruiert
wurden, das Dramatische zu nehmen. Er filhrte dieitatandiger Anspannung, um
Kunst zu schaffen und die Frau, in deren Schulebeallen anderen stand, war seine
Frau Suzannah. Er dankt ihr in dem wunderbarencBegank* (, Tak").

(Ubersetzung aus dem Norwegischen: Sabine Richter)
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ET KORT NOTAT OM IBSENS BRUG AF TITLER OG NAVNE

JPRGEN STENDER CLAUSEN **

RESUME. Et kort notat om Ibsens brug af titler og navne Forfatterens valg af titel
0g personnavn i sine veerker giver os ssedvanlighgervigtige oplysninger om tid,
sted og miljg. Men derudover kan der ligge en rasiduealer om stil og genre og om
forfatterens holdning til sine personer. Endvideee de forskellige tidsaldre deres
foretrukne titler og navne, ligesom de enkelte qukni i et forfatterskab er
karakteriseret ved en bestemt navnepraksis. lleighing er i s& henseende typisk,
og i @vrigt giver hans samlede produktion forfatieer et halvt arhundrede et rigt
materiale til en onomastisk undersggelse. Det oenfé2 titler, 257 navngivne
personer og et meget stort antal unavngivne. Mensngennemsnittet af savel
navngivne som unavngivne personer er relativtitdsttidlige "romantisk-historiske”
stykker (15 navngivne og tit endnu flere unavngjyisé falder antallet til under det
halve i savel de "realistiske” samfundsdramer, safe "symbolske” stykker. Men
samtidig er det interessant at bemaerke, hvorldukEnli begge disse grupper ofte
benytter symbolske titler og navtigt.dukkehjener i denne forbindelse symptomatisk.

Ibsens benyttelsen af symbolske navne og titlrpofte henviser til andre
littersere veerker og tidsaldre, ikke mindst af gatmowelisk oprindelse, gor det
ofte vanskeligt at "fa fat i” det intertekstuelldement og maske umuligt at
overseette.

Artiklen er et forsgg pa gennem fremdragelsenaafierfa eksempler at
belyse dette forhold.

Enhver forfatter veelger omhyggeligt titel og penmsavne. Det sker ikke
mere eller mindre tilfeeldigt. Og de signalerer dedntil lseser (eller tilskuer) en
raekke oplysninger, som ikke alene kan have at gm@ genre og stil men ogsa
med tekstens atmosfeere, samfundsmiljg, relatidoéatterholdning etc. Holbergs
valg af titler og personnavne i sine komedier & henseende emblematisk. Han er
uden tvivl en af de stgrste mestre pa dette fettrdisk litteratur, og en reekke af

" Universitetet i Pisa, Italia

™ Jorgen Stender Clausen, 1961-68 studieopholds, FBalogna og Firenze. 1968 cand.mag. i nordisk
filologi og italiensk sprog og litteratur fra Kalieavns universitet. Dansk lektor i Rom 1968-75. Prof
incaricato (associeret) i nordisk sprog og litteratved universitetet i Pisa siden 1973.
Forskningsstipendiat ved Litteraturvidenskab, Kélens universitet 1976-79. Fast anseettelse i Pisa
som associeret prof. 1980. Vikariater ved Univardégli Studi di Firenze 1983 og 1998-2000. Redakta
af tidsskriftet "Studi Nordici” 1994- samt af skeérien "Biblioteca scandinava di studi, ricerchtesi”
1986. Har udgivet bgger og artikler om Holberg,ri8ies, Ibsen, Strindberg &in de siéclgpa dansk
(og engelsk) og antologier, brevvekslinger og ktikm de samme emner pa italiensk. Har oversat en
antologi af Antonio Gramscis ungdomsskrifter tihele



JYRGEN STENDER CLAUSEN

disse titler og navne er bevaret i dagligsprogetden folkelige forestillingsverden
den dag i dag. Ofte var de, ligesom dialogen, ligeterede, og til tider
anakronistiske, paradoksale, ambivalente eller mbskMen det gjorde ikke noget,
for forfatteren var jo Hans Mikkelsen, der var lgggi Kalundborg, og ikke Ludvig
Holberg, professor ved universitetet i Kgbenhaweudonymet Hans Mikkelsen
stiller Holberg mere frit, giver ham stgrre distantl stoffet, og giver ofte
anledning til metapoetiske indslag enten i dialgdgenved "forklaringer” rettet til
publikum, eller i forord og noter.

Forfatteres (og foreeldres) valg af navn er blanuiea bestemt af det
forhold, at navnet ikke blot betragtes som en betl=g og identifikation af
mennesket men ogsa som en beskrivelse af det. Naanen historie og en skeebne,
der knyttes til den person, der beerer det. Troenser nordiske gudenavne og
Biblens navne, iseer kristne helgen- og apostelnaflorerer stadigveek i nordisk
navngivningstradition — og i Ibsens stykker. Mem dar ogsa tabu-navne pa ting
eller personer, som fremkaldte raedsel og ulykkés te blev udtalt. Ofte var det
udtryk for overtro, der som bekendt ogsa er ensstemy Det haenger sammen med
"at mennesket i dets fysiske eksistens ikke er hagsolut selvsteendigt, isoleret
vaesen, men derimod star i en vedvarende og rdghftlse med mange ting, der
findes omkring det i naturen” (K.Nyrop, VI, pp. :136).

I denne forbindelse kan det endvidere nesevnes, s#nllofte benytter
efternavne, der ud fra det toponomatiske aspelersigppget om personernes
oprindelse og sociale status: Sol-ness, Fjeld-hdg-&ad, Stens-gard, Lyng-strand,
Elv-sted, Lav-borg, Bro-vik, Borg-heim, eller sorarkorientere og pavirke vores
sympati eller antipati for personen: Ulf-heim, $tonann, Strd&-mand etc., altsa
med en symbolsk og komisk betydning. Fx. kan steit alle ti personnavne i
Kjeerlighedens Komedid862) henfares til denne kategori.

Navne- og titelvalg angiver imidlertid ikke blotrikelle mellem forfattere
fra samme tidsperiode, for eksempel Ibsen versiisdBerg, men ogsa udviklingen
inden for et enkelt forfatterskab, sasom lbsensyr e enkelte perioder i hans
digtning i hgj grad kan afleeses i valget af tidgrpersonnavne. Perioder som mere
eller mindre preecist kan defineres som den romamtiden realistiske og den
symbolistiske periode.

I Ibsens tilfeelde omfatter hele dette stof 22rtilg 257 navngivne personer
samt, specielt i de tidlige "romantisk-historisk&Kuespil til og medPeer Gynt et
omfattende antal unavngivne medvirkende, der sayal rngives ved det arbejde,
de udfarer: tjener, eller ved en massebetegnelsderster. | disse farste skuespil er
der gennemsnitlig omkring femten navngivne persagmerstykke, og som regel
med "historiske” navne. Fx. h#tongsemnernél864)20 navngivne personer. Mens
gennemsnittet falder til omkring syv navngivne peey i de fglgende stykker samt
fa eller slet ingen unavngivneGengangerehar saledes kun fem navngivne
personer og ingen uden navn, malds vi dade vagnekun har henholdsvis fire og
to samt et antal "tjenere, badegaester og barn”.
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Hvis hele dette stof blev behandlet i lyset af demderne onomastik og
herunder statistisk og sociolingvistisk, ville detinne give en raekke vigtige
indikationer om udviklingen i Ibsens veerk, i haasshing og i hans kulturelle
baggrund, foruden at det ville lette arbejdet feerseettere og gare det af med en
stor meengde fejl og uklarheder.

At en person er uden navn betyder ikke ngdvendigtishan ogsa er
"stum”, altsa uden dialog. Tvaertimod kan der vadiagt ham en vigtig rolle som
fx. "budbringer”, "tjener”, "inspektgr ved badet'tee, og personbetegnelsen er
tilstraekkelig for at forsta handlingsgangen, daikké er denne persons navn og
karakter/psykologi, der har interesse, men hangiimsom (direkte eller indirekte)
kommunikator. Ja selv en hovedperson kan veere nden, saledes som det er
tilfeeldet i Hamsuns romasBult (1890) eller han kan heddegen (1920) som i
Borbergs ekspressionistiske teaterstykke af sanmswma, rellerDen ukendtesom i
StrindbergsTill Damaskus(1898). Det afggrende er, at hvadenten en person er
navngiven eller ej og uden nogen betydning for kiagdn, kan harfremkomme
med (eller modtage) nogle fundamentale oplysnirfgerforstaelsen af stykkets
intrige eller "atmosfaere”. Man kunne fx. neevnedkpar replikker, husholdersken
Madam Helseth Rosmersholnfremseetter i stykkets fgrste linier, hvorved den
stemning af gru og anger, der karakteriserer htdenrsingen, straks angives:
"Vager han sig over kloppen?”, siger hun, da hurRasmer ga hen ad mgllevejen,
det vil sige "gar han over gangbroen?” [jeg harrsatdet, da jeg selv matte bruge
ordbog i forbindelse med "kloppen”]. Og da Rebekkarer "Det er det jeg vil se. . .
Nei. Han vender om. . .”, tilfgjer: "Herregud, Jaet ma vel falle tungt for pastoren
a tre overdenkloppen. Der hvor slikt noe er skjedd, der —”. Ganogn (et par
simple planker over fossen) er det sted, hvor Rositkene Beate er druknet, og
det er dbenbart denne haendelse, Rosmer gruer over.

Man kunne pa sin vis sammenligne en sddan "andgsmalie” med den
person man far i tiden kaldte en "konfident”, aleséven eller en bekendt eller en
tiener, som en af stykkets vigtige personer heneesd til, samtidig med han at
derved indirekte far kommunikeret nogle oplysnindiérpublikum og maske
forteeller noget, som de andre personer i stykkke iked eller ikke skal vide.
Denne konfident er i reglen navngiven, men ogsssedilfeelde er navnet ligegyldigt.

Personbetegnelsen kan imidlertid vaere mere ajlersia karakteriserende som
et navn, idet den kan "farve” og tydeliggere atremrgin og betydningsbaggrunden. At
Irenes "selskabsdameNar vi dgde vagneer diakonisse og ikke en hvilkensomhelst
Fru hvemsomhelst er af betydning for vores opfadtedg vurdering af Irene. Og
selv om denne diakonisse kun har en enkelt repiitykket, s& er hendes blotte
tilstedeveerelse pa scenen af stor vigtighed féorata Irenes fremtraeden. | denne
forbindelse kan det anfares, at der ofte er stwkéd pa de oplysninger henholdsvis
laeseren og tilskueren far. Fx. kan tilskueran at Irenes rejseledsagerske er
diakonisse, men for leeseren er det ngdvendigetagtér specificeret i personlisten, i
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modsat fald bliver det uklart, hvilken indflydeldenne person udgver, og hvorfor
hendes eneste — og samtidig stykkets sidste repliRax vobiscum”.

Navn og titel kan veere neutraldenrik den 1V, Niels Lyhneeller de kan
veere symbolske eller allegoriskeSorgagre, Pelle erobreren, Lykke Per,
Vildanden Titlen kan vaere en konkret situatiahul i kgbmandsgaardemller en
lokalitet: Langelandsrejseetc. Og den kan indeholde forskellige referencer og
hentydningerKaerlighedens komedie

Det er formalet med denne artikel at naevne nogleeksempler pa navne
og titler fra Ibsens dramaer, og herunder hans lafugjtler i en intertekstuel
sammenheaeng — allerede ordet drama, som han oftejkke altid, skriver under
titlen, evt. sammen med et tilleegsord, seetter @ér betragtninger igang, fx.at et
drama, saledes som det ofte er tilfeeldet hos Ibsam,indeholde savel tragiske
som komiske elementer: det moderne menneskelivade en komedie og en
tragedie. Og lignende betragtninger af dramaturgislopstar i forbindelse med en
hel reekke andre oplysninger: forord, efterskrifavmeliste og genrebetegnelse,
oplysninger som kun leeseren nyder godt af, og sttenbetegnes paratekst. | en
dramatekst findes der endvidere en bitekst som &ttenf allt i ett drama som inte
verbaliseres pa scenen, allt som inte ar <det d¢atadet>. Till bitexten kan man
rakna ocksa pjastitelen och replikrubrikerna”. (Hgirnqvist, p. 149).

I lighed med alle de gvrige nordiske forfattere ¥800-tallets farste halvdel
med Oehlenschlager i spidsen, var lbsen steerkrkevaf det gammelnordiske
sagnstof: legender, fabler, mytologien og ikke reinfblkeviser.Gesta danorum
og de kort tid forinden "genopdagede” islandskeasadplev plyndret og efterlignet,
og det nordiske navnestof fandt vej til forfattesweerker.

Det fremgar tydeligt af den store nordmands brugite og navne i de
farste "historiske” stykker til og medongsemnerng€1864). Men ogsa Brand
(1866) ogPeer Gynt(1867) er der fuldt op af trolde og elverpigerlvBenavnet
Peer Gynt er som bekendt en person fra de nordkexfentyr.

| de "realistiske” og samfundskritiske dramaer bedgr den udbredte brug
af symbolske titler og navn&amfundets stgtter, Et dukkehjem, Gengangere, En
folkefiende Og navnene pa de tre vigtigste persongét dukkehjener Thorvald
altsd den nordiske krigsgud i fuld udrustnihtmra, et diminutiv til Eleonora, den
tragiske heltinde fra den europaeiske teatertraditedler det forelskede pigebarn
hos Holberg. Og endeliBank der som en krumrygget gentleman er pa vej ud af
tilveerelsen.

Ibsen “"genoptog i sin alderdom en elementsymbadditen han havde
anvendt i nogle af sine romantiske ungdomsdramdegrmaendeneg Gildet pa
Solhaug Dengang skete det under indtryk af folkeviser sagjaer og altsa pa
grundlag af allerede omformede, menneskeliggjoatenmdtryk”. Men nu, fra og
med Rosmersholmforsggte han "at aftvinge elementerne en psykisknimg’
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under pavirkning af moderne evolutionslaere” (Aagentkiksen, p.16). Luften,
jorden og havet besidder hver for sig nogle kraafearbade tiltraekker og frastader
og har dermed afggrende betydning for mennesketedi lykke. Det er ikke
leengere noget blot og bart symbolsk men arketypgKorankret i det ubevdste.
Havet bliver for Ibsen menneskets oprindelige eleimei drages mod havet og
leenges efter det, og vi er bundne og afhaengigeaaéthog gnsker at komme
tilbage til det, det repreesenterer det evigt talMen det er isser kvinderne;
maendene er godt tilfredse med jorden, hvor de malir keerligheden ved at
udkaempe blodige kampe om prestige og magt, oge&wder op mod lyset, op i
luften, sa falder de ned og tilintetgares, somfxlegr tilfeldet iBygmester Solness
og Nar vi dgde vagner

Denne dragning mod havet er forbundet med sekstelit og det
dokumenteres allerede i folkeviserne, hvor billddet konkretiseret og legemliggjort
af en havmand, der kunne drage kvinderne og fardethned i havet, fx.Agnete
og havmandenhvis historie blev gendigtet af H.C.Andersen. dt dhele taget
myldrede det med havfruer og havmeend i folkevisegne Romantikken, og en af
dem hedder Rosmer havmand.

Det er nu kun uhyrets navn, der udger titlBosmer havmandg det er
med dette navn, folkevisen er gengivet hos Sventh@vig (I, p. 72 ff.), som
samtidig analyserer og aftrykker de forskellige kojfter, som foruden dem af
dansk oprindelse omfatter skotske, svenske, iskndseragske og specielt norske.
Historien er stort set den samme i alle opskrifbgrgendigtes af Oehlenschlager i
Digte 1803 Elina, kong Ullers elskede, er forsvunden, menden samler sine
meend og sejler afsted for at finde hende, hvillgtdolykkes efter en maengde
genvordigheder, herunder en storm som medfgre atetRorak! . . . og Skibet
sprak.” Og Eline forteeller nu sin historie, nemfigordan hun "En Sommeraften,
klar og huld”, da hun sad pa stranden, blev oveefabg bortfgrt af den engjede
Rosmer havmand, der "stak ned i Dybet paa en Heg’at hun nu har siddet pa
"Havsens Bund” et ar. Eline bliver altsd reddet, kam leve lykkeligt med sin
Uller. Men hun har jo heller ikke ladet sig dragehavmanden, saledes som det
seedvanligvis er tilfeeldet med folkevisens kvinddet er i samme situation. Men
det kan jo ogsa veere at det er lagn, og at hengléBehlenschlagers version er
tilpasset tid, sted og omstaendigheder: den selkstiktbekning er veek, den er en
saga blot. Men da Ibsens skr@esmersholnf1886)var Biedermeier dgd som en
sild, og man turde naevne tingene ved deres rette na

Navnet Rosmer var et tabuord og er derfor tilsgdehde ukendt i de
forskellige opslagsveerker og navneencyklopaediet. dDeste sted, hvor det har
veeret muligt at finde noget erQrdbog over det danske Sproger star under
opslagsordetRosmer— men med et kors foran, alsd "nu ubrugeligt”,dat i
oldnordisk skrives "rossmall” eller "rosmhvalr”, ogeeldre nydansk, altsd de
eeldste folkevisers sprog, betad "hvalros”, "havniand
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Det er ikke alene muligt men nok sandsynligt, atelb foruden den
oehlenschlagerske version kendte folkevisen, one ikkdet sa fradDanmarks
gamle Folkeviser(1856 ff.). Og det samme gjorde alle belaeste ognelda
mennesker i samtiden, og det fortsatte de medrat mendst til og med midten af
forrige arhundrede — men selvfglgelig kun i Norden.

Ved at seette navnet Rosmer op i titlen, understrdggen forbindelsen
mellem folkevisens og dramaets hovedpersom, liggsmmalluderer til havmandens
foretrukne element, havet, ved at tilfgje ordetliip og medRosmersholnhar vi
saledes en allusion om stykkets miljg og situatibsen forsyner os med andre ord
lige fra stykkets start med oplysninger af storytaing for vores gestaltning af
Rosmers og af stykkets to kvindeskikkelsers karasgehistorie. Og vi er saledes
pa forhand orienteret om den seksuelle tiltreeknivay) udgver over de kvinder,
som — i modsaetning til folkevisens heltinde — takieeret deres erotiske beseettelse
gar deres undergang i mgde: de drukner (sig) begigessen.

De to kilder, Ibsen henviser til: folkevisen @ggte 1803 var som naevnt
velkendte i samtiden, og alene af den grund erkstgktitel i langt hgjere grad
associationsdannende end den titel, han fgrst hasdkt sige at benytt®e hvide
heste Det drejer sig om havjeetten Zgirs heste, salsdes de naevnes i den
nordiske mytologi, dvs. bglgerne, der er Agirs sanfgir var tillige guden for de
forskellige havveesener, der overfaldt kvinder digusmde. Ibsen havde altsa teenkt
sig at benytte dennieenningsom titel for derved at alludere til druknedgde®nm
ville derved ikke have opnaet at forme den karadtikrhverken af hovedpersonen
eller af de to kvindeskikkelser, som den endeitgktil gengeeld udtrykker sa praegnant.

Hvad gar en overseetter med en sadan titel? Hvisk@ver "Rosmers @”,
bliver folk forvirrede, da det ikke svarer til skgts geografi. Hvis han skriver
"Rosmers hjem”, som de gar i Frankrig og Italie gsr det ogsa galt, idet titlen i
begge tilfaelde blot far betydning af en mere eiténde neutral stedsangivelse.
Overseaetteren veelger derfor fornuftigvis ofte titlRosmersholimsom eventuelt
kan forstas i sin fulde betydning pa engelsk ogitysk. | sin ellers meget preecise
og interessante bodpsen (1916))gb den kendte italienske Ibsen-ekspert Scipio
Slataper sur i problematikken, da han selvsagt ikkadte noget til Rosmer
havmand eller til holme, og da stykket som neevnitgdéensk heddeta casa di
RosmerHan tolkede nemlig "casa” (hus/hjem) som "gard”,gmy derpd meget ud af
at beskrive det norske miljg og traditioner, id&atden er den norske families
hjem og dens verden” (Slataper, p. 265).

Og for at det ikke skal veere lggn, gav Ibsen saRigmer fornavnet
Johannes. Altsa et rigtig godt kristent navn, darer til den forhenvaerende pastor
Rosmers kald, som gér ud pa at skabe "glade adetsraker”. Men der er den
hage ved det, at der synes at have veeret en visi@venod dette navn. Det havde
en ringeagtende betydning, og Nyrop naevner en ra&dkikenensatte betegnelserne
sasomKlodshans(altsa egentlig Klods-Johannes) og anfgrer desedaitat fra
HolbergsUlysses von Ithaciader illustrerer denne negative holdning til navne
(Nyrop, pp. 112-113).
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| Fruen fra haveser vi havmanden lyslevende pa scenen, skgnbgledéds, at
han er druknet. Det er altsa en levende dgd, hdeméfterhanden begynder at veere
adskillige i Ibsens seneste stykker. Han heddenari og han lever sit liv frit og
uden skupler men er samtidig trofast, og i modsagtii Rosmer havmand er han
feminist og respekterer kvinderne, saleders atkstygk hovedperson "havfruen”
Ellida har tiltro til ham og er ham huld. Og hugesiom ham: "den mand er som havet”.

Men de mest levende dgde er hovedpersonexae i dade vagnerhvor
titten samtidig er en af Rubeks replikker, derlféne til at svare: ” - s& opdager vi,
at vi aldri har levet”.

Ibsen har her, ligesom det var tilfeeldet mRdsmersholnog lige sa
bombastisk placeret en intertekstualitet i titletette tilfeelde drejer det sig om et citat
fra KierkegaardsSkyldig — lkke Skyldjghvor frater Taciturnus foretager et
"Psykologisk eksperiment” med hovedpersonens (ofatterens) lidelseshistorie,
altsd ligesom lbsen gar med Rubek. Og det unge es&erQuidam skriver dagbog
om sin historie og om den tidligere elskede. Omgaaen skriver han om keerligheden
0og om natten om lidelsen. Og ved midnatstide derjat@iar, skriver han:

"Alt sover; kun de Dgre stige nu frem af Gravenlege om igen. Og end
ikke det gar jeg,

Thi da jeg ikke er dad, kan jeg jo ikke leve om, deysom jeg var dgd,
kunde jeg jo heller

Ikke leve om, thi jeg har jo aldrig levet.” (Kiergaard, VI, p. 224).

Det var i det hele taget ikke levende dgde dettekerpa i Kierkegaards
forfatterskab og i den efterfglgende tid. Kierkeglaangiver som bekendt, at bogen
om Andersen stammer fra "en endnu levendes papineghs han i afhandlingen
Det antike Tragiskes reflex i det moderne Traglsdexder at veere dad.

Ibsen var moralist og bar pa en anseelig skyldfglebg det blev ikke
bedre ved at laese Kierkegaards vaerker. Men paudét gunne han ikke styre sig:
Kierkegaard er et fixpunkt pa den ibsenske stigmatel.

Men derfor kunne han godt, lige som Holberg, mageoser menneskets
seerheder, og det er kendt, at han for at tegnaraktlr i stor udstraekning benyttede
treek fra samtidige personer. Ogsa for at karikera.cEn meget samtidig skikkelse
var Knut Hamsun, som banede sig vej i det litteredonis ved at hugge ned til
hgjre og venstre pa udpreeget norsk facon. Og agséaer lbsen stod for skud.
Men i stedet for at tage til genmeele mod det ungemaske, kunne man jo lave en
karikatur af ham i et stykke. For det farste kumnan give ham et navn, som
angav, at han kom et eller sted fra oppe i vildrearkvor ulv og bjgrn er daglig
kost. Dernaest kunne man udnaevne ham til stonatdjsj, der samtidig jagter og
drager kvinderne naesten lige sa meget som en halrogn stedet for hvalrosser
forsyne ham med et koppel glubske jagthunde, akeimellem far tilkastet en luns
rat ked, men hvis de er sarede fer et skud hagbpgen. Neesten lige som den
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veeldige jeeger lgjtnant Glahn i romarfean (1894), der skyder sin hund og sender
liget som gave til den pige, der har veeret ham. Enolvidere kunne man tilfgje, at
nar storvildtet er anskudt, sd var han der hurtigtd sin kniv og gar det af med
byttet. Og s& kunne man lade den naive Maja fglelsiget af sddan et mandfolk.
Som taenkt sa gjort. Karikaturen af Hamsun fik nawkheim og glimrer nu til
tidernes ende ved sin larmende tilstedeveereélss vi dade vagner
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DOLL HOUSING

MARK B. SANDBERG'[TJ

ABSTRACT. Doll Housing. This article examines the ways in which Ibsen
undermines the easy embrace of the notion of "hamieis 1879 playA Doll House

A close reading of the word pair “house” and “homeVeals how the play's
contest of architectural metaphors opens up sgaaaihking about new positions
beyond simple endorsement or rejection of the benisghome. Nora is an early
example in Ibsen’s prose plays of the "modern urdipita character whose rejection
of the home resonates with the much broader cullstaekes of architectural
thought among progressive authors of the late eémh century.

One of the most persistent features of Ibsen’seppieys taken as a group is
their special, ongoing interest in architecturatapbor. This interest exceeds what one
might otherwise expect of the bourgeois interi@nai, which by definition is in some
sense already exhibits an architectural sensikilitg to its special interest in the
substantive representation of domestic space athe iimterface between publicity and
privacy. An assumption of this essay, howeverha tbsen’s interest in architecture
goes beyond the general late nineteenth-centurgt toevard “great reckonings in little
rooms,” to use Bert States’s phragbsen’s plays, with their glass walls, doll hoyses
orphanage memorials, attic lofts, widow's villasdanaster builders, deploy a more
conspicuous architectural thematic than that orghin@xpect from the simple formal
development of realistic interior drama. Thatti$s not surprising given Ibsen's realist
aesthetic that his plays take place largelyhe house; more interesting is that these
dramas araboutthe house at the same time.

Another way of saying this is that Ibsen's notidrthe free individual is
quite inextricably entangled with the architecturahgination. The most reductive
version of that claim would be that Ibsen’s indivaism is resolutely anti-

" University of California, Berkeley

™ Mark B. Sandberg is Associate Professor of Scavitim and Film Studies at the University of
California, Berkeley. His publications treat issirethsen’s dramas, Scandinavian film history, &atd
nineteenth-century visual culture in Scandinavis. tdajor work on the latter topic was published
in the bookLiving Pictures, Missing Persons: Mannequins, Museuand ModernityPrinceton
University Press, 2003). His current research ohetua book-length examination of lbsen’s
architectural imagination. He also serves as orthefead editors for a new multi-volurhiéstory

of Nordic Literary Culturessponsored by the International Comparative LitesaAssociation.
He is member of the International Ibsen Committee.

Bert StatesGreat Reckonings in Little Rooms: On the Phenonogyolof Theatre(Berkeley:
University of California Press, 1992).



MARK B. SANDBERG

architectural—to be free is to leave the home. T$hike way Ibsen's 1879 pla4,
Doll House is most often understood, with its dramatic slangrof the door and
turning of the back on domestic life. But this kinfl freedom—the absence of
architectural constraint—is still profoundly aragdtural in its point of reference
(there are many other ways of conceptualizing fmeedvithout invoking the
rejection of a built structure). Nora's freedom sidg the home will remain
informed by the idea of home, even if in negatibne task of this essay will be to
explore this complex dynamic in detail.

| begin by emphasizing the strange title of theypktrange in the sense
that in Norwegian we are dealing with a neologisrhe-worddukkehjenseems to
have been invented by Ibsen for the occasion af phdy. The word is not now
listed in theBokmalsordbolat all, and th&Riksmalsordbokists it only in reference
to Ibsen, marking it as literary usage and definfrius: “et tilsynelatende idyllisk
hjem hvor mannen forkjeeler konen, men ikke beharttd@ne som en selvstendig
personlighet® ("an apparently idyllic home where the husbandlisguos wife, but
doesn't treat her as an independent personalityg"pther words, the dictionary
definition of the worddukkehjemwhen it is listed at aloincides exactly with the
plot of Ibsen’s play. The wordukkehjemfor all its current fame, is still Ibsen's word.

For his title, Ibsen could have used the commondwor a miniature toy
house dukkestugand in fact he does have Nora use that wordcati@al point in
the first full draft of the play, where Nora sagsTorvald, “Vort hjem har vaeret en
dukkestue.” (“Our home has been a doll house.”) In the finablshed version
the key word in this line gets changeddégestug(SV 358), probably for stylistic
reasons (Rolf Fjelde translates thegestueinto English as “playpen,” but more
literally means "playroom™.In both the draft and the final version, that same
speech reinforces the "doll house" metaphor withrado realization that as
Torvald’s wife she has really only beemakkehustrya doll wife) and alukkebarn
(doll child). In the final draft, however, the onfgmaining invocation of the doll
house phrase as an architectural structure iititth.

It is interesting, then, that no English translatihat | am aware of has
ever tried to translate the title literally &sDoll Home Instead the translation
attention in English has centered on the questiavhether to call the playA Doll
House” or “A Doll's House" Neither of those translated titles, however tuegs the
slightly jarring combination of the worddukkeandhjem jarring because of the
contrasting resonances of those two terms: thegigilis association with an empty
mimesis against the presumed authenticity and doateotional depth of the home.
By not choosinglukkestugethen, Ibsen forces a clash of perspectives tmatenges
widely held assumptions about “home”; we are leftrtuse on which half of the
term—the "doll" or the "home"—uwiill trump the othierrhetorical terms.

2 Norsk Riksmalsordbokol. 1 A-L (Oslo: Aschehoug, 1937), 750.

3 Henrik IbsenSamlede VerkeHundredrsutgave, vol. 8 (Oslo: Gyldendal NorsKden 1933), 442.
All citations from the original Norwegian text & Doll's Houseand its drafts are taken from
Volume 8 of this edition.

“ Rolf Fjelde, transbsen: The Complete Major Prose Plgf¢ew York: Plume, 1965), 191.
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The difference betwednmusandhjem between “house” and “home,” is worth
considering as well. The contrast is both a comewsisal and a theoretical one.
These or similar terms form a binary lexical pairmiost Germanic languages with
quite similar effects. The wotltlis(or house) is the more neutral term, connotirtig lit
more than a physical structure, whitgem (or home) is commonly laden with
emotional resonance and notions of origin, groupdiuthenticity, security, and
comfort. But the inescapabley binary nature of fyering makes it ripe for
deconstruction; it is easy to see how the fullercept of “home” depends in fact on a
contrast with the evacuated notion of “house” fsrpersuasivenes$Home” cannot
work rhetorically without “house” as the lessernitastive term. What is a home?
Hard to say, but it is clearly more than a houskal/is a house? Less than a home.

The German version of this binary is found in tteer plaus and Heim,
which has received an extra theoretical richnesstduFreud’s interest in the idea
of “das Unheimliche” in his famous essay of 1§1eud's main point is that the
etymological connection between the two apparesdparate meanings of the
German adjectivéaeimlich—it can mean both “secret” and “familiar"—allows us
to see the ways in which the experience ofUnéeimlich(or the uncanny, as it is
usually translated into English) is the return ofngthing strange or secret that
used to be familiar, but now repressed. In Gerrtrenroot of the word “unheimlich”
("heim") makes an etymological connection betwdenunfamiliar and the idea of
home, and links the house/home dichotomy to a mudader philosophical
discussion. (The usual translation of this Germamtwith the word “uncanny”
does not have that effect in English, but the fhat we need the word “familiar”
and "unfamiliar® to get at many of these same cptecaloes maintain that
connection to the idea of the family and the intenarivate sphere.)

The architectural theorist Anthony Vidler has exjgd this opening in
recent work and extended the notiordat Unheimlich¢o include a more general
“not being at home” in modern and post-modern thoug his bookThe Architectural
Uncanny: Essays in the Modern Unhom#figler argues for a specificalljmodern
uncanny within the longer history of that idea. SrTargument emphasizes that the
real displacements and social shifts of late namtecentury modernity and
urbanization, intensified especially with the citamic events of WWI, entailed a
profound philosophical shift in notions of home. B® sure, post-war philosophers
disagreed about the fundamental priority or esabksimn of “home”—was it after
all an authentic point of origin that had been,lasthad that idea of shared origin
always been an illusion in human thought, now uedeby recent widespread
traumatic experience? But there was neverthelessrgeagreement that in the

5 This is the type of argument pursued at lengtiMisrk Wigley's examination of architectural
metaphor in the philosophical thought of Derrida, The Architecture of Deconstruction:
Derrida’s Haunt(Cambridge, MA: MIT Press, 1993).

® Sigmund Freud, “The ‘Uncanny™ (1919), ifhe Standard Edition of the Complete Psychological
Works of Sigmund Freu@4 vols. (London: Hogarth Press, 1955), 17:217-25
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aftermath of the war, home could no longer be tdkegranted as a concept, even
by those like Heidegger who were interested inimgtg a philosophical use for
this and related terms like “dwelling.” To be madephilosophically speaking,
was to be homeless. As Vidler puts it, “Estrangetmeamd unhomeliness have
emerged as the intellectual watchwords of our egritu

Vidler deliberately uses the word “unhomelinesstéad of “homelessness.”
To use the word “homeless” is to retain the lodich® home and in a sense to
continue speaking from within its walls while clang to be outside them. To be
unhomely, or Unheimlich, is by contrast to beginwonder about that very logic, to
become unmoored from the familiar and to find exise suddenly and productively
strange. It creates a space outside the usualtditlyoof thinking about the home,
a dichotomy that goes something like this: eithee accepts the logic of the home
and remains within it (in which case its main qtyails security) or one rejects its
logic and leaves (in which case that same quaditgeen as entrapment and the
departure therefrom as liberation). With the tenmHomely," Vidler encourages
ways of thinking outside this simple embrace oecgpn of the home.

When Ibsen wrote his play at the height of the eaois nineteenth century,
the emational preference of “home” to “house, himto hus would have been more
or less automatic. For the middle classes at ldasideology of home was like the air
one breathed: unnoticed, invisible, and absolutsisential. But as Ibsen and other
similar writers increasingly began to realize, feeurity of home could be its most
confining aspect as well, and its power to calthg emotional values of childhood a
hindrance to the development of independent, faiizinking adults. Ibsen can thus
be placed in a series of avant-garde thinkersstartend writers who detached
themselves intellectually from the idea of “homeétree end of the nineteenth century
and the beginning of the twentieth. Using a goodwsgian term, we might group
them under this rubricHyggeand its Discontents” (Coziness and its Disconjents

One of the crucial strategies for a social crik@ lbsen, then, was to
empty out the concept of home. Errol Durbach hadartais point about Ibsen’s
notion of “home” in his book-length study &f Doll’'s House He writes: “If we
pride ourselves that we no longer live in dollsubes, it is because plays like
Ibsen’s have undermined so thoroughly the Victofiamdations of ‘home’ and
‘family,” exposing them as empty and oppressivenshan a world where such
ideals are maintained only at the expense of sjation and deceif"Another
way of putting this is that Ibsen was writing apigotal moment in the history of
thinking about the home, a moment when it becanssipte to subvert the existing
automatic hierarchy of “home” over “house.” We ntiglven say that this issue
was a crucial marker of progressive thinking ireliss time.

” Anthony Vidler, The Architectural Uncanny: Essay in the Modern Unkty (Cambridge: MIT
Press, 1992), 9.
8 Errol DurbachA Doll's House: Ibsen’s Myth of Transformati@Boston: Twayne, 1991), 28.
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Nora enacts this trajectory both in her initiallesgerate clinging to
notions of home and in her eventual rejection thier&t the beginning of the play,
Nora piles up the adjectives around the word “hdrabmost as if to protect the
term from scrutiny by calling up its habitual cotaitons. She confides to Fru
Linde in Act 1 that Torvald mustn't find out hercset, saying: “Det vilde ganske
forrykke forholdet imellem os; vort sk@nne lykkaigjem vilde ikke laenger blive,
hvad det nu er.”§V 287) (“That would just ruin our relationship. Opbeautiful,
happy home would never be the same,” Fjelde 13&@rLavhen trying to win
Krogstad's job back for him, she piles on no lekant five qualifiers in the
Norwegian original when she begs Torvald, “Nu kundé det sa godt, sa roligt
og lykkeligt her i vort fredelige og sorglgse hjem.” (SV316) (“We could be so
snug and happy now in our quiet, carefree homeé Fjeldel160).

When the fagade of home drops away in Act 3 withghocking revelation
of Krogstad's first letter, the worllustends to substitute for talk of home in the
long conversation between Nora and Torvald. Witligen's schematic, a true
glimpse behind the curtain, reveals a house, rfudrae. The remarkable thing is
that by setting it up in this way and using reatititeria as the measure, Ibsen has
inverted the house-and-home dichotomy so that nmuse” emerges as the more
authentic of the two terms. Authenticity has becamguestion of accuracy, not
true feeling. “Home” has been exposed as the tisehteffect; “house” is the
reality left behind when the illusion of home ispielled under pressure.

Take for example Torvald's feverish attempt to faikk way through the new
blackmail situation that presents itself: “Og hwdig og mig angar, s& ma det se ud,
som om alt var imellem os ligesom fgr. Men natuitickun for verdens gjne. Du blir
altsa fremdeles her i huset; det er en selvfgl@/353) ("And as for you and me, it's
got to seem like everything between us is just a@$—to the outside world, that is.
You'll go right on living in this house, of courséjelde 188) “Home” in this passage
is clearly associated with the show to the outaiddd; what remains for the future is
the reality of going on living in the house, whioh Torvald is a much reduced form of
existence. “Going on living in a house” is the eqient of “at redde resterne,
stumperne, skinnet—S8V 353) (“saving the bits and pieces, the appeararicas-he
says immediately afterwards (Fjelde, 188). Fromvalol's perspective, the house can
only be conceived of as a ruined home.

How remarkable, then, that the term “home” retuwith the same cozy
adjectives after the second letter saves Torvaddsays, as if nothing has happened,
“A, hvor vort hjem er lunt og smukt, Nora. Her grfor dig; her skal jeg holde dig
som en jaget due, jeg har faet reddet uskadt hggéns klgr . . ."§V355) (“‘How
shug and nice our home is, Nora. You're safe hdkr&eep you like a hunted dove
I've rescued out of a hawk’s claws,” Fjelde 1899r Both readers and audience
members, the rhetorical reappearance of the sndig@y home comes as a bit of
a shock at this point, given what has just tramspilWe might wonder how the
original idea can really emerge from such an omgiawnscathed, and if we
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analyze that reaction carefully, it becomes clbat tve have been set up—Ibsen
employs the double reversal in order to estrangérams a widespread, accepted
rhetoric of the home. By having Torvald reintrodtice earlier rhetoric as if nothing

has happened, Ibsen is able to return familiarggsdo us in uncanny form at the
end of the play.

It is left to Nora to complete the destabilizatioh the terms, however.
Torvald’s quick return to the rhetoric of snug ammdy homes shows that for him the
idea of house without home was indeed an intolergbbspect, and the return to
familiar rhetoric is a willful turning of his eyesvay from what for him is the abyss of
unhomeliness. Nora’'s reaction is somewhat differ@mice she has seen the house
behind the home, she embraces it for its sobéatyreald refuses the return home, both
literally and rhetorically. This comes to mark afpund discursive difference between
the two of them. Indeed, it almost prevents thesmfunderstanding each other in the
final scene. One of the many failures of convessaticcurs when Nora mentions off-
handedly in her famous doll-house speech, “Sa lemni jhuset til dig—". Torvald
interrupts by calling attention to the term itséHivad er det for uttryk du bruger om
vort aegteskab?'SV 357). (Nora: “Then | came into your house—" / Tald: “How
can you speak of our marriage like that?” Fjeld&)18 more literal translation of his
reaction would be—*What kind of expressiontigt to use about our marriage?”
Torvald’s reaction foregrounds her use of a worded$e’—as a deliberate marker of
difference and distance from his world-view.

The word “home,” that is, no longer has any rhetdripower over her,
even when Torvald tries to call up its former magtbat is to say, its unseen
ideological power of social assent. He cries outlifferent points in the final
conversation, “Forlade dit hjem, din mand, og diaen!” (SV359) and “Du skulle
ikke have rede pa din stilling i dit eget hjemB\(360) (“Abandon your home,
your husband, your children!” and “Why can’t youdenstand your place in your
own home?” Fjelde 192, 193). Nora fends off thatenapts, not only by pointedly
translating Torvald’'s ternhjem (home) intolegestue(playroom), as mentioned
earlier in this essay, but by becoming very cawtiabout her own use of the
former word. When she tells Torvald she is leavisitg catches herself in the old
habit and quickly corrects herself: “Imorgen rejgsg hjem,—jeg mener, til mit
gamle hjemsted” §V 359). This is rendered not quite so exactly byldgeas
“Tomorrow I'm going home—I| mean, home where | caifnem” (192). In
Norwegian, though, the specific words are differ@iifte substitution ohjemsted
for hjem—*home-place” for “home"—is quite brilliant in thevay it dilutes any
emotional affect the latter term might have. Asagipg shot, when Torvald asks if
she will think of him after she leaves, she respoiby choosing her words
carefully, “Jeg kommer visst ofte til at teenke g 0g pa bgrnene og pa huset her
(SV364).” (“I'm sure I'll think of you often, and alub the children and the house
here” Fjelde 196.) After so recently losing heusibns about one home, Nora is
clearly not about to call up those of another. Heme for idealists.
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We might say that what Nora embodies is a hint dfawl will call
“contingent housing,” a germ of an idea in thisearose play that will develop in
more complex directions by the end of the twelhayptycle. That is, Nora
advances the idea that housing is no longer bestedeed of as existing prior to
the individual, but should instead be shaped by @irher. A house might be the
product of an individual's action in the world; ake says, her future living
situation is for her to find out. Just as she naykr has any pre-existing guidelines
of morality or religion that she accepts as valilere is also no obvious
architectural given. When one chooses the word hbmeontrast, one cannot help
but call up an entity that, like tradition, langeagnd ideology, pre-exists the
individual—people are born into anfihd their placesin homes. Houses, by
contrast, are built to fit needs. Conceptually &pen the word can make room for
considerably more individual agency.

Unsurprisingly, Torvald remains firmly entrenched the philosophical
priority of the home— that is to say, he stronghderses the idea that homes
shape individuals and not the other way around.gtésn warning to Nora about
dishonesty at the end of Act 1 expresses thisud#iin powerful imagery: “Fordi
en sadan dunstkreds af lggn bringer smitte og sygsitof ind i et helt hjems liv.
Hvert andedrag, som bgrnene tager i et sadantenuy)dt med spirer til noget
stygt” (SV307). (“Because that kind of atmosphere of liegétd the whole life of
a home. Every breath the children take in is filedh the germs of something
degenerate”, Fjelde 152). This is a strikingly miaterchitectural image—this house
filled with the germs of dishonesty—and the coraginetaphor underscores in a
powerful way the idea that the homets onand exists prior to its inhabitants.

In the first draft of the play, Dr. Rank expressesimilar idea, though to
different ends. In that draft Ibsen has him comnteste on a new carpet in the
Helmer apartment (Ibsen apparently thought bettehie comment while editing
and removed both instances from the final versiBu) the line is interesting for
the way it aligns with Torvald’s notion of the effeof home on inhabitant. He
says, “Et sadant gulvteppe forrenter sig, mine damed et saddant gulvteeppe
under fgdderne taeenker man hgjere og finere, man mablere, end hvor man gar i
en uhyggelig stue med de kolde knirkende plankeieusig. Og isaer hvor det er
barn i huset.” As a later addition to the draftsdb has him finish by saying,
“Racen foreedler sig under smukke omgivelsg¥'(387). (My translation: “A
carpet like that is worth it, ladies. With a carflige that under one’s feet, one
thinks higher and more refined thoughts, one fégilsgs more nobly than when
one walks around in an uncomfortable room with coléaking planks underfoot.
And especially when there are children in the house The human race refines
itself in beautiful surroundings.”) In his writingrocess overall, then, Ibsen was
clearly interested in this idea that homes shapplpevhen he gave attitudes like
this to both Torvald and Rank.
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Nora’s main critique goes right to this point—aftal, she has gone from
one "given" house to another, from her father'sTmrvald’s. This idea helps
explain a possible strategy behind one of the roorieus details of characterization
in the play, namely Torvald’s keen aesthetic se(idera says late in the play that
everything has been arranged accordingisdaste SV357) Ibsen’s point in giving
Torvald strong opinions about interior decoratierta emphasize that what Nora
finds so confining about the home environment iat tthe has not created it.
Because Torvald, like her father, has designedhbene (and by extension, has
determined the opinions and thoughts one might katren its walls), Nora finds
herself in structure not of her own making.

The common protests elicited by the play’s endifWyhere will she go?
Where will she live? Will she come back home?”) @tejuestions with architectural
implications, and all lose sight of the point ahare contingent idea of housing; all of
three of them remain firmly within the logic of th®me. lbsen’s play practically
taunts us to imagine an architectural solutionhte énding, to reconcile Nora’s
departure with some kind of future dwelling struetuBut the whole point seems to be
not to find another place that is readymade for hénemiic inhabitation—that would
be the same as finding anoth@mme Instead, lbsen seems to argue that if her
independent existence can be established firshulding will follow—if at all. The
terms of any future housing for Nora are of coasen for debate since Ibsen leaves it
famously undepicted offstage, or to put it anothay, leaves it unbuilt. Although he
has Nora slam the door on the home, Ibsen leavemmndering about housing, about
what used to be familiar, and about what structuifesny, might house a free
individual in the furture. To that extent, we, likera, have become “unhomely.”

BIBLIOGRAPHY

Durbach, ErrolA Doll's House: Ibsen’s Myth of Transformatiddoston: Twayne, 1991.
Fjelde, Rolf, translbsen: The Complete Major Prose Plajew York: Plume, 1965.

Freud, Sigmund. “The ‘Uncanny’.” lihe Standard Edition of the Complete Psychological
Works of Sigmund Freu@4 vols. London: Hogarth Press, 1955. 17:217-252.

Ibsen, Henrik.Et dukkehjemIn Samlede Verker, Hundrearsutgav&ds. Francis Bull,
Halvdan Koht, and Didrik Arup Seip. 21 vols. Osayldendal Norsk Forlag, 1928-
57. 8: 269-476.

Norsk Riksmalsordbok/ol. 1 A-L. Oslo: Aschehoug, 1937.

States, BertGreat Reckonings in Little Rooms: On the Phenoroggadf TheatrdBerkeley:
University of California Press, 1992).

Vidler, Anthony.The Architectural Uncanny: Essay in the Modern Unhgm@ambridge:
MIT Press, 1992.

Wigley, Mark. The Architecture of Deconstruction: Derrida’s Hau@ambridge, MA:
MIT Press, 1993.
60



STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LI, 3, 2006

NORA AND HOPA OR HAPPINESSAS A SOCIAL STRUCTURE
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ABSTRACT. Nora and Hopa or Happiness as a Social Structure. The Latin
and Cyrillic transcription of Ibsen’s heroine’s nanm the title of this paper,
devoted to a peculiar moment in the receptiof Boll's Housein Bulgaria, means to
highlight a difference not only in terms of geodrgp but also a difference
between two ages and between two societies set laypdine particular stages of
their development, and last but not least a diffeeebetween two national frames
of reference. While the publication AfDoll's Housein Bulgarian at the very end
of the 19" c. (1897) may not be so remote from the work'giadl release (1879),
it is this difference that determines the interatiens of Ibsen’s drama as well as
its respective functions in the two socio-histormantexts.

As a matter of fact, Ibsen’s plays put Bulgariatture in touch with the
complex correlation between the ancient and the empdbetween past and
present; between the assets of tradition and thecgimings inherent to novelty.
These shortcomings stemmed from the exigencies afress after the recent
liberation from a 5-century Ottoman rule, as weslfram the hopes for a government,
social organization and civil attitudes in the ygundependent state shaped in the
spirit of liberalism. The leading figures of Bulggs art and culture were
impressed by the Norwegian writer's warnings ancelaions that resulted from
his intent probing into the human soul and his guofi insights into social reality,
which, to him, was moulded by the spiritual aspesftshumanity, and social
reforms, both positive and negative, were deterchimethese aspects.

In 1907, Ivan Vazov (1850-1921), Bulgaria’'s greatester and pioneer
of the country’s new literary culture, publishedavella, significantly entitledNora.
The work was prompted by the Bulgarian writer's aiohi to critically oppose
Ibsen’s views on women’s freedom. This novella ma@alizing tract rather than a
psychologically motivated work of art. The didadiias was undoubtedly determined
by Vazov's serious concern for the moral stabibfythe Bulgarian society. He
was deeply troubled by the growing number of yo@ugarians influenced by
Ibsenism To him, this “epidemic” posed a great danger @rnage, the family,
and the nation at large. Vazov's heroine Lubitsaedssher husband and her
infant. Her fleeing the family home in Rousse ismpted by the performance of
A Doll's Housein the same town.... A great writer and humanistzoxahad
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certainly no hidden agenda in his attempt to prettesm penetration of the decay,
which he considered peculiar to Western civilizatimto the more vulnerable and
intimate spheres of the Bulgarian social world. rHest have been aware of the
inefficiency of his efforts to oppose man’s fredlwo create for the sake of others
and serve elevated ideals, to the will of Ibse@soine, which, to him, typified an
individualism alien to the Bulgarian emotional franand to the Bulgarian
perception of duty to kin and society.

But for Nora and Lubitsa alike, material well-beiisgless valuable than
true love or its ideal image. Both heroines do actually rise against marriage
itself. They rebel against the hypocrisy of mariié#, against the essence of
marriage as a repressive mechanism used to mat@ghkaindividual, as a social
structure that excludes human intimacy, equality anutual respect — a structure
that fails to make itself equivalent to happinédse fact thatA Doll's Househas
withstood the test of time and has stepped intoftiiere along with most of
Ibsen’s plays, as well as the fact that Vazov'sknwais not lost its significance, if
only within the confines of a single country, shotlat great literature survives
when it sparks off debate, when it lends itselpltoralistic readings and perceptions,
saving it from loss of appeal and from oblivion.f&et, although Vazov’s novella
does not share the felicitous destiny of most sfirks, and has been overlooked
by many readers today, it still remains part ofgauian literature’s history as a an
interesting and revealing fact, which alerts ushi fact thatNora and Hopa is
actually the same name, the name of two women. &neas remote as they are
close, despite the different environments and tfierdnt circumstances that have
built up their personalities. Their kinship is natsked on origin or destiny, but,
rather, on the high price they both have had tofpathe dream of their lives.

The Latin and Cyrillic transcription of Ibsen’s bare’s name in the title of
this paper, devoted to a peculiar moment in theptan of A Doll's Housein
Bulgaria, means to highlight a difference not anlyerms of geography, but also a
difference between two ages and between two sesistt apart by the particular
stages of their development, and last but not easfference between two national
frames of reference. While the publicationfoDoll's Housein Bulgarian at the very
end of the 18 c. (1897) may not be so remote from the work'gjiodl release
(1879), it is this difference that determines thielipretations of Ibsen’s drama as
well as its respective functions in the two sodistdrical contexts.

It is a widely known fact thddoll's Houseenjoyed a wide and warm reception
as soon as it came out in Copenhagen at the etite atbove-mentioned year. At
that time, 8,000 copies was quite an impressivebmunfior a play. In the same
period Bulgaria was a country recently liberatamhfra 5-century Ottoman rule; a
country that had just taken the course of indepecelewhich would involve an
inevitable and painful transformation in all splem@ life. The foundations of
Bulgarian society were being laid — a process ity bound up with the elevated
spiritual aspirations of the National Revival. Aetsame time, Bulgaria’'s young
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society was in the grip of the political and socigdlities of the day, which were
fraught with tension and conflict. Consequenthseltts bourgeois heroine’s anxiety,
generated by her quest for self-identification, kkoorather remote from the
concerns of Bulgarian women at the time. In facseems irrelevant to the overall
context of a country faced with a pivotal momenitsnhistorical development.

Still, however rapid the rate of development might the legacy of ideals
and values bequeathed by the Revival (circa 176@)LBroved to obstruct rather
than stimulate progress, which ran counter to maigéxpectations. The main objective
was still the construction of a European-like sbgidbut its realization was
accompanied by considerable friction in Bulgariptsst-liberation reality. There
was a sorely felt clash between the pronouncedetaies of Bulgaria’s progress
toward Europe, and the equally strong desire itageguarters for a conservation
of the patriarchal order, with its century-long faiehy, its peculiar atmosphere,
and its limited set of values. If quite a few amaig intellectual elite at the turn of
the 20" century turned quite rightly to European literatais a source of aesthetic
ideas that would prove beneficial to Bulgarian uxdf some intellectuals, most
notable among whom is Ivan Vazov (1850-1921), Bridgs greatest writer and
pioneer of the country’s new literary culture, pgved this mechanical transfer of
West European ideologies as a danger to the frégiledations of our toddling
independent society. Quite significantly, it isabgh the work of Ibsen (1828-
1906) that our political and social life was peatgd by Europe’s mental attitudes,
which were also informed by a process of arduousfanreaching reforms.

As a matter of fact, Ibsen’s plays put Bulgariatiure in touch with the
complex correlation between the ancient and theemmpdetween past and present;
between the assets of tradition and the shortcaninigerent to novelty. These
shortcomings stemmed from the exigencies of pregasswell as from the hopes
for a government, social organization and civiitattes shaped in the spirit of
liberalism. The leading figures of Bulgaria’s antdaculture were impressed by the
Norwegian writer's warnings and revelations thaufeed from his intent probing
into the human soul and his profound insights weial reality, which, to him,
was moulded by the spiritual aspects of humanity, social reforms, both positive
and negative, were determined by these aspectgaBah intellectuals were
affected by Ibsen’s command of psychological detad his social critique as well.
They used the Norwegian playwright’'s work as a rhpigce of their own views
on the organization of the new Bulgarian state. e\mv, Ibsen’s plays made an
impact in Bulgaria not only through their ideolaglidepth, but also through their
artistic merit. Their appeal lay in the strictlysaloved principles ofa piéce bien
faite (the well made play), which were considered olitigaa hundred years ago,
and which we find in the work of, say, Scribes, Augor Dumas-fils. Equally
impressive was his approach to the issues raisékiplays; an approach akin to
that of the Russian playwrights, traditionally wé&thown in Bulgaria, such as
Tolstoy, Ostrovsky, Gorky, but also akin to SoplsclAeschilus, Shakespeare,
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Lessing, Schiller. In other words, Henrik Ibsen|ddoe regarded as one of the first
to have initiated Bulgarian writers into the intrides of the playwright's art.
Interestingly, however, Ibsen’s image of a critioadlist in his own right and of a
philosophically minded writer with a subtle knowggdof the individual and of the
dialectical nature of the cause-and-effect corimtabetween the subjective and the
objective, would push into the background, for diesa the merits of the exquisite
literary craftsman, the sophisticated and sensifpaet, who has achieved
unquestionable perfection in the design of remdekalvamatic constructs, and
who has effected a true revolution in world theatvhich was to be taken up and
developed further by Maeterlinck, Strindberg, Hawgrin, Chekhov ( to mention
just a few among those who have traveled the roddis Rome of modern drama
as Martin Lamm, the Swedish literary historian, sllibsen’s work, only to strike
out in a direction of their own towards experiméntabeyond the confines of Ibsen’s
drama, but not without absorbing part of the greaster’s spiritual legacy).

That the aesthetic accomplishments of Ibsen’s draera underestimated
was not due to negligence, but was, rather, detexinby the imperatives of the
age, which motivated Bulgarian intellectuals totiggrate actively in the social
agenda of the day. In this sense, the appearanisseri’'s plays on the Bulgarian
stage and their becoming part of Bulgarian socitucal discourse was important
in terms of adding energy to the intellectual antiséc debate. To some extent,
what might account for this reception is the patoathe plays’ translations at the
time'. Yet it is an unchallenged and well known facttthzsen’s dramas have
added vitality to the research and criticism of gaulan theatre experts. In their
work we discover not only the critic’s ability ttirsanxiety by posing questions that
have the significance of answers, but we also fialid suggestions concerning
interpretation. The latter increase in number aatblme more surprising, especially
when it comes to the playwright's later works (rblyg the last ten plags We
hardly need to resort to a profound analysis tivarat the conclusion that in this
respect Bulgarian theatre and literary critics @nMet to the general and the theatre-
going public, to the directors, actors, and allstaavolved in the field of theatre.
What we lack is a leap, in terms of both quantity guality, to a multi-faceted and
original interpretation of Ibsen’s work not only its entirety, as the playwright
himself wanted it to be read and viewed, but atsaraentity composed of discrete
works; works that are closely bound up with onetla@othrough the power of the
conflicts and the dramatic intensity; works thaeef us with their characters —

1 In fact, most translations were then made fromn@er, Russian or from other languages. They are
accomplished with talent and consideration for #iiequate Bulgarian equivalent. However,
Ibsen’s dramas came to be translated from Norwemidnin the 1980’s, the Bulgarian publishers’
and translators’ ambition being to present novhigliwork translated from the original.

2 Ghosts An Enemy of the Peopl@he Wild Duck RosmersholmThe Lady from the Se#ledda
Gabler, The Master BuilderLittle Eyolf John Gabriel BorkmanVhen We Dead Awaken
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virkelighedsmennesker, according to Ibsen’s owinitieh?®, i.e. individuals belonging
to the real world, overcome by a peculiar anxietytree angsttype. In_Sgren
Kierkegaard’s philosophyangstis a key notion characterized by an inherent
ambivalence: 1. it involves man’s awareness ofibésty as an opportunity, and 2.
it has to do with man’s inability to seize thisdity and to make of it a synonym of
his most important choice, and consequently a symoof his existence.

Nora is no exception to the majority of central reltgers in Ibsen’s plays.
She experiences that dizziness stemming from hiaglecused on the seemingly
fathomless abyss of her happy family life. Actualthis is the feeling that
Kierkegaard associates with the experiencarajst a mixture of anxiety, fright
and panic, generated by the sense of doom, the séming confined in a vicious
circle that threatens to strangle you like a ldopfact, Bulgarian critics have not
yet achieved a well-rounded explication of the s#imicomplexity of the heroine
of Ibsen’sA Doll's House This is strange, given the fact that there haanlso many
successful, some even memorable, stagings of thisalin Bulgaria over the last
century. Actually, in the latest versions, stageerdhe last few years, the traditionally
dominant realistically quotidian aspect of the plegs been slightly subdued by
directors, sets designers and actors alike. Thidetacy, however, has not occurred
at the expense of that socially significant conteinthe play which Ivan Vazov
made use of in his attempt to respond to some phena in Bulgarian social life.

In 1907, Vazov published a novella, significanthtided Nora. The work
was prompted by the Bulgarian writer's ambitiorctiically oppose Ibsen’s views
on women'’s freedom. The piece was included as araepedition in a series called
Spiritual Awakeningdesigned with an edifying agenda and cherishiregrniorms
of the then conventional morality. This fact comieg the book’s publication
history is indicative of its author’'s objectiveshd novella itself is a moralizing
tract rather than a psychologically motivated wofkart. The didactic bias was
undoubtedly determined by Vazov's serious concemtfie moral stability of
Bulgarian society. He was deeply troubled by thewgng number of young
Bulgarians influenced bipbsenisni’ To him, this “epidemic” posed a great danger
to marriage, the family, and the nation at largaz®/’'s heroine Lubitsa deserts her
husband and her infant. Her fleeing the family hamRousse is prompted by the
performance ofA Doll's Housein the same towh She heads off to Sofia in quest
of liberty and stimulating emotional experienceast Bfter the dramatic collapse of
her illusions, her disappointment with the caldulgly selfish and parasitic

% In a letter to Edvard Brandes of*2December, 1892.

4 In his essay “Ibsen and Ibsenism” (1924), the &iggn writer and philosopher Emanuil Popdimitrov
introduces this notion to the Bulgarian culturarse In fact the notion, somewhat controversiahegh
currency after the publication of George Bernardavs book The Quintessence of Ibsenism.
Popdimitrov contends that Bulgaria’s contemporamytly could be described as “ibsenized”.

® In fact, this was the first staging of Ibsen’sypla Bulgaria. It came with the titlora in theRoza
Popova Dramatic Theatr&he premiére was in 1897.
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Tikhov, with whom she believes she has fallen welomakes her reconsider her
act and return to Rousse after a period of pain@gitation. She is welcomed by
her forgiving husband Goychev, a humble and unasgupersonality. According
to the author, however, Goychev impersonates thmepéeance, modesty and
industry that could protect people from moral dégteon, or help them shake it
off, if the process of decay has already beerataiti. The ending dfora, if didactic,

is still clearer than the ending éf Doll’'s House which is open to all kinds of
interpretations. In fact, Ibsen was compelled tdifyothe original ending for the
sake of the German audience, but the new versibnati appeal to the viewers and
he had to return to the old ending.

The crisis that Lubitsa goes through will most @ioly transform her into
a good wife and mother; it will make her put uphnilie role, which, according to
Vazov, is an essential part of any woman’s identitg role of the keeper of hearth
and home, called upon to preserve the set of ibadit spiritual and moral values,
which are fundamental to the building up of perdibnaas well as to progress,
both individual and collective, in the new sociahditions.

It is actually paradoxical that with his categotic@sponse to the
opportunity that Ibsen gives his heroine (convinasdfa priori that she will take
advantage of it), Vazov ends up “behind the badetan this battle of ideas and
views on the so called “women’s question”, whichsveatually gaining ground in
Bulgaria at the time. Vazov shares this positiothwAugust Strindberg, Ibsen’s
temperamental opponent in the war of the sexehénSctandinavian North. This
war was fuelled further and assumed the dimensbrssacred cause for the fair
sex especially after the publication of Bjgrnstgemjgrnson’s (1832-1910) play
The Gauntlet (1883), whose heroine Svava stand$ouppurity and chastity
before marriage”, which should apply to women arehralike. Still, the staging of
Strindberg’sThe Dance of Deatf1900) at the National Theatre in Sofia in 1919,92
aroused Vazov’s anger. In an open letter, publishgtie Razvigornewspaper, of
239 January 1921, Vazov gives vent to his indignatibrsuch “fuzzy charades”,
produced by a “sick imagination yearning to stdok blasé audience in the West
with something new, strange and scary”.

Actually, to this day, Strindberg’s oeuvre genesatgerest accompanied
by contradictory responses to his plays and fluaina about their reception,
which makes the modern reader and viewer's profaunaérstanding of his ideas a
slow, if inevitable, process. In contrast, Ibsguiays have literally had a triumphant
presence on the Bulgarian stage for many decatles, riefuting, of course,
Vazov's apprehensions that they could do harmecsgirit of the nation or trigger
passions and inclinations that would prove deadlBtilgarian society. A great
writer and humanist, Vazov had certainly no hiddegenda in his attempt to
prevent the penetration of the decay, which he idensd peculiar to Western
civilization, into the more vulnerable and intimagheres of the Bulgarian social
world. He must have been aware of the inefficieothis efforts to oppose man’s
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free will to create for the sake of others and sezlevated ideals, to the will of
Ibsen’s heroine, which, to him, typified an indivalism alien to the Bulgarian
emotional frame and to the Bulgarian perceptiodudf to kin and society.

But for Nora and Lubitsa alike, material well-beiisgess valuable than true
love or its ideal image. Both heroines do not distugse against marriage itself. They
rebel against the hypocrisy of marital life, aghitiee essence of marriage as a
repressive mechanism used to manipulate the indiljichs a social structure that
excludes human intimacy, equality and mutual raspecstructure that fails to make
itself equivalent to happiness. What brings togethe Norwegian and the Bulgarian
classic is their critical realist approach to Efgghenomena and to human nature. Both
writers build up their fictional characters on thasis of real-life relationships and
multi-faceted aspects of reality. They probe deépthe minds of their heroes in order
to explicate and justify the motives behind theilsand decisions.

The 19" century was the heyday of critical realism, andrtBe conditions
in the 20" century required a different ideological prism andew set of aesthetic
values and corresponding artistic methods. Thigigver, by no means plays down
the importance of the legacy of the greatest remtesives of critical realism, one
of whom is Henrik Ibsen. By the same token, Ivaz&es work has preserved its
significance for us. Actually, time has put it imterspective and has attached to it
the quality of intransience.

It is true that in some quarters both Ibsen andoVare hastily pronounced
vieux jeuxi.e. writers belonging to a bygone era. Thismlabuld be based on the
assumption that they pay too much attention toascmind moral issues, while
remaining reserved towards experimentation inditeme and art, especially when it
is superfluous or self-willed. Some would even shst their talent, powerful
enough to go beyond the order of time and plackslglamouf.

The fact thatA Doll's Househas withstood the test of time and has stepped
into the future along with most of Ibsen’s plays,veell as the fact that Vazov's
work has not lost its significance, if only withihe confines of a single country,
shows that great literature survives when it spafkdebate, when it lends itself to
pluralistic readings and perceptions, saving itnftoss of appeal and from oblivion. In
fact, although Vazov's novella does not share thieifous destiny of most of his
works, and has been overlooked by many readery tadatill remains part of
Bulgarian literature’s history as a an interestamgl revealing fact, which alerts us
to the fact that Nora aridopa is actually the same name, the name of two women.
They are as remote as they are close, despiteiffeeedt environments and the
different circumstances that have built up theirspealities. Their kinship is not
based on origin or destiny, but, rather, on thén fiigce they both have had to pay
for the dream of their lives.

® American writer Henry James, for example, is knawhave said the following about Henrik Ibsen:
“a talent with no glamour.” Similar opinions abduan Vazov have been expressed in Bulgaria.
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QUESTIONING THE ENDING OF LITTLE EYOLF
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ABSTRACT. Questioning the ending of Little Eyolf. Is there at the end dittle
Eyolf a change for the better between the charactemgsaible, affectionate,
reconciliation? Or is there simply an illusory hofee the future, all the more
dramatic for being self-deceptive? Since the fpstformances of the play, the
complex ambiguity of the finale has challenged ;tadirectors and spectators
giving rise to contrasting interpretations. Trawgjlback in time to the London of
1894, the divergent voices of Henry James and d&. Ghaw embody the
beginning of this theatrical debate. Questionirgyehding ofLittle Eyolf, the article
intends to focus on the innovative structure of pkeey and on the experimental
nature of its ‘implosive’ dramatic vision.

1 All passion spent

Little Eyolfis not the kind of play that ends with a cresceadimninating
in death or suicide. In this respect it differsnfrother plays by Ibsen where in the
epilogue death prevails over life. Think ldédda GablerRosmersholmTrhe Wild
Duck to mention the most famous. Herelittle Eyolf, at the end Rita and Allmers
are alone on stage, all exits barred, imprisondeéyTdisappear slowly in a gradual
fade-out. As darkness descends, even their voieesnte fainter. The energy of
their confrontation is extinguished. Neither hae #irength left to argue, to hit
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back, to take revenge. The l/you opposition gives/ wo a most fragile “we”.
Silence surrounds them and permeates their barklgpered words. When the
curtain comes down we don't hear Alfred’s replyRita nor do we see him take
the hand she holds out to him. “Thanksthe says and that word, as you know, is
the last line of the play.

This is how Ibsen staged his finale. Skilful asrewmehis stage directions,
he orchestrates the voices, sounds and lightccaway as to annul them, leaving it
to his interpreters to find sense in this enigmataclusion. In many cases the
critical debate has generated divergent questignthere at the end a change for
the better between the characters, a possiblectaffi@te, reconciliation? Or is
there simply an illusory hope for the future, &létmore dramatic for being self-
deceptive? Alfred, hoisting the flag over the wmagl of their existence, and
inviting Rita to look up at the stars from the bbott of the well into which they
have fallen, certainly doesn’'t seem to be openimdharizons of happiness. Ibsen
wanted to give an implicit double value to thislegue, by refusing to end on a
drastic note, with a tragic gesture. Where theeenseto be nothing left, no emotion,
no passion, the characters are stirred by an aggniesire for calm after the storm.

Leafing through the manuscript bittle Eyolf, we find that Ibsen corrected
the earlier draft of the scehdn his first version a poem, written and recitad
Allmers, anticipated the characters’ hapless camiit a poem about a couple who
from the “ruins” and “ashes” of their marriage aamlonger find “the jewel” they
had lost, concluding with these lines:

But even if this fire-scarred pair ever do find
That precious fire-proof jewel-
She will never find her burnt peace-
He never his burnt happiness.
(transl. by J.W.McFarlang)

In the final, rewritten version, there is no losppiness, no regret for time
past, but rather a longing to be rid of a nightmaiee past is annihilated, no longer
afflicting them with desire, fear or even remor§ke whole scene could very well
be staged as if belonged to a Beckett play; ydbsen, as in Chehov, when the
dramatic situation seems to have reached a deadismdresumes its course and
life painfully goes on:

I Little Eyolf, translated by Una Ellis-Fermor, in H. IBSElNhe Master Builder and other Plays
London, Penguin Books, 1958, p.283.

2 First Complete Draft of Little Eyolin The Oxford Ibsenvol.VIll, edited and translated by J.W.
McFARLANE, Oxford University Press, 1977, pp. 10491

% The Oxford Ibsemp.147.
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RITA (hesitating: But then you'd have to stay here.
ALLMERS (softly): Let's see if it wouldn’'t work.
RITA (almost inaudibly. Let us, Alfred.

(transl. by Una Ellis-Fermdr)

2. Henry James reads the first two acts

| don't intend to dwell on the critical debate thérd act ofLittle Eyolf has
given rise to. | am more interested in the wayisag been staged. | do, however,
want to say a few words about an exceptionally gyaiee reader, Henry James.
His critical response is emblematic of the bewildent many people felt on seeing
the play and throws light on how innovative therdatdurgy ofLittle Eyolf was for
the theatre of thaime.

London, 18941i.ittle Eyolf has been translated into English and is about to
be published. The publisher William Heinemann s#rel proofs of the first two
acts to Henry James who immediately hails the pyimmense”: “It is indeed
immense — indeed and indeed. It is of a rare piofee- [...] It is a masterpiece
and a marvel; and ihustleap upon the stagé.That's what he says in a letter to
the actress Elizabeth Robins, who'’s trying to de¢ play staged in London,
reassuring her of its predictable success and iadvier to play the part of Asta.

James, however, hasn'’t yet read the third act sraviiting it anxiously,
convinced as he is that: “If thé*&eeps up the tremendous pitch of tRleahd 2¢it
[Little Eyolff will distinctly stand at the tip top of his [Ibsis] achievemenf’

That very same day (22nd November, 1894), Jametesnto Ibsen’s
publisher, William Heinemann, expressing his judgatron the first two acts. The
second act, he says, is a magnificent “crescenttet the first and he considers
formidable the coup de théatre at the end of thevatich reveals that Asta isn't
Allmers’ sister. However, something doesn’t coneintames: he feels that Ibsen
should have said more about Allmers’ emotions iatrivelation:

It seems to me that he [Ibsen] doesn’t make quitezigh — (in the form, in
the pause to take it in, and the indication of #reazement and emotion of
Allmers) — of the revelation of the non-relationshi

James’s observation reflects a fundamental diffsxebetween the two
writers. It is significant that James criticise® ttvay Ibsen condenses Allmers’
reaction into only a few words.

4 Little Eyolf p. 282
5 H. JAMES, Letter to Elizabeth Robins22nd November 1894, quoted in Michael Meyer's
Introductionto H. IBSEN Little Eyolf, London, Rupert Hart-Davis, 1961, p.12.
6 .
Ibid.
" H. JAMES, Letter to Heinemanr22nd November 1894, %4 most unholy Trade”, being letters on
the drama by H. Jamekondon, The Scarab Press, Privately Printed, 1823.
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ASTA: Read the letters. Then you'll see. And untierd — And perhaps
forgive — my mother too.

ALLMERS: (clasping his headl can't take this in. Can't get hold of the
idea. You, Asta, - then you're not —

ASTA: You're not my brother, Alfred.

ALLMERS: (looking at her quickly, half defiantWell, but what's really
changed in our relation? Nothing, redly.

Just a few lines, but they tell us everything: Adins surprise, and above
all his wish not to know, his determination notrémd her mother’s letters so that
he can save his past and preserve his relationgthig\sta from any kind of change.

In other words, James, the omniscient narrator ©f tharacters’
psychological turmoils, couldn’t understand the ity of Ibsen who gives
expression to repressed emotions, suspensionslences.

3. An unexpected third act

But it was above all after reading the third aett thames showed his total
incomprehension of Ibsen’s dramaturgy. The conttmuf the final part ofLittle
Eyolfis so unexpected as to upset all his predictionsoNly is he convinced that Asta
will end up choosing to follow the same path ateliEyolf, but he even predicts that
Allmers will accompany her, as happens at the ériRosmersholm‘Yes, Eyolf n.2
does by design what Eyolf n.1 did by accident —@wek it conjointly with Alfred (at
the risk of repeatinRosmersholrandHeddaand théNild DucR”.®

As we know, Ibsen always brilliantly avoids thiskiof repeating himself.
Little Eyolf seems to be a reweaving of some earlier plotstHayt are actually
transposed onto a new stage and re-embodied iifiegedit pattern. By placing the
traumatic event of Eyolf's drowning at the endloé first act, Ibsen leaves himself
free in the other two acts to experiment a formdadima that we could call
‘implosive’, that is one entirely contained withime characters. At this point he no
longer relies on tragic events. It's as ifihe Wild Duckwe were given two other
acts to follow Gina and Hjalmar after Hedvig’'s deand we saw them suffer,
accuse each other, feel and admit guilt, seekirtgeasame time, however, to free
themselves from their anguish.

But let's get back to James who after making hiedjmtions finally
receives the third act, reads it and is unableotceal his disappointment. In his
eyes, that finale destroyed everything that hadecbefore, irreparably damaging
the whole work. This is what he immediately wraieetizabeth Robins:

8 Little Eyolf p.264.
9 Letter to Heinemanrp.11.
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| fear in truth, no harm can be done equal to trenhdone to the play by
its most disappointing third act. [...] It seems te m singular and almost
inexplicable drop — dramaticallyepresentablyspeaking; in short strangely and
painfully meagre?

His idea of Asta as a heroine is completely belladhis ‘melodramatic
imagination’ James envisaged her emerging as tbegwnist of a final redress
through self-sacrifice: “My idea that Asta was &cbme an activehe active agent
is of course blighted.He just can’t understand her precipitous exit,les decides
to follow the only character who offers her a chamé escape. And above all
James refuses to accept the idea that an insignifiigure - as he considers
Borghejm to be - should be given a role in the Ifimatcome. (“I don’'t see the
meaning or effect of Borghejm — | don’t see theueadr finalfunctionof Asta.”)

James admits his inability to understand, buthal $ame feels sure about
his judgement that the conclusion is really too kved find the solution too
simple, too immediate, too much a harking back, tmadproductive of the sense
that there might have been a stronger one”. Hes, dbviously thinking of that
“stronger” ending that he himself had imaginedoalie suicide off-stage.

The only thing in the third act that he sparesiés‘solemn beauty” of the
final image that this paper began with, in whickdb freezes the scene and gives
the task of the final curtain to the gradual withslal of light.

Really uttereddone in the gathered northern twilight, with the flhgwn
and the lights coming out across the fjord, theneamight have a real solemnity of
beauty — and perhaps that’s all that's required!

In contrast to his previous enthusiasm, James iomger confident that
Little Eyolf will be a theatrical success. On the contrarys tegnvinced that no
actor-manager will want to interpret the ineffeetiwle of Allmars.

As for Rita, the puritan James undermines her, enaed as he is of the
‘innocent’ Asta. All he can see in her is her egiplsexuality to the point at which
he imagines her in the last scene ending up segluorghejm: “Perhaps Rita
“has” the roadmaster publicly on the stage, whiséathrows herself into the fjort”

His eyes failed to see Ibsen’s Rita, even whenahelser on stage played
by her first English interpreter, the extraordihagxpressivelanet Achurch. And
James’s myopia is all the more surprising if we sider that from the earliest
performances it is Rita who is the dynamic cenfréhe drama. All the lights are
turned on her. And also the eyes of the critics afritie audience.

19 H.JAMES, Letter to Elizabeth Robing25th November 1894), in H.JAMES[heatre and
Friendship London, Cape, 1932, p.159.

11| etter to Elizabeth Robing.160.

12 JAMES, Letter to Heinemanrp.11.
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4. First performances

Bernard Shaw was the first to focus attention ota’Ricomplexity as a
character and on the fact that if the actress ptayier fails to render the dark
variety of her moods the entire play collapsed aghibed of its sustaining energy.
This happens, in Shaw’s view, when the strong esidrin Rita’s personality and
the violence of her passions are toned down, ag there in Mrs Patrick
Campbell’s interpretation:

Mrs.Campbell succeeded wonderfully in eliminatingy unpleasantness
from the play...Her performance was infinitely reassy and pretty...There was
not a taste of nasty jealousy...And how nicely Mrantpbell took the drowning of
the child! Just a pretty waving of the fingers, aderate scream as if she had very
nearly walked on a tintack and it was all overhaiit tears, without pain.l?.

StagingLittle Eyolfin this way means, for Shaw, draining all the blood
of it and leaving it a dead, sentimental thing.

By contrast, Shaw applauded Janet Achurch’s ind¢aion precisely
because the actress didn't hesitate to give expreds the full horror of the
drama. He was struck by the power of her voice Wwham the full tonal scale, from
the terrible piercing cry at the end of the first o the polyphony of the lower
notes. And above all Shaw appreciated Achurch'$itglib show Rita’s many
faces, her despair but also her relentless force:

She looked at one moment like a young, well-dressexy pretty woman:
another she was

like a desperate creature just fished drippingoftihe river by the Thames
police. Yet

another moment, and she was the incarnation oftumps, ungovernable
strength..*

How distant it seems today — that®28ovember 1898, whenLittle Eyolf
was staged in London for the first time, triggermaglically conflicting reactions.
Critics and spectators were divided between thoke wondemned it as “dull,
wordy, unpleasant and prodigiously tiresome” arabéhlike Shaw who considered
it “An extraordinarily powerful play”. The debatd those years takes us back to a
time when Ibsen ignited flaming discussions thaeag well beyond the four walls
of the theatre to the life of society at large. fdpns, discussions relevant, | think,
to us who are readirigttle Eyolfin a different context.

13 G. B. SHAW, review ofLittle Eyolf 12 December 1896, quoted by M. MeyeEsglish Stage
History, in IBSEN, Little Eyolf, p. 83.

14 SHAW, Review p.82:

5 Translated by William Archerlittle Eyolf was performed at the Admiralty Theatre with the
following cast: Courtenay Thorpe (Allmers), JanethArch (Rita), Elizabeth Robins (Asta),
Patrick Campbell ( The Rat-Wife), Stewart DawsondlE, C.M. Lowne (Borgheim).
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It's well known thatA Doll's Househad provoked passionate reactions
throughout Europe. Nora Helmer had immediately bexoot just a character in a
play but the living example of a woman who leaves usband and children in
order to become most fully herself. For the majordn absolutely scandalous
example, but also an illuminating one for many waormeho were fighting for a
change in their condition. In any case, whateverjtidgement on Nora’'s decision
to leave her doll's house, that slammed door, awvSaid, had shaken the middle
class household more violently than a cannon shot.

Little Eyolfdidn’t have the same impactA®oll's House even if the anatomy
of the Allmers family laid bare tensions and caitflithat were no less dramatic.
Indeed, here Ibsen doesn't give the audience torsetude themselves that some
kind of happiness is possible: from the very fsséne he unmasks the characters,
letting their most secret impulses emerge. And timmasking doesn’t stop even
when the alchemy of the passions produces deadbpmpoThe power of the play
as we appreciate it still today - above all toddies-in this.

In the past, this intensely realistic representatiwas criticised as
“unnatural”. The characters themselves seemed tdhbecreatures of Ibsen’s
perverse vision of things, alien to the humanityezfders and spectators alike. And
the most unnatural of all the characters was Ritr. longing to be a seductive
wife-cum-lover and not only a mother was enouglshock a society where the
maternal role was seen as a woman’s destiny anyd andl love for her children a
‘natural’ all-pervading biological instinct. Add ehfact that this character doesn’t
disguise her frustrated eroticism and the destradtnpulses it generates, and it's
hardly surprising that she met with so much condaian.

5. Rita and Nora

Nevertheless, why is it that Rita seemed less stand than Nora? Nora
who leaves her children with their father in a cortdble middle-class home where
there’s a nanny who's looked after them since tiveye born? InLittle Eyolf
instead we have a woman who wants to be rid othid, whom she feels a rival
to her husband’s love, to the point of subconsdjousgshing him dead. Despite
this, the ‘monstrous’ Rita was saved by her tornadter the dramatic climax of the
first act. In her child’s death one could see lgitit and punishment. So her entire
dramacould andcan be interpreted as a modern morality play in whiad guilty
person acknowledges her faults, loses her potefarakvil and in the end is
somewhat redeemed. In this perspective, the chahgeundergoes could (and |
emphasiseould be seen as the metamorphosis of the murdereremotto the
loving mother ready to take under her wing all¢hédren of the village.

Let me say at once that | don’t agree with thieiiptetation. | don't
believe that.ittle Eyolfis a morality play where after the hell of the pass the
characters go through a purgatory of expiation fanally achieve a peace that
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turns their spiritual gaze upwards towards thesstand if we listen carefully to
Ibsen’s words, Rita’s final project to receive ttféldren into her home reveals an
unaltered desire for possession.

RITA (slowly, with decisiopAs soon as you've left me, | shall go down to
the shore and bring all those poor, outcast childne here with me to our place.
All the wretched little boys-

ALLMERS What will you do with them here?

RITA I will make them my own.

ALLMERS Youwill?

RITA Yes, | will. From the day you go, they shaél bere, all of them — as
if they were my ownrt®

It's a last, desperate attempt to rid herself oightmare, but at the same
time those children are part of the nightmare.hlem Rita sees reflected, as in a
mirror, their lovelessness and Allmers’ as welllftite Eyolf.

| remember seeing in a performanceLitfle Eyolfin Oslo howthese lines
of Rita’'s were translated on stage into a mech§nlossterical gesture. While
Allmers spoke, the actress laid kiddies’ clothea itircle around the flag-pole. She
arranged them carefully locked in a frenzy, whictade her imagine the
multiplication of numberless little Eyolfs in heotnse.

RITA: They shall live in Eyolf's room — look at hlsooks — play with his
toys. They shall take it in turns to sit in his it table!’

It was a most powerful expression of that deliriain motherhood by
which Rita tries to placate her obsession withdesd son.

5. Plot and subplot

Any production ofLittle Eyolf has to take account of the complexity of the
difficult role of Rita. The part requires a talemtactress capable, like Janet
Achurch, of representing Rita’s multiple faces with reducing them to the mask
of thefemme fatalén the first part and of themater dolorosan the last.

Today, as we know, staging practice has changeatlgré€ompared with
the past, the main character is no longer isolatedtage by spotlight. The mise-
en-scéne in our time aims to give space to alcttaacters. In this overall vision,
the subplot which centres on the ambiguous tie betwAsta and Allmers takes on

18 ittle Eyolf. p.280.
7 Little Eyolf. p. 280.
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a sharper relief. Contemporary productions givedupression to this subplot, and
don'’t play down the implicit incestuous elementlddir relationship.

In many productions there is, however, too stesedya contrast between
Rita and Asta: sensual versus sensitive, violensuge meek, guilty versus
innocent. This opposition reduces Asta to beingpfmthe antithesis of Rita. It is
undoubtedly a difficult task for an actress to memtthe vibrant dramatic impact of
this young woman imprisoned by her past.

There’s a scene in the play, at the end of the ngkaact, which is
emblematic of her attempt to take leave of that,pasvhich dressed up as a boy
she used to play the part of Allmers’ fictitiousotirer, under the name of Eyolf.
Having revealed that she isn’t his sister, AstersffAllmers a bunch of water-
lilies. They are, she says, “a last greeting to from — from little Eyolf”. In that
gesture it's as if Asta is finally showing hersglfhim as a woman. For a moment
she is neither a sister nor a disguised boy, hwrman who has flowered up from
the depths of the lake where her male double hadaslcally drowned. She no
longer wants to be reinvested with her former rake Allmers wishes. Unlike her,
Allmers has never really grown up. Indeed, to avaiinowledging his present
guilt he feels the need to regress into a childhobchythic innocence. But their
love is no longer innocent, and indeed it has nbeen so.

The interaction between plot and subplot is Ibsenan challenge to
actors and directors in their stagingLdttle Eyolf They are tightly woven together
throughout the play, only to be separated at theesd, in the last, most difficult act.

Epilogue

I'd like to conclude by mentioning an idea for staplLittle Eyolf that
completely upturns Ibsen’s play. The Italian dioedlassimo Castri had this idea,
but has never carried it through on stage. It iy ém be found among his notes
jotted down while he was working on his outstanddingduction in 1984.

Reflecting on the role of Eyolf and the hauntingggemce of his “open
eyes”, he imagines that the child is not actuaigdi He was saved by the rat-wife,
who is thereby transformed into a “beneficent mothieittle Eyolf simply threw
his crutch into the fjord and pretended to die lideo to remove himself from the
conflict and lovelessness of his home. He no longarts to be used as ahbi in
the relations between his parents. He wants tdeaethey will fare without him.
Throughout the play he observes the action, unsmah,at the end accompanies
the last lines spoken by his parents on the piano.
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TIL FORSVAR FOR BOLETTE. EKTESKAPSDEBATTEN
| IBSENSFRUEN FRA HAVET

BERET WICKLUND **

ABSTRAKT. Til forsvar for Bolette. Ekteskapsdebatten i Ibsens Fruen fra
havet. In Ibsen’sThe Lady from the Sa&angel’s eldest daughter Bolette accepts
to marry her former teacher to be free and be tbleave home. This proposal
has often been seen as a parallel to Ellida’s ngaria Wangel, who “bought” her
from her father, and Bolette’s acceptance is tlusrdnappy solution as it is based
not on love, but lack of other options, thus beingritic of society and women'’s
lack of equality. By exploring the different stagasArnholm’s proposal, Bolette's
altenative choises and her response, | argue imnigle that this scene presents
the idea that equality means mutual respect to ead’s needs and wishes, as
opposed to an egocentric, child-like attitude repnéed by the romantic artist-to-
be Lyngstrand. Thus this proposal gives us thdadéal foundation for Ellida’s final
choice of “acclimatication” and civilization in timeain plot of this drama.

Fruen fra havetr et drama som kombinerer psykologi og samfuritiigkr
pa en for lbsenpublikumet, uvant og seeregen méenange av de som kjente
Ibsen best som idealist og samfunnsrefser varrhedigative til stykket. Balansen
mellom de to sidene ved dramaet har bydd pa uffaydr bade for dramatikere og
kritikere, slik at oppsetninger og tolkninger heftsituserer pa det ene perspektivet
pa bekostningen av det andre. Dette gjelder ogsélige forskere og kritikere.

Lest som realistisk og samfunnskritisk dramak-eren fra havekjent for
a uttrykke kritikk av hvordan ekteskapet er bygdkj@p og salg. Hovedpersonen
Ellida Wangels innser i at hun i si tid solgte siégktemannen og tar et oppgjer
med ham om dette. At stedatteren Bolette sief frtitidligere husleerer Arnholms
frieri for & komme ut i verden, har blitt tolketraoen parallell til maten Ellidas
ekteskap kom i stand. Alfred Sinding-Larsen syrBpéettes valg har dermed blitt
stdende fra 1888: "Denne scenen... vil til alle tidésa som et Paradigma til
Indledningen til et Fornuftgiftermaal” (Sinding lssan 1888). Feministiske
Ibsenforskere i var tid, som Joan Templeton og Bar®hari, deler dette noe

" Ser-Trgndelag University College, Norway
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negative synet pa Bolettes valg. Saari hevder ksempel at Bolette gar inn i en
konvensjonell kvinnerolle, mens derimot sgsteretdedi'creates her own active
design” og dermed peker framover mor en alternaity mer selvstendig
kvinnerolle. Det er dette noe snevre synet pa Bwolgtg vil utfordre i denne
artikkelen ved & se neermere pa Bolettes valg. ddwevde at star for et radikalt
syn pa kjgnnsroller og ekteskap, men & forsta di#dene forutsetter at en
fokuserer pa hva som sies underveis i frieriet emer pa det faktiske utfallet.

I den psykologiske og psykoanalytiske tradisjonerem mer positiv til
Bolettes valg. Slike lesninger legger farst og fsemekt pa Ellida Wangels
terapeutiske samtaleprosess som setter hennemfhiridingen til mannen fra
fortiden og skaper forsoning med natiden. Forsaginignebzerer at Ellida forsaker
den absolutte friheten som sjgmannen og havetgsepierer, og hun velger den
siviliserte friheten, frinet under ansvar, i samfived ektemannen. Anne Marie
Rekdal er i sin Lacan-inspirerte lesning av dramaete pa hvordan bade Bolette
og Ellidas valg mellom disse to typene frihet itheser hvordan individets
psykologiske utvikling innebzerer en sublimering. $dblimere er & frigjgre seg fra
det regressive som karussdammen representerer ing gélet symbolske med de
begrensinger i friheten sodetinnebeerer.” (Rekdal 1998, s.221) Rekdal ser dermed
Bollettes valg som noe mer enn et fornuftsekteskap:

Hennes motiver for & velge Arnholm er ikke baretsay materielle behov.
Ut fra den metaforiske konteksten i dramaet ergastyrt av hva karussdammen
somdet reellerepresenter, og som Bolette takler gjennom simflar sublimering.
Gjennom a velge den sosiale og begrensede frilmgemuligheten til kunnskap,
avstar hun fra den absolutte frineterpire som er knyttet til karussdammen det
relle. (Rekdal 1998, s.222)

Det vil fare for langt & g& naermere inn pa psykbaisie lesninger her,
men jeg vil trekke fram at flere kvinnelige kritikei lbsens samtid star for et
positivt syn pa hvordan konflikten lgses i dramagtdermed den sublimering som
finner sted. Den kjente kvinnesaksforkjemper odiafiber Camilla Collett roser for
eksempel stykket fordi det avslgrer de romantigkerlighetsdremmer hun selv og
sa mange andre kvinner har latt seg rive med avkigtet til den fremmede som
representerer den absolutte friheten. Collett aantden slik: "Ungdomstrangens
blinde, rodlgse — kritiklgse — Forelskelse — Faatas Foster. Denne Daemon som
har knust saa utallige hjerter, gdelagt sa utakigsistenser” (Collett 1889). En
tilsvarende positiv holdning kommer fram i omtader ledende kvinnesakskvinner
som Wilhelmine Ulimann, Gina Krogh og Hanna AnderBaitenschon. Butenschon
ser mennene i verket som representanter for utédies i menns syn pa kvinners
likeverd. Her har Wangel nadd det hgyeste niva,swenholm er en god nummer
to. (Butenschon 1889)

Nar det gjelder Bolette-skikkelsen, hagrer med aneeat mange kritikere
har sett pa bipersonene som overflgdige i dettmaes, eller de ser pa dem kun
som speiling av hovedpersonen. Det innebaerer dosst&s ja til Arnholm som
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uttrykk for at hun, som Ellida, resignert og utentstand innga et fornuftekteskap
basert pa kjgp og salg pd samme mate som Ellidatidsgjorde det da Wangel
fridde til henne. Jeg vil hevde at scenen uttrykdeeigt mer enn dette. Den viser
oss riktignok Ellidasdilemmaved & gjenta det med andre personer og i en ny
situasjon, men den er forskjellig fra Ellidas higtopa en rekke viktige punkter.
Den viser hva som manglet av likeverd mellom maghkwnne da Ellida ga sitt ja.
Denne mangelen er det Ellida senere i dramaet tappjor med Wangel om, og
dette oppgjaret fgrer til at hun til slutt kan velgam pa et annet grunnlag enn
tidligere. Frieriscenen mellom Bolette og Arnholun@ierer dermed til & klargjgre
og illustrere viktige prinsipper for likeverdighetg dette foregriper Ellidas
endelige valg. La oss se pa hvordan dette komingttrykk i dramateksten.

Frieriscenens plassering i 5. akt i dramaet leggse faringer for hvordan
den kan tolkes. Den fglger etter innledningsscengmakt som viser Lyngstrands
flart med begge Wangeldgtrene, der han ber farstethe og s den andre om a
veere inspirerende muse for ham mens han er utedeweog utvikler seg som
kunstner. Bolette avslgrer egoismen i hans prosjettta sparre om kvinnens plass
i et slikt forhold, men romantikeren Lyngstrand milte gleden ved at en kvinne
tenker pa ham uten a yte noe til gjengjeld. Twaudtivil han "belgnne” Bolette for
innsatsen ved & vrake henne nar hun vil ha blitgfonmel og bytte henne ut med
Hilde. Ironiseringen over Lyngstrand i denne sceleener ingen tvil om at denne
mannlige egoismen ikke kan vaere grunnlag for étdior mellom mann og kvinne,
slik Bolette ser det.

Frieriscenen mellom Arnholm og Bolette har flersefa og disse tematiserer
ulike aspekter ved forholdet mellom mann og kviddtgangspunktet er at Bolette
tidligere har delt sine lengsler og sine bekymrinfge sin framtid med Arnholm.
Etter at han har forsikret seg om at hun ikke erdet til noen (som Ellida var da
han fridde til henne), sier s& Arnholm: ”..sa dRal ogsa fa reise med meg” (Ibsen
1934, s.142). Bolette klapper i hendene av begeistig lykke, men nar Arnholm
deretter spagr om hun vil "knytte seg til ham feel’ viker hun tilbake i skrekk.

Bolettes reaksjon far Arnholm til & fortelle at hanfra Wangels brev til
ham har trodd det var Bolette, og ikke Ellida, doan gatt og tenkt pd ham. Etter at
denne misforstaelsen er oppklart, gar Arnholm kithdl sitt farste tilbud om a
sgrge for at Bolette likevel far reise ut i verdepnleere noe, slik hun gnsker, men
dette faler Bolette at hun ikke kan ta imot etter §bm er sagt. Arnholm bgnnfaller
henne om & ikke avsla og minner om alternativertdi alene nar faren dar eller
matte ta en annen hun "heller ikke kunne fgle ngathet for”. Stilt overfor disse
utsiktene, sier Bolette nglende ja, og na byttélermre om. Det er Arnholm som
gleder seg over utsiktene til et forhold baserv@dnskap, mens det er Bolette som
deretter forsiktig rgper at hun likevel kan tenkg & gifte seg med ham.

Det er tydelig at Bolettes gir sitt ja med velowsds besluttsomhet, men
under sterk tvil. Lesere og tilskuere settes i sanum som hun synes a fale, nar
det gjelder & avgjegre om hun har blitt manipulert i ekteskapet en mann som har
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utnyttet hennes situasjon som ugift og ubemidléhik@ med sveert begrensede
muligheter. Men la oss se naermere pa hva det gs sigerveielser som kan ha
ligget til grunn for hvordan Bolette handler. Davsisile og gkonomiske siden av
saken er sveert viktig for henne og hun selv oppfateg ikke som ufri ved denne
forlovelsen, snarere tvert om. Hun gleder seg \aekdén pa & komme ut av sin
naveerende rolle som voksen datter med en ubenfédl€tTaenk, - at vide sig fri -
og fA komme du i det fremmede. Og sa ikke behgvgdabg aengste sig for
fremtiden. Ikke ga og grue for dette tossede udkenifibid.s146). Ufriheten ved
den innstengte posisjonen som hjemmeveerende éatdtsa den starste byrden i
hennes liv. | denne sammenhengen er det riktigalsénnes ja til Arnholm et ja til
et fornuftsekteskap. Men det er likevel et faktunman ikke hadde behgvd & gifte
seg med Arnholm for a fa lov til a reise ut, fonher villig til & hjelpe henne ogsa
pa vennskapelig basis. Hvorfor velger hun iklenelgsningen? Valget ma ses i
lys av den forutgdende scenen med Lyngstrand.

Den personlige siden ved Bolettes valg gjelder Berdrgm om & komme
ut i verden. Dette er en dregm hun deler Lyngstr&ret. ute vil han berike sin sjel
pa en hengiven kvinnes varme tanker, uten tankédone. Denne posisjonen har
Bolette grundig avslart som egoistisk. Hun stareforide om et likeverdig forhold
der begge parter yter noe for den andre. Akseptarera motta Arnholms stgtte
uten a gi noe igjen, er hun altsa i samme posgjomden selvsentrerte Lyngstrand. Et
slikt valg vil bety & bytte ut mannlig egoisme madnnelig, og dette bringer oss
ikke naermere et likeverdig forhold mellom mann agnke. For Bolette er dette
tydeligvis et moralsk spgrsmal. Det gjelder gjeiusigspekt for hverandres gnsker.

Men forholdet har ogsa en falelsesmessig side.tlode taus om hva hun
faler for Arnholm, og kritikere synes & ta for gittBolette ikke naerer noen varme
folelser for ham, eller at hun til og med fgler wmlg mot ham. Dette er det ikke
belegg for & hevde ut fra Ibsens tekst. Tvert ifowi vite at Bolette svermet for
Arnholm den gang han var hennes leerer. Situasjenaelermed ikke den samme
for Bolette som den var for Ellida overfor Wangej érnholm. Ellida hadde
mannen fra fortiden i sine tanker da hun ble fritidmen mannen fra fortiden i
Bolettes liv, det er nettopp Arnholm. At Bolette n@erraskes over at han ser
tynnharet og halvgammel ut og tar avstand fra leolepikeforelskelse, er ikke det
samme som at hun misliker ham. Det hun har problemed, er & se ham i en
annen rolleenn som sin laerer. Jeg tolker Bolettes handlirrgsbe uttrykk for at
hun styres av det samme idealet om likeverd sonfdviiekter overfor Lyngstrand.
Et leerer-elev forhold har sterke likheter med etdatter forhold. Dette er en
relasjon der leereren/faren er autoritet og radgimed ansvar for eleven/barnet,
mens eleven er det umodne barnet som trenger rékkedan foreta selvstendige
valg pa egne vegne. Nettopp denne relasjonen lideerfar-barn relasjonen som
Ellida gjer opprar mot overfor Wangel. Bolettesyvfaregriper altsa dette oppreret.
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Nar det gjelder den seksuelle siden ved ekteskapet,ogsa er en side ved
et frieri, s& er det fristende a trekke en paratieldet bergmte frieriet i Ibsen
foregdende dram&osmersholmOgsa dette har flere faser. Rebekka West er farst
henrykt over tilbudet om & bli Beates etterfglgernest avslar hun kontant nar
tilbudet endres til et samliv "i frihet, i fryd,denskap”. Slik jeg tolker det, gnsker
Rebekka et platonisk forhold til Rosmer, for pargriav skyldfglelsen overfor sitt
incestugse forhold til faren er hun ikke folelsessigei stand til & leve i et seksuelt
forhold til ham. Det er et lignende omslag i Badstteaksjon. Fgrst er hun lykkelig
over tilbudet om et aseksuelt forhold. Hun reagesem et barn som far en
etterlengtet gave. Nar den seksuelle realitetemgbrs inn ved at tilbudet gjelder
ekteskap, blir dette derimot en umulig posisjonrskgllen mellom Bolette og
Rebekka er imidlertid at Bolette ombestemmer sedné far tenkt seg om. Det er
tydeligvis altsa ikke den seksuelle siden ved deksme kvinnerollen som sadan
som skremmer henne, det er nsermest det motsattt® biieveerende i barnerollens
uskyld synes umulig. Det er den rollen hun vilat a

Likeverd mellom partene betyr ogsa at begges grakdnensyn til, og det
skjer i dette frieriet. Her er det en viktig forskj mellom bipersoner og
hovedpersoner, en forskjell som antyder at frieeiehoe mer enn en paminnelse
om Ellidas fornuftekteskap. Bolettes ja til Arnhom annerledes enn Ellidas ja til
Wangel i fortiden, for Bolette stiller betingelsary disse loves innfridd. Ellida
stilte i sin tid ingen krav, men synes a ha lag seerlevere passivt fra farens
varetekt til ektemannens. Bolette har derimot klansker, hun setter ord pa sine
dem og hun far dem anerkjent som legitime. Pa hakyav de rddende forhold pa
Ibsens tid, tar jeg pastd at Bolette pa dette mirfkamstar som bade radikal og
selvstendig snarere enn underdanig og konvensjonell

Den viktigste hindringen for Bolette i forhold #rnholm, er hennes eget
mentale bilde av ham som hennes leerer. "De, sonvdeaet min leerer! Jeg kan
ikke tenke mig at skulle std i noget slags andehdia til Dem” (Ibid. S.144)
forklarer hun. Hun har tidligere erkleert at maneldifter seg med sin laerer. Siden
dette ikke var uvanlig for kvinner i borgerlige fiier, der markedet var begrenset,
ma vi anta at Bolette anser et slikt giftermal smaert konvensjonelt. Livssituasjonen
har dessuten gjort henne ngktern overfor romaniger om kjeerlighet uten tanke
for den praktiske virkeligheten. Arnholm er pa wdsende mate styrt av sitt
mentale bilde av Bolette, formet av Wangels braw $&det ham til a tro at det var
Bolette, og ikke Ellida, som har gatt og tenkt @dnh At denne feiltakelsen na er
oppklart er ikke nok til & endre situasjonen fonBolm uten videre. Det mentale
bilde farger det relle: "Deres Billede, — sdledesgeg baerer det i meg, - vil alltid
std farvet og preeget av den stemning som fejltagetstte meg i (Ibid.s.144)"
Bade Bolettes og Arnholms fantasibilder av hverandr klare paralleller til
stykkets hovedkonflikt og en sentral tematikk i rdeget. Ellida Wangel ma
overvinne sitt bilde av den fremmede som demonéskrann for a frigjere seg fra
angsten for ham, og Wangel ma overvinne sitt bidde Ellida som havfrue,
naturvesen og hjelpetrengende barn for & gi henimetén hun trenger.
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De mentale bildene personene beaerer i seg av hveranikke uten videre
enkle & overvinne. Psykologisk kan de forstas soojeksjoner av indre bilder, og
sa sadan forsvinner de ikke bare ved at de blitifigert og papekt, men dette er
en ngdvendig begynnelse. Arnholms bilde av Bolstten kvinnen som gar og
dregmmer om ham, ligner dessuten sterkt om Lyngdtdimmmekvinne, en rolle
Bolette tar avstand fra. Bolette ma erkjenne atmeanhun knytter seg til har et
romantisert bilde av henne som ikke uten videreséy endre. Imidlertid er dette
en situasjon parallell til hennes egen, for ogsdanke bilde av ham er farget av
fortiden. Hun ser ham som sin leerer og kommer iten videre ut av denne
forblindelsen. P& denne maten er de i samme batviRiége her, og det skiller
Arnholm fra Lyngstrand, er at han, som Boletteklar over sin forblindelse. Disse
to har bevissthet om hvordan fantasibildene stgem og de kan sette ord pa
denne innsikten. Jeg vil hevde at Bolette og Armhgla dette omradet viser
avansert innsikt i hva som styrer forholder mellorann og kvinner. Med denne
innsikten representerer de et skritt i riktig rathimot et mer likeverdig forhold
mellom kjgnnene. Hundre ars kvinnekamp etter Ibs@hshar vist at likeverd
mellom kjgnnene ikke falger automatisk av gkonondgkjuridiske frihet. Det er
de mentale bildene menn og kvinner har av hverasaime er det problematiske og
som vi stadig sliter med & avslgre. Det er intenasat Ibsen ogsa pa dette omradet
viser innsikt langt forut for sin tid.
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ABSTRACT. Aspects of the Master Builder Myth in Ibsen’s “The Master
Builder”. The paper proposes an archetypal perspective or soatives of
Henrik Ibsen’sThe Master BuilderThe analysis aims to trace the mythical core of
the archetypal idea/representation (C. G. Jungh®fdrama, with a focus on the
daemonic dimension and the idea of sacrifice coethin this myth (Mircea Eliade).
As background, an outline of the displaced or cdtagad myth of creation — in a
broader cultural context — will be drawn, with nefiece to the Eddic myth of the
master builder, the legend of St Olaf, and the Easbpean ballad of Manole, the
master builderThe Master Builder (Bygmester Solnessild also be viewed as
an archetypal image of the primordial creation mythich, according to Eliade,
expresses the myth of the eternal return.

Outline

The paper views the text of the master buildernagge (Kittang: 277),
namely as an archetypal image of the myth of aeatieading the play from one
perspective, that of a camouflaged myth. AccordinG. Vico the myth in itself is
a metaphor and the metaphor is the linguistic edent of the myth (Vico: 245).
The revealing metaphor of creation contains in shell the myth of creation and
expresses the human being’s attempt to reach iamatét challenge on what Gaston
Bachelard calls the vertical axis of the air, allemge of the absolute, which also
implies the daemonic side of creation and the "satfrifice”.

Displaced myth in folklore traditions

In the displaced or camouflaged myths of creatiba human being
imitates the primordial gesture of the divinity. ellmere imitation of a divine
primordial gesture, which is real because it isesdcimplies the sacrifice which
coincides with the originally Space and Time of fhienordial divine manifestation.
The concrete time or the actual time thus coincwdiéis the mythic time of creation
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through this ritual, as a co-incidence betweenvthele and the part, between the
transient and the absolute (Eliade: 1992: 95). Tthes sacrifice of the re-enacted
creation coincides with the primeval time - “illenbpore”, and space - the centre of
the world. Every act of creation copies the cosaneghetypal representation of the
cosmogony myth and this act has to take placedrcémtre of the world, because
creation started in the centre, which is sacre@. Sdcrifice of the constructor, be it
daemonic or not, is contained in the myth of Cregtieither because the master
builder, as a humble human being, is not allowedréate an outstanding edifice,
which can only stand in God’s power, or because fda of perfection may
express the fear of death. Only God can createharywithout diminishing His
being. The human being, who is also a result ofitaye, is sterile as long as he
does not give soul to the product of his own hahi#scan give it life by sacrificing
himself or his fellow human beings (Eliade: 1999).7

Thus, in the secularized myths of creation, fronegge to Transylvania,
the sacrifice of a child, a woman, a stranger enethhe master builder himself gives
soul to the construction, it gives the edifice batbration” and “perenniality”. The
meaning of the sacrifice is to remake the origawlof creation, because it is only
in this way that a thing/edifice gains reality addration according to Eliade
(Eliade: 1992: 89).

As suggested by Eliade, this repetition of the timeaact implies the
archaic human being’s thirst to live again the “Vemess’, it is the nostalgic need
to go back to the primordial crucial time of theeation. It is the metaphysical
vocation to recover the lost paradise (Eliade: 19%@), or it is the revealing
metaphor of the great myth of humanity, the fatll amdemption of the divine soul.

The legends and rituals connected to the cosmogutly, the superstitions
and legends about constructions (churches, ciiesses, bridges, walls, etc) ask
for almost similar sacrifices from the human beitiqs reiterating the primordial
act of a mythical amorphous creature which throsghrifice, a violent death,
gives birth to the worlds, transforming Chaos iGtwsmos.

According to Joseph Harris “the existence of an Qloirse myth was
attested at least four centuries before the eafidistale versions” and “the only
certain attestation of the myth is in the late ssiptated handbook of Snorri
Sturluson and shows strong traces of his creatweli (Harris: 66). The actors of
the narrative are the master builder (who provesha end to be a daemonic
character) and the contractor (represented by tusYswhile the outstanding work
is embodied by the walls of Aasgaard to be builtie time so that the master
builder gets his reward, namely Freya and the suhthe moon in the sky. The
contract is faked by the contractor with the hdljoke, while the identity of the
master builder - alias the mountain giant - is edé®@ and hence the constructor is
punished and destroyed by Tor. The productivitthef“displaced” or “camouflaged”
myth in folk literature is very rich, especially Bouth Eastern Europe where the
construction theme is profoundly related to theaidé the daemonic and that of
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human sacrifice. The image of sacrifice evolvethimm South Eastern tradition from
the sacrifice of a person indifferent to the mabtglider to the sacrifice of a person
closely attached to the constructor (the wife @f tmaster builder to be built in the
walls of the construction work). This leads to amtpe of human aspect within this
archetypal image, namely an incipient phase of ittea of self-sacrifice in
achieving a creation work. This qualitative mutat{€iompec: 278) constitutes the
foundation of the aesthetical accomplishment ofrttygh in the Eastern European
cultural tradition. From Greece to Transylvaniais tualitative change is self-
contained in the folk legend, as quoted by Ciompec:

“Et gardez vous bien de sacrifier un orphelin, trargger ou un voyageur/
Mais seulement la belle épouse du maitre oeuvi@€ompec: 278).

The daemonic touch of the master builder who saesfhis own wife in
order to achieve the outstanding work of art is slow related to the fact that the
master builder in the Scandinavian tradition isdaémonic offspring, a troll or a
vette. The historical legends about St Olaf andSteigord Church and the Trondheim
Cathedral can be subsumed under a formal pattecoyding to Sehmsdorf: “both
involve the task of building a tower and the neéthe builder to enlist the help of
a demon troll to achieve a degree of perfectioa @hperhuman height) ordinarily
denied to a man” (Sehmsdorf: 265).

The master builder’'s imperative desire to createrttasterpiece within a
given time metaphorically transforms itself withime folklore tradition. As such,
the archetypal representation focuses upon theledga of perfection, of the
divine creation. It is this very aspect which isi@ned in the narrative of creation
in the Eddas. The daemonic sides of the constractdrithe construction are linked
to the captivating imperative to challenge perfattithrough the outstanding work
of art which is, in the Norwegian folklore varianés in the South-Eastern European
variants, - as for exampManole the master buildera cathedral rising on the axis
of the air.

Literary criticism has constantly come with prodifigt Ibsen'sThe Master
Builder -Bygmester Solnessnakes use of the Norwegian folklore belief accaydm
which a troll assists a human being to achieveopatssuccess at a certain price. It is
the case of the two Norwegian legends about KingvQOthe master builder, who
associates to a daemonic force / a troll / to aehibe outstanding edifices of Seljord
church and of Trondheim cathedral. The explanatangtions of the legends reveal
the daemonic aspect which gave birth to outstandatgevements, in this case “the
tower, the structure so high that it stood for siing superhuman and unachievable
by a man unless he had the help of a supernatunadrp (Sehmsdorf: 265).

The representation of the tower is connected teratre representing a
revealing metaphor of the ascension myth. The towerinds us of the Babel

* “But pay attention and don't sacrifice an orpharstranger or a voyager/ But only the beautifukewif
of the master builder”.
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tower which is the Gate to the sky and whose pwpuss to recreate the broken
axis in order to reach God. And Babel means the GaGod. Still, as Chevalier
points out (Chevalier: 11l: 393), this connectioatleen the Earth and the divinity
was perverted over time and became its contrarg. Babel tower has come to
symbolize the opposite, namely the human arrogam@n attempt to reach the
heights of divinity, and from a collective point wiew the desire of a community
to revolt against God. In Christian tradition, togver is the symbol of ascension to
heaven. (Chevalier: vol.3: 394) On this axis of #Hie the ascent to heaven is
apparently opposed to the fall, or to the desaehlaides, which are both characteristic
for the master builder myth. Still, both the asdegdand the descending
movements on the axis of the air account for thmesdhing, the “initiatory
scenario” which leads to “selfrealization”.

Ibsen’s Master Builder

Ibsen used creatively this archetypal represematiothe master builder
myth which was present as a displaced myth in thevsgian folklore. In support
of this idea also comes the well known referenceenay Ibsen about the legend
of the builder of St Michals’ church in Munich wheas killed when he fell down
from the church he had built. Commenting for Heldeff on the explanatory
“Baumeistersage”, Ibsen touched the very core o primordial image: “Die
Leute empfinden sehr richtig, dass niemand undgéswahoch baut” (Sehmsdorf:
268). The reading of the playhe Master Builder Bygmester Solnessas image
may reveal the archetypal image of the myth of tracton, as a camouflaged
myth or “secularized” myth, which re-enacts theitiatory scenario” of the
creation myth, through the challenge of an impdedifisk to be accomplisheithe
fulfilment of absolute mastery.

“Solness (alvorlig): Har De aldri merket det, Hild#t det umulige — det
liksom lokker og roper pa en?” (462)

“Solness: Have you never noticed, Hilda, how thpassible, how it
beckons and calls to you?” (BJ 394)

According to Eliade and the folklore tradition, treeenacting of the myth
of creation involves two important aspects: thentagic aspect and the sacrifice,
which are present on different levels in the plake first level regards Solness’
success as a master builder within the societeptofane environment.

The second level points towards the master budérlfiiment on the
ascension axis of the air in the sphere of theeshddne can remark the use of the
word “veer” in Norwegian, for both dimensions, oe tine hand in the profane world:

“Solness: ...ja, ser De, - som sagt, - den brannem bdakte meg veeret,
den. Som byggmester da.” (461).

“Solness: So you see, as | said, that fire, setipne as master builder, that
is." (BJ:393) and, on the other hand, in the saaredd:

“Jeg hadde aldri far kunnet stige sa hayt og tititteers”
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Both levels are marked by Solness’ encounters Wiltte, the source the
anima, or his double. Solness, the master buiddom Hilde symptomatically
calls only by his generic name, embodies the exampgiero who, in his initiatory
scenario, is the daemonic vitality aiming to fulfthe absolute mastery. The
initiatory scenario re-enacts the creation myttdieg the master builder to the
centre, to his own centre, the selfrealizationv@djennelse) which only Hilde can
perceive as such at the end of the play. It is sgmatic that Ibsen did not call
Solness an architect, but archaically a mastedeyildenominating, as Sehmsdorf
points out, both the designer or planner and th#stnan who supervises the actual
construction... making in this way the legendaryitia relevant to his drama.

The daemonic aspect of the drama is present bofoiness and in his
double, Hilde. The master builder's Shadow embodbigthe troll, the devils, even
the vampire bear the blame for having sacrificeié\in the sphere of the profane,
transforming her into one of the living dead.

“Solness: Ja daevlene! Og trollet inneni meg ogsa. Har tappet alt
livsblodet av henne. For min lykkes skyld gjordede#’ (474)

"Solness: Yes, devils! And the trolls inside meoal§hey've drained all the
life blood from her. They did it for the sake of imgppiness and success” (BJ: 410)

Still, Solness’ fulfilment on the profane level, btilding churches and
then houses, turns out to be illusionary and ephanvehen the master builder
encounters Hilde for the second time in his life:

“Solness: Er det ikke underlig -? Jo mer jeg terkar det nu. — sa star det
for meg som om jeg i hele lange ar har gatt hepiagmeg med — hm- matte ha
glemt igjen. Men aldri s fikk jeg tak i hva detie veere.” (453)

"Solness: Isn't it strange? The more | think abibubw, it's as if for many
long years I've gone around tormenting myself witi..

Hilda: With what?

Solness: Trying to track down something, some @&pee | thought I'd
forgotten. But | could never discover a clue astiat it could be.” (BJ: 382)

“The forgotten” defines the hero’s initiatory roadwards the centre,
towards the very self of the hero, through a cpatal movement triggered by the
second appearance of Hilde in Solness’ life, archiciating with theaircastle and
the ascension and fall on the vertical axis ofdire It is on his second meeting
with Hilde that Solness perceives the illusionanccess of his artistry in the
profane world. Thesource of this revelation,Hilde, makes him aware of the
supreme masterythe aircastle (luftslottet).

Hilde, regarded as image, is the double of Solire€dto Ranks words, the
master builder's anima, the eternal feminine, thendonic which in C. G. Jung’s
view is both good and bad: “because the Anima whfgsshe wants both good
and bad”. (Jung: 223). Both as daemon and pringdss]iberates the prince and

! Hilde pronounced akilde which means “source” in Norwegian.
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gives him back his soul, as in the myth of Cupid &syche referred to by Otto
Rank. She can be perceived as the anima that casaéed in relation to the
opposite sex, and which would be the image of tha, $ts vital force in a positive
sense or in a negative one, according to JungeH#ldien “hivtkledde deevelunge”
suddenly emerging from nowhere, from Solness’ snbcious:

“Solness: ... Hvorfor er De kommet?

Hilde: Fordi jeg vil ha fatt i mitt kongerike. Nu &isten ute”...(452)

“Solness: Why have you come?

Hilda: Because | want my kingdom. The time’s uf3J{381)

Hilde speaks through archetypal images which seiitrble as anima, as
for exampletroll, luftsott (aircastle), kongerike (kingdomyhich trigger a process
of giving shape to Solness’ thoughts which evemualn into the supreme act of
creation, achieving the mastery of the aircastididlottet, on the ascensional axis
of the air represented by the tower.

The initiatory scenario of the hero leads him te tentre, and through a
centripetal movement the master builder approatiesacred on the ascensional
axis of the air with the belief and ultimate chafie to build “det deiligste i
verden”(480) since the princess “skal ha sitt 5l@t80). The master builder dares
climb as high as he has built, “stige sa hgyt san kelv bygger” but falls
immediately after, as if defeated by the Ikarusdsgme.

But the ascensional movement on the axis of thalegcribed by Bachelard,
as well as the fall, the violent sacrifice, mengidrby Eliade, are both an expression of
the same dimension, the initiatory itinerary of lexo, the way to the centre, the re-
enacting of the creation myth. The violent deatthefmaster builder suggests the self
sacrifice of the master builder which re-enacts t¢heation myth, concluding the
initiatory scenario of the hero through its triaftiom, ascension — fall — rediscovery of
the self by returning to the centre in the sphétbasacred. The aircastle (Luftslottet)
is at the same time tlaxis mundithe centre of the universe which creates thedwtirl
is animago mundi which gains the soul of the master builder whatiooes his
existence by giving his soul to it. It is only Hildvho seems to see that Solness became
part of and gave soul to the aircastle which urfiesn both. The sacrifice and the re-
enacted creation coincide with the original timélle tempore” —, and space — the
centre of the world. According to Eliade, this cenheans ESSE, the absolute reality,
being the opposite of the profane, of the beconuhlife, in one word, the opposite of
NON ESSE. (Eliade: 1991: 29)

90



ASPECTS OF THE MASTER BUILDER MYTH IN IBSEN'$SHE MASTER BUILDER

BIBLIOGRAPHY

Henrik Ibsen:

Ibsen, HenrikSamlede verketll [ Byggmester Solngs®©slo: Gyldendal1973.

Ibsen’s Selected PlaySelected and Edited by Brian Johnston, A Nortoitical Edition.
Norton and Company, 2004. (Marked in the text: BJ).

Secondary sources:

Den Zldre EddaAschehoug, Kristiania, 1899.
Folktales in Norwayed. By R.T. Christensen. Chicago, 1964.

Bachelard, Gastor.’air et les songes, Essai sur I'imagination chouvementLibrairie José
Corti, 1943.

Ciompec, GhMotivul creaiei in literatura romaa. Bucuregti: Editura Minerva, 1979.

Durbach, Errol.lbsen the Romantic. Analogues of Paradise in therLRtays London:
Macmillan, 1982.

Eliade, MirceaMyth and RealityNY and Evanston: Harper & Row Publishers, 1963.
Eliade, MirceaDrumul spre centruBucuresti: Univers, 1991.
Eliade, MirceaMesterul Manole.lasi: Junimea, 1992.

Harris, JosephThe Masterbuilder Tale in Snorri's Edda and Two Saga Arkiv for
nordisk filologi.91 band, (6 foliden 9.bandet).1991, pp.66-100.

Kittang, Atle.Ibsens Heroisme. Fr& Brand til Nar vi dgde vagr@slo: Gyldendal, 2002.

Jung, Carl GustavArchetypes of the Collective Unconscidugwentieth Century Criticism,
The Major Statements ed. by Handy J William, WestbiMax.NY: The Free
Press,1974.

Kirk, G.S. Myth. Its Meaning and Functions in Ancient and Otledtures. Cambridge
University Press, 1970.

Meyer, MichaelHenrik Ibsen. En bibliografiOslo: Gyldendal, 1995.
Rank, OttoDublul. Don Juanlasi: Institutul European, 1997.

Sehmsdorf, Henning KTwo legends about St. Olaf, the Masterbuildar Edda
Universitetsforlaget, 1967, pp.263-270.

Snorri SturlusonEdda Everyman, 1998.
Vico, GiambattistaStiinta nouaBucuresti: Univers, 1978.
Tomescu Baciu, SandBeer Gynti miturile nordice.Cluj-Napoca: Napoca Star, 2000.

91



STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LI, 3, 2006

THE RECEPTION OF IBSEN IN THE UNITED STATES: A
MIRROR OF CULTURAL AND POLITICAL
CONCERNS, 18891910

ORM @VERLAND ‘[T]

ABSTRACT. The Reception of Ibsen in the United States: A Miror of
Cultural and Political Concerns, 1889-1910.Ibsen was introduced in New York
in the 1889-1890 season wig Doll's House Reactions to his plays in the first
two decades were largely negative: Ibsen’s play® weomprehensible, they had
a message and were therefore not suitable forhtregdr, and they were obscene.
A fourth issue, the question of their relevancytfue United States, had markedly
different responses before and after 1900. In #B@04 Ibsen was found to be
irrelevant for a healthy society. In the next dexadowever, he was seen to
address social ills in the United States. The kesief American Ibsen productions
in this period may not throw much new light on plays, but they have much to
say about prevalent social and cultural views. Ttigcal debate that his plays
engendered focused on those very issues that ¢biarad American theater of the
period and that precluded a warm American welcointleeoNorwegian dramatist.

By the time Henrik Ibsen had become recognized hes foremost
contemporary dramatist in many European counthiesyas still largely unknown
in the United States. When one of his plays evdigtuas produced and reviewed,
the event presents us with a parad@kosts published in Copenhagen in 1881,
had its first performance some months later in @&ic This production may be
called provincial; it was done by an immigrant aguatcompany, in the original
language, and far from New York. Neverthelessrelew in the Chicago Norwegian-
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language newspap@&kandinaveiMay 30, 1882, was well-informed and demonstrated
critical sophistication. The critic concluded tlia¢ play was not entirely successful.
He was evidently familiar with Georg Brandes andleved that literature should
hold up a mirror to society so that readers andeziggs could more clearly see its
faults. ConsequentlyGhostswas a failure because it did not give “an imageaufiety

as a whole but presented an example of a situgtam happily, is an exception.”
But the reviewer did not complain that the play w#d&cult or repulsive. A decade
later, the drama critics of New York would decldtisen both intellectually
incomprehensible and morally unacceptable. Most Nenk critics in the 1890s
appear provincial in comparison with the immigraritic in Chicago in 1882.

Ibsen posed a challenge to a theater regardeglaseaof light entertainment.
He was launched in the 1888890 theater season with Doll's Houseand the
circumstances were propitious. The leading role plaged by Minnie Maddern
Fiske, a star of the New York stage, and the preduas the equally prominent
Richard Mansfield. Before opening on New York’s Bdway, theater productions
were tried out in cities such as New Haven, Bostod Philadelphia. Fully aware
of the importance of this theatrical evefilhe New York Tribunkad sent a critic to
the opening night in Boston. He noted that, to-dagpresentation was the first
that any of Ibsen’s plays had had in this coun&fole an audience which fairly
represented the best class of American play-g@ddtsough the Globe was not
filed many of the best known literary people wenesent and before the play
began there was on the faces of the majority aneegjpn which said clearly “This
is an important occasion and our responsibilityjudging of the work of a
dramatist who is the founder of a new school oftiting is great.?

The event created considerable interest in IbséBoston. TheNew York
Tribung December 22, 1889, noted that there were moreests for Ibsen than for
any other author in the city’s libraries. The andies in other cities where the play
was tried out before coming to New York may notéhbeen equally well prepared. A
critic claimed, somewhat facetiously, “that in gpdf the many columns of Ibsen
matter, published in advance of the performanae Pthiladelphia matrons thought
that a ‘Doll's House’ was a play for children, atwbk their own to see what they
thought might be another ‘Little Lord Fauntleroy.”

A microfilm copy of the weekly edition oSkandinaveris in Riksbiblioteket, Oslo. A second
Chicago production of the play, in English tranislaiasPhantomswas in the spring of 1886.

2New York TribuneOctober 31, 1889. The reviewer wrote that a favlier performances of another
version of “Henry” Ibsen’s play “were not in citisghere much critical comment or attention could
be expected....” His reference is probably to a petidn by the Polish actress Helena Modjeska in
Louisville, Kentucky, December 7, 1883. The playswealledThoraand had a happy ending, as in
most early German productions. Another versiorAdDoll’'s House The Child Wife had been
played in Milwaukee in 1882.

% Trophonius, “Entre Nous Theatre Magaziné (November 16, 1889): 45.
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In spite of all advance publicity the productionsne flop. Looking back
on her career in 1906, Mrs. Fiske observed thateibplays required an entirely
new treatment”; there was “no precedent to guigdelpctions of those psychologic
dramas” in the United States, “where the old-faséi obvious or romantic play
had been long in vogue.” Two years later, a ciitithe Independerdlso noted that
Ibsen had presented a challenge to the Americatehéaudiences and actors had
to be taught to forget all that the term ‘theafficannotes.”

The turn of the century was a time of radical clangdustrialization,
capitalization and urbanization were developingratunprecedented pace and the
engine driving much of this change was immigratibmmigrants and their
children made up as much as 80 per cent of thelatbgu of major cities in the
Northeast and Midwest. Consequently, there wa®waigg anxiety in the English-
speaking middle class for the foreignization of theted States. To them immigrants
were a foreign element in the streets of New Ydbisen represented a foreign
element in the theater to audiences and critideealdne way to understand the
resistance to Ibsen’s “foreign” plays may be to isée the context of the Anglo-
American resentment of the expanding “foreign elethim the streets outside the
theaters where he was performed.

Ibsen’s supporters were a select group. Wiéostswas performed in
1894, theNew York Timegpublished the names of the better known “patrorss a
subscribers” of the production, in effect a list thie city’s prominent liberal
intellectuals. The next day the journalist furtiederlined the special nature of the
occasion, noting that there was “nobody present ighoot, presumably, of the
cult.”® By 1902 a magazine pronouncadDoll’s House“almost popular,” having
“attracted an unusual amount of interest” in Phalptia and Boston. Again the
star was Mrs. Fiske but even she was not ableaw dn audience for more than
two performances in New YofkThe following year a Baltimore company had
moderate success witBhostsin New York, giving four matinées in January and
returning in March for a run of two and a half weddefore a national todiin the
season after Ibsen’s death in 1906 there were fimeguctions of his plays with a
total of 171 performances. This is hardly impressilbsen remained an obscure
figure in the American theater. In advance of a7+98 production oRosmersholm

“An Actress Manager and her Ideas of Play Prodiitingw York TimesNovember 25, 1906; “Ibsen,”
The Independer@4 (April 23, 1908), 921.

SNew York Timeslanuary 5 and 6, 1894. The list included H. HieBen, W. D. Howells, R. G. Ingersoll,
Brander Matthews, Charles Dudley Warner, and Stdrishite.

®Ralph Bergengren, “An Ibsen Play that is Almostiag’ National Magazind6 (August 1902), 568.

"Joseph Dannenberg, “Playing Ibsen in the Badlarifls¢’ Theatres (August 1906), 219. The tour
had about 225 performances and went as far wesbasado. The play’s title seems to have had
some appeal; a lumberjack in Wisconsin threateaeshoot if he didn't get his money back when
he discovered that there was no ghost in the &y York theatergoers were not much more
sophisticated. Some years earlier several had wallie on a performance @hostsfor the same
reasonNew York Timedune 4, 1899.
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theNew York Timesformed readers about Mrs. Fiske’s “dramatizatbmbsen’s
vigorous noveRosmersholm. The book is translated and cleverly dramatiagd
Charles Archer?

In this period criticism ranged from skeptical tegative. Three main
points—partly related and partly contradictory—wemepeated by reviewers:
Ibsen’s plays were incomprehensible, they had asagesand were therefore not
suitable for the theater, and they were obscerfeulth issue, the question of their
relevancy for the United States, had markedly diffié responses before and after
1900. In the 1890s Ibsen was found to be irrelef@anta healthy society. In the
next decade he was often seen to address sosia the United States.

For some critics the contrast between Ibsen’s nattewnal status and the
lack of interest demonstrated by the American puplbsed a problem. E. A.
Dithmar, the drama critic for theew York Timesfound fault with the audience
rather than the dramatist. Dithmar consistentidtto present a balanced view in his
reviews. In 1894 he characteriz8ostsas “awful,” “unclean,” and “unwholesome,”
yet he conceded that, “in a technical sel@@eostsis a perfect play.” Reviewing
The Pillars of Societin 1891, he admitted that Ibsen’s “philosophy erioid” but
added that audiences did not really mind that plagse “nasty” but shunned
anything that required serious thought. In explaggnivhat the audience missed in
Ibsen’s plays he makes fun of the dramatic fane tfeeninant in American theaters:

The sentiment of them eludes the Anglo-Saxon thgatr, there is no fun
in them, the women do not wear pretty clothes, hbeoine does not pull the
portieres down when she gets excited, the band mimgslay nice tunes pianissimo
while the love scenes are going on, and somethieg dot happen in just the nick
of time to restore calm and peace and happiness.ufderlying theory of these
plays is not that a bad man never can swim. Trewe whole library of popular
dramatic literature founded on this theory. If anmamps into a river to save a
woman from drowning, he thereby proves his righhés love, and always wins
her and her fortune.

Seven years later, Dithmar was still sarcastic atfmiaudience, observing
that Ibsen was “not entertainment for ladies who dearly love to go to the
matinee’ and afterward take tea at the Waldorf-Aat&

William Winter of theNew York Tribundéound Ibsen incomprehensible or,
as he claimed oA Doll's Housein 1889, “vacuously obscure.” Dithmar was never
as dismissive as Winter but felt that it was diffidor the average audience to see
“what Ibsen is driving at.” In 1900The Master Buildemaffled Dithmar, who
found the symbolism “particularly occult and mygtify.” Norman Hapgood claimed

8New York TimesDecember 26, 1907. As late as 19D8e Master Builderwas set up as an
experimental matinée by the Progressive Stage ani®&lew York.

*These reviews by Dithmar are in thew York Timesor January 6, 1894, March 7 and 15, 1891,
and April 3, 1898.
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that very few in the audience “had even the mostipive comprehension of the
meaning, or, in any adequate sense, of the stéy.he put it a few years later,
“...it is writ in Greek or some equally incomprebie language. It is Norwegian
and will stay Norwegian.... It is pure pedantnktmw what it all means'®

Ibsen was also criticized for having a messagefraditting, it would
seem, those who declared him incomprehensiblevi®wer of A Doll's Housein
1889 claimed that Ibsen’s didactic tendency was @enserious “source of
weakness” than the play’s “illogical and unnatwtry”; lbsen’s plays were “not
well-suited to theatrical representation” becaus®y twere “psychological studies
rather than dramas.” Andrew Wheeler found the [ of the most exasperatingly
tedious narratives that ever called itself dranegfioing Winter, who called it “an
essay put into the shape of a dialogue, in threts @end illustrated with a stage
setting and tableaus.” As late as 1910 Winter faedishat ideas did not belong in
the theater: “There are halls to be hired. Theraniaudience for the lecture—if
lecturing would serve any good purpose.... Whyidghthe stage with inquiry as to
‘original sin,” or the consequences of ancestralkedness...? Since when did the
theatre become a proper place for a clinic of herrand the vivisection of
revolting physical and moral ailments?”

Clearly, the issue was not only a controversialsage but a controversial
content. It is a commonplace to observe that thase been differences between
the continental European and the American sensprayriety. Aspects of life
regarded as natural in one culture were considerptbper for public discourse or
display in the other. In 1903, tidéew York Timesioted about a performance of
Hedda Gabletthat, “some of the lines relating to Hedda’s paamgy were omitted
in a deference—mistaken perhaps—to the dictatetelifate feeling; but enough
was left to denote the case properly.” In 1906,abieess Charlotta Nilsson said in
an interview that “Hedda Gabler is spoken of ashitband unnatural simply
because no American actress has ventured to doive ithe import of her physical
condition.” And she added, “Some of the truthsif#f Wwe are not accustomed to
discuss in public®

Ibsen’s texts were often edited. In 1889, Mew York Timesbjected to
the presence of Dr. Rank i Doll's House “The scene between Nora and the
dying friend of the family is unnecessarily courBe, Rank himself being really a
supernumerary in the plot and nothing being gaingdhe note of vulgarity in

Owilliam Winter, New York TribuneDecember 22, 1889; E. A. Dithmalew York TimeDecember 22,
1889 and January 18, 1900; Norman Hapgddte Stage In America 1897900 (New York,
1901), 206 and “Peer Gynt and other Ibsen Plajis¢’ Theatrés (November 1906): 294.

I psen’s Doll's Houseat Palmers,The CriticN. S. 12 (December 28, 1889): 329; “Nym Crinkle,”
“The Foolishness of the IbseniteFheatre Magaziné (December 28, 1889): 16566; William
Winter, New York TribuneDecember 22, 1889 and “Ibsenites and Ibsenistarper's Weekl\64
(May 21, 1910): 30.

2New York Timectober 18, 1903 and November 11, 1906.
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Nora’s dubious remarks to him and his advancesetd’ [This scene, that may
strike many as a patrticularly moving one, was albdine case of what could and
what could not be presented on the stage. “ThecKstg episode’ in the play
whereNora sits on the sofa angankmakes sudden love to her,” wrote the critic
for the Theatre Magazine‘while it might be left out of the play altogeth suit
some tastes, is very neatly handled and need carrgffence.” TheNew York
Timeswas pleased to note that the 1894 production efplay had “properly,
removed from the role of Rank some of its hideoasnBlora’s stockings were not
on view and nothing was said about them. But thistnmave been a sad blow to
members of the Scandinavian cuft.Some critics found the concessions made to
taste more ridiculous than proper, as when a reii®ger Gyntin 1907 “could not
help wondering whose sense of ‘propriety’ resultedhe change of Solveig's
‘garter’ into a ‘shoestring™

It was not easy to negotiate between a conservatiiddle-class sense of
propriety and a genuine interest in Ibsen’s plajsper-class women were arbiters
of taste, but while they could be serious abouir tthety to promote art, they were
no less serious about their obligations to decemgythe 1889/90 season the
prominent Mrs. Erving Winslow had a series of lbseadings for select audiences
in cities on the eastern seaboard. In Boston, ‘dbdience, composed almost
wholly of ladies, was,” according to théew York Tribung‘almost painful in its select
character, millions of money being represented incrash of beauty and
intellect....”™ In New York Mrs. Winslow read at a theater butréhavere
complications when she performed in a private hameWashington: “Mrs
Wanamaker ... refused the use of her parlors, haiadple to ‘give patronage to an
author whose works required such thorough deodgyiziMrs. Morton and Mrs.
Hearst also ‘gracefully excused’ themselves. Midlef, wife of the Chief Justice
of the Supreme Court, was ... hoodwinked into letiivtigg. Winslow read in her
drawing-room from the writings of ‘that foulmouthddsen, who recognizes no
law human or divine.”The Critic made light of this, observing that, “This is a
view of the matter that had not occurred to thewrsociety of Boston and New
York.” Nevertheless, according to another corresieon, it appears that the Boston
reading, too, was considered daring, even thousgnis text had been bowdlerized
for the occasion: “... the omissions and alteratiqrerhaps unavoidable before a
mixed audience, perceptibly altered the tone amdleecy of the play.... The
audience were charmedth the reader but most of them expressed afterward a
decided dislike and disapprobation of the authdrer& were very few young
people present, and indeed | think they were bettemy, although there is no

3New York TimesDecember 23, 1889 and February 16, 18%katre Magaziné (December 28,
1889): 165.

¥New York TimesMarch 3, 1907.

5New York TribuneDecember 22, 1889.
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reason that | know of why their elders should redrhand read Ibsen.” Fearing that
his wife’s reputation was at stake, Erving Winshawote to theNew York Tribung
deploring that some may have been attracted toedwdings “by prurient criticism
in certain quarters of minor details in Ibsen’syglawhich it is needless to say,
Mrs. Winslow has entirely eliminated.... Ibsen’salples are too earnest, too
sincere and single-hearted,” he wrote, “not to depsuch a method of approach to
the new master:’

It is not surprising thaGhostswas shocking to audiences in the United
States; it had, after all, shocked audiences imias well. A Boston critic spoke
for many when he declaré@hosts‘an insult to decency and an outrage on taste.”
In 1890, an article in théNew England Magazindound “Mrs. Alving's too
circumstantial relation of her husband’s charaeted habits ... one of the many
lapses from good tasté®’In 1894, a reviewer oBhostsobserved that Ibsen ‘“is
unnecessarily—'realistic,’ | suppose it is callediid agreed with “a witty lady who
remarked ... that, while she did not objecAt®oll's House Ghostswas a little too
‘Ibscene’ for her taste.” The text for the 1894 gwotion had, as usual, been
revised. Dithmar in theNew York Timeshoted that, “The language used in
reference to a possible union between Oswald assd hhif-sister had been
modified. At least, one of fru Alving’s awful spdexs had been cut out, but the
horror was all there'® Indeed, Dithmar interpretg@hostsin a way that may seem
both naive and perverse: “In this unwholesd@tests’ he wrote, “which shows
us a respectable man who has fought down his pessweached wise doctrine,
bestowed alms, and lived a clean life, and themdhdlim up to scorn, with a
paretic, a courtesan, a procurer, and a woman, awing been the wife of a
horribly-diseased debauchee, is prepared to betlieaeall that is wrong, as his
only visible associates—his morals are at theirsivor

In the 1890s, the perceived indecencies of Ibsplags were regarded as
evidence that American society was more advancead that of Norway. To a
reviewer ofA Wild Duckin 1890, some things that could be expressed inviigian
could not “bear a literal translation” into EnglisiThere are passages that would
exemplify this but, unfortunately, must not be siated,” he explained and after a
crude outline of the plot he concluded: “There & an unsullied person in the
composition.” “Augh! | hear the outraged Anglo-Saj®ejaculation. Yes, | agree
with it; the structure is decidedly unpalatablemiikes a Zola stare. But stop a bit,
my dear puritan.... Ibsen is a Scandinavian. Hdejgicting Scandinavian life in

The CriticNS 13 (April 5, 1890): 170 and (April 12, 189087:188;New York TribungMarch 29,
1890. Erving Winslow (1838-1922), a successful Bpsbusiness man, was a prominent
intellectual of his day as a contributor to manwyrj@ls and newspapers. His main literary
contribution may be his translation of Maurice Maknck's Pelleas et Melisande

1"Benjamin Woolff of theBoston Gazetteras quoted with approval in thiew York TribuneMay 13, 1894.

18Edward Fuller, “Ibsen’s Social Dramas|&w England Magazire (New Series 2) (July 1890): 589.

The CriticNS 21 (January 20, 1894): 42ew York Timeslanuary 6, 1894.
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Norway for the Scandinavians....” This critic iguadly recommendin@he Wild Duck
as a play “startling in all its absolute originglit® Americans had to accept that a
work of art from Scandinavia would be tainted bg tpeneral corruption of that
distant society. Other critics insisted that Ibsaplays were irrelevant because his
criticism of a backward Norway could not applyhe more advanced United States.

In his introduction to the first American editiof kbsen’s plays in 1890,
Edmund Gosse thought that, “To an American audiéne®uld seem as though
Ibsen should speak with greater certainty of a sthmgtic hearing than to any
other.” A reviewer observed that the Englishmanetigdently not fully acquainted
with the habits and temper of the American peopl€he ordinary American is a
sincere respecter of the law, moral and politicaRadical methods, even when
obviously in the direction of improvement, in higes wear the grim aspect of
anarchy....” A year earlier, George Carpenter haderthe point that “Americans
are perhaps not apt to be much interested in awienhas written in praise of
Julian the Apostate, and who has been trebly conddras a realist, a pessimist, a
socialist.” And in 1890 a reviewer of Henrik Jeegelbsen biography remarked
that “Ibsen is too revolutionary, too much of artremist, to permit of any large
following here.” When Dithmar expressed his abhorrenc&hbstsin 1894, he
insisted that, “The merit in Ibsen that concernsirughis young and healthful
society is purely technical.” The next day he dexda “Ibsen has no message for
America.” Winter agreed: “The man is many yearstmbthe progress of independent
thought in this country®?

The Ciritics reviewer of the 1889-98 Doll's Housefound Ibsen a “much
overrated man” and explained, “What he says ...d®n said a thousand times
before, and better said.... Norwegian society nwesexceedingly naive if works
like these can shake it to its foundations.” Thayplas “simply a satire aimed at
men who treat their wives like dolls.... a storyntinig at the emancipation of
women, who in Norway must be at least a thousamdsylkehind the times.” The
New York Timesvas confident that “the fault ... lies with the thned of educating
women in Europe and the position women hold inetgcf After 1900, however,
changes in middle-class attitudes to politics had an effect on the response of
many critics to lbsen.

2Emil Friend, “Ibsen’sVildanden” The Theatre Magazir@ (January 10, 1890): 188-189.

ZIEdmund Gosse, “IntroductionProse Dramas of Henrik IbsefiNew York, 1890), quoted from a
paper edition ofA Doll's House(Boston, n.d.), 18; Charles L. Hildreth Belford’'s Magazinet
(April 1890): 770; Charles Rice Carpenter, “Henltiisen,” Scribner's Magaziné& (April, 1889):
412; W. E. Simons iiThe Dial9 (1890): 146.

%New York TimesJanuary 6 and January 7, 188w York TribungJanuary 26, 1894. Five years
and another production @hostslater, Dithmar still admired Ibsen’s “matchles&ilisbut also
then found his “teachings ... quite unimportaiéw York TimesJune 4, 1899.

2The CriticNS 13 (February 22, 1890): 89ew York Time&2 December 22, 1889.
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A brief survey of the shifts in reform politics thie turn of the century may
be necessary. In the 1890s, the main supportepoldical reform were farmers
and workers, many of them immigrants, organized thie Populist Party.
Progressivism, the reform politics of the early rngeaf the twentieth century, was
supported by the Anglo-American middle class. Ridhdofstadter explains “that
the middle classes of the cities not only joined ttend toward protest but took
over its leadership.... As the demand for reformeag from the farmers to the
middle class and from the Populist Party into the&jam parties, it became more
powerful and more highly regarded.” Louis Fillersebves that the change in political
climate “came suddenly, unexpectedfy The change in critical reactions to Ibsen
was no less sudden. After the turn of the centukyais common to note that his
plays gave accurate descriptions and criticismsrohgs that were as prevalent in
the United States as in Europe.

A few feminists had been alone in hailing the sloarad political views of
Ibsen. In 1890, Annie Meyer knew “no more importéagsons for women than
those contained in thBoll’'s House and Ghosts... They sound a clarion call to
women to throw off the yoke of the past, to artseput aside their worn out ideals
and to boldly assume the duties of the present’ dagel894, when most critics
were worried about the morbidity of Hedda Gablegylgr saw her as a natural
product of “the unhealthful half-ignorance in whiale bring up our girls.” That
year a paper presented at the New England Womelnls @=clared that Ibsen
“dares to raise the curtain on true situations urmtommonly met with in [ifé>
After 1900, this way of relating Ibsen to Ameridé#e was the rule rather than the
exception. One critic recognized the connectiorwbeh Progressivism and the
response to Ibsen: “It took[&harles EvarjsHughes and &Theodorg Roosevelt
to prepare us for Ibsed®™

When it was revealed in 1903 that doctors in Ith&aw York, had tried
to play down a serious typhoid epidemic, callinititaca fever,” theNew York Times
saw a parallel between this situation akil Enemy of the Peopbind suggested
that a “carload of Ibsen’s plays” should be senthaca. In 1906, Edwin Slosson,
literary editor ofThe Independentvrote an article on “Ibsen as an Interpreter of
American Life” and explained that although John fBabBorkman “has never
appeared in America on the stage ... he is welwknon the street. He is the
typical financier of the kind who are now beinglguiled in the market place by

%Richard HofstadtefThe Age of Reform from Bryan to F. D.(Rew York, 1955), 131; Louis Filler,
Crusaders for American LiberalisNew York, 1961), 31.

ZAnnie N. Meyer, “lbsen’s Atttitude toward WomanThe Critic NS 13 (march 22, 1890): 147;
Meyer, “A Prophet of the New Womanhood,ippincott’s Monthly Magazin®3 (March 1894):
377-378; Helen A. Michael, “The Drama in Relation taiffr,” Poet-Lore7 (No. 3, 1895): 154.

Zalter P. Eaton, a review @he Pillars of Societin At the New Theatre and Others. The American
Stage: Its Problems and Performances 1:908.0(Boston, 1910), 165.
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official and unofficial investigators.” “The prederiime would be a good
opportunity” to producé\n Enemy of the Peopié

In 1910 The Pillars of Societyvas revived in New York and Clayton
Hamilton inThe Bookmannoted that,

The majority of the newspaper reviewers, havingéabup the period of
the Pillars, dismissed it as old-fashioned and out of datea&satter of fact, it is,
for the average American audience, the most effectif all of Ibsen’s social
dramas.... In form it is the sort of play that we ased to, and it discusses a subject
peculiarly pertinent to Americans to-day. The regiohs of many of our Pillars of
Society are built upon sand, and of late we havgvgramazedly aware of many of
our social masks and lies.

To Eaton, “there is something almost pitifully pmral to us in America
just now about” it: “They are not the exclusive gession of Norway, these men....
have our pillars of society proved any more seaunen their foundations were
investigated? ... The play has its message foN#ve York of to-day.®

As the relatively few productions and short rungha first decade of the
twentieth century indicate, Progressivism hardlydmébsen popular. But at least
he was no longer quite the sensation he had bege&8 earlier. In 1910 thdéew
York Timedound thatThe Pillars of Societprimarily had historical interest “as a
link in the chain of Ibsen’s dramatic writings. Aad an earlier exposition of an
effective means of stimulating the public consaetizough a theatrical representation
of social misdoings it is an interesting documéntBut the earlier reactions
lingered on, as in an article the Theatrdn 1907: “his plays lead us to feel and
believe that Denmarksic] or Scandinavia is one of the Purlieus of Hell. The
political corruption which he has picturedTihe Pillars of Societis beyond what
may be conceived by the fondest enemy of the UrStatkes.®

American theater critics at the turn of the ninethecentury may be of
little interest to the scholar looking for criticahlightenment and insight into the
dramas of Henrik Ibsen. For the student of Americaltural and intellectual life,
however, the critical reactions to Ibsen in thezdyeyears are revealing. Because
he was a towering international figure at odds wfith dominant aesthetic of the
American theater, the critical debate that his plapgendered focused on those
very issues that characterized American drama hedtdr of the period and that
precluded a warm American welcome of the Norweglie@amatist.

The two decades from 1890 to 1910 were a perigddital change in the
United States. An American historian, Henry Mays liaed a metaphor of war to

"James Corbin in thidew York TimesMarch 15, 1903; Edwin E. Slosson, “Ibsen as aerfmeter of
American Life,” The Independer0 (May 31, 1906): 163.65. It may be noted, however, that a
production ofJohn Gabriel Borkmaihad five performances in 1897.

ZClayton Hamilton, ifThe Bookmai31 (June, 1910): 416; Eatéfhe New Theatrel 63-165.

*New York TimesMarch 29, 1910.

3%Henrik Ibsen—His Plays and His Philosoph{ffie Theatres (July 1906): 177.
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characterize the period as one of continuing wasfemsurgents and invaders
assaulting the crumbling fortresses of conservatisBompared to the impact of
immigration, urbanization, industrialization, anapitalization the influence of Ibsen
on American society may have been minor. Yet, trotucing a new concept of
theater to American critics and audiences and, gpsrhmore importantly, in
expanding the range of topics that could be opemig critically addressed in
public, Ibsen certainly had an influence. One whyrmderstanding that influence
may be to realize that without the experience afrang to appreciate Ibsen,
neither American audiences nor American critics Mchave been ready for the
dramas of Eugene O'Neill or, later, for those ah#ir Miller and Tennessee Williams.

When Walter Eaton summed up his impression of twaater seasons in
1910, he claimed that Ibsen had had a significapiact on the American theater
by creating “dissatisfaction with sentimentalizedfase morality in the drama, to
teach the need when a moral issue is raised aigdtisquarely and honestly, and
holding the whole play true to its underlying pijies.” Another critic concluded,
“The drama will never be the same it was beforetbsppeared?

31 Henry F. May The End of American Innocence: A Study of the Mesirs of Our Own Time 1912-
1917(New York, 1959), passim.
32Eaton,At the New Theatre200;The Theatrel1 (May 1910): 131.
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LIVIU REBREANU ON HENRIK IBSEN

MIRCEA MUTHU'[T]

ABSTRACT. Liviu Rebreanu on Henrik Ibsen. The paper analyses the constant
interest of Romanian writer Liviu Rebreanu (1885-49#r Ibsen’s work. This is
materialized in the numerous references existingsrearlier reading notes, in his
articles between 1912-1938, as well as in his spordence and in the collection
of interviews published in Norwegian newspaperstio@ occasion of Ibsen’s
Centennial (March 1928). This moment also represkat major step towards a
deeper understanding of Ibsen’s work in Romania.

Liviu Rebreanu (1885-1944) —the most representadieenanian writer
between the two World Wars’ peribdin his position of founder and President of
the Romanian Writers Association, and in that aebior of the National Theatre
from Bucharest (between 1928-1929 and 1941-1943K part at the festivities
occasioned by Ibsen centenarian, in March 1928slpv.Orhat year signified the
major moment of perceiving Ibsen’s literary workRomania. The review “Rampa”,
for instance, published the result of Ibsen’s theal representations. Thus, there
were eight plays performed at the National Theftme Bucharest in 1895-1927:
RosmersholmGhosts An Enemy of the Peopl®illars’ Society John Gabriel
Borkmann The Untamed Duc¢KNora andHedda Gabler On 21st April 1928, the
same review published a homage issue dedicatetisenland prefaced by the
writer Corneliu Moldoveanu; further on, a paragréioim Peer Gyniwas reproduced,
the version belonging to the poet Adrian Maniu. TRemanian cultural press
commemorated again the centenarian issuing arécldsstudies under the signature
of the most important literary critics and histoigaof the moment: George
Calinescu, Tudor Vianu, Mihai Ralea etc.

For the writer and dramatic chronicler, the latiemg so prolific between
1911-1928, Ibsen was a constant point of referdhe¢ explains his active

" “Babes-Bolyai” University, Cluj-Napoca, Romania

™ Mircea Muthu is Professor of Aesthetics, Literarpeory and Comparative Literature at the
Faculty of Letters, “Babes-Bolyai” University, Citjapoca. Professor Muthu is member of the
International Association of Comparative Literatutée is also a specialist in South-Eastern
European Cultural Studies. Major workdteratura roméam i spiritul sud-est europeafil976)
(Romanian Literature and the South-Eastern Europg@int), Liviu Rebreanu sau paradoxul
organicului (1993) (Liviu Rebreanu or the Paradox of the Oigaru coté du Sud-Eg2001)
(From South-EastBalcanismul literar romanesgvol. | — 1ll, 2002) (Romanian Literary Balcanism)
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presence at the centenarian’s days, besides thgatshs connected to the official
dignities. This is a chapter from Rebreanu’s ietdllal biography that can be
reorganized today owing to the complete editiorOpkre (vol. 1-23) supervised
by the literary historian Niculae GhefanThe analysis of the conventional
interviews and discourses published in Gsloeir reference to theravelling Lod
mixed with excerpts from family correspondehceall these settled on the
background of the constant interest for Ibsen’srdity work, materialized in
dramatic chroniclésmostly written before the writer's recognitionaasunquestionably
literary value, offers a conclusive image of Rehtéa analytical pertinency.
Beside Bjornson’s name, Ibsen’s name is also met fiew reading “Notebooks”
(going back to 1908) and in a dramatic chroniaterfrl912 —and reduplicated, not
at all at random, in the single theoretical voluméblished after three decades
(Amalgam 1943)- he would write enthusiastically that “taésn’t a great honor for
a serious theatre only if it is allowed to transldte huge Norwegian. It is a delight
to perform Ibsen on the stage.” Praising in hisyadrurgy “a brilliant technician
and an unsurpassed psychologist” the observeedRtimanian scene would develop
the youth enunciations in dramatic chronicles @itgd in reviews as “Junimea”,
“Sburatorul”, “Viata Roméaneadt, “Romania”, “Calendarul Minervei” etc., beside,
naturally, the incisive considerations regarding #ttors’ performance, some of
them specialized in interpreting Ibsen’s characterg. as Aristide Demetriad who
accompanied Rebreanu at centenarian’s days). Ih, tleiing the performance of the
play Hedda GablerRebreanu surprised “the atmosphere in which lbsgmbolism
floats heavily, reveals souls, arouses issuesatagitand ascends.” A famous
character, Nora, is the “woman’s prototype”; aftesre than one decade, in 1921,
the same chronicler gave more details: “IfRomeo and Juliethe ingenuity and
tragedy are successive, Mora they must be simultaneous. That's why in the
theatre there are more frequent excellent Julieta ticceptable Noras® Doll's
House is “the tragicomic model towards which the modetrama is said to
evolve.” He recognizes that “Ibsen is not popuéspecially in his major literary
works and perhaps he will never be. Ibsen has eéitad from the theatre all the
artifices that stimulate the people’s relishes”d3P In a survey entitieRomanian
theatrical movement in 1923-192Rebreanu expressed his hope that “gradually
we will have Ibsen in his entirety, but we don'tvbao lose our patience and the
resistances don't have to discourage us”, as ifirfi¢heatrical seasoi®osmersholm
and Hedda Gablemproved to be failures. With the first play “we hapenetrated
the real Ibsen, the one that is hard and obsctivat’s why the atmosphere imposes
more severe exertions to the actors, another exab®hgLittle Eyolf performed

in 1924. In the interview published in “Aftenpostda3™ March 1928), Rebreanu
asserted that&n Enemy of the Peopégoused an outstanding interest because you
had the sensation that the play made hints to #igical relationships from
Romania’. ButPeer Gynttranslated and performed on the stage, “seelns #olittle
bit far of our people”. The last literary work vigh by lbsen “doesn’'t gain an
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outstanding success”, stated Rebreanu in therntasview published in “Nationen”

(13" March 1928). The fact that “Ibsen was translaréd Romanian language and
now we are about to have an important criticarditere concerning his literary
work” (in “Bergens Attenblad”, Bergen, ?2March 1928) certified, one more
time, the praise found in the conventional discelRemanian writers greet the
Norwegian colleaguesalso published in “Aftenposten” (f9March 1928). The

peak moment at ceremonial festivities is retaimethe notes from diaries, also in
the letter addressed to the wife, Fanny L. Rebrednuthe morning, Norway's

cannons pull out salvos in Ibsen’s memoir. At tlravgyard the solemnity is
simple and impressive —the students’ chorus isiming@ hymn. Then, we are
putting down the wreaths: firstly, the Norwegiantens, then the chairman of the
Storting (of the Parliament), then the governmergjgresentatives and finally the
foreigners’ delegation.” Those days spent in Norwayived Liviu Rebreanu’s

admiration and gratitude for Ibsen: “a remarkab¥anaple of intellectual and

moral value of his country” and the artistic expiea of truth that “even the
existence of small nations is necessary for tha @fecivilization” (The Romanian

writers greet their Norwegian colleagyes

! Liviu Rebreanu (1885-1944), writer and playwrigHe was the founder of the Romanian modern
novel, member of the Romanian Academy (1939) aneckir of the National Theatre from Bucharest
(1928-1929; 1941-1944). The novéds (1920),Padurea spanzupdor (1922),Adamsi Eva (1925),
Ciuleandra(1927),Craisorul (1929),Rascoala(1931),Jar (1934),Gorila (1938),Amandoi(1940)
illustrates the epic force and the capacity of iratimn in the Romanian modern prose.

2 Liviu RebreanuQpere vol. 1-23, 1968-2005, Editura Pentru LiteratuBucureti —Editura Prisma,
Bucurati

3 The first guests of Ibsen’s centenarian —Romaneprasentatives L. Rebreanu and A. Demetriad
arrived yestedayinterview in “Aftenposten”, 18 March 1928, Osloyhat the Romanians know
about us —and what we don’t know about thétterview in “Nationen”, 18 March 1928, Oslo;
The Romanian writers greet their Norwegian colleasjin “Aftenposten”, 18 March 1928, Oslo;
The President of the Romanian Writers AssociativiuLRebreanu interview in “Bergens
Attenblad”, 22° March 1928, BergenThe representative of the Romanian Writers Associat
speaks about his impressions from Norwiay'Bergens Tidende”, 28March 1928, Bergen. The
Romanian versions belong to Sanda Tomescu, alglmiblished in Liviu Rebreandurnal, vol.

I, Editura Minerva, Bucusgi, 1984, p. 389-395 and then reduplicated in LiRebreanuQpere
vol. 19, Editura Minerva, Bucusg, 2000, p. 59-65.

4 Cf. Liviu RebreanuQpere vol. 18, Editura Minerva, Bucuge, 1988, p. 3-31.

5 Cf. Liviu Rebreanul.a lumina empii, Editura Minerva, Bucugt, 1981, p. 127-148 and Liviu Rebreanu,
Opere vol. 21, Academia RoménFundaia Naionak pentrusStiinta si Arta, Bucureti, 2002.

6 Cf. Liviu RebreanuQpere vol. 12-13-14, Editura Minerva, Bucute 1987, the edition from which
| excerpted the quotations inserted in the article.
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ABSTRACT. BRAND — A performance The paper presents the Director's view
on her performance @rand, which was selected by the National Theatre in Oslo
to participate in thédenrik Ibsen International Festival in Oslo at Henrik Ibsen's
Centennial, 2006.

BRAND- the play

A hand has five fingers. On each finger, you catra letter and when you
clench your fist, you gather one single word: BraBdand is not a character.
Brand is energy. The burning books that do not itm ashes join the universe of
human imagination. They burn under a cold flameaedte fire. After the Superman
created by Nietzsche, belonging to the family ofsi@gevsky heroes, the main
character of the poem written by Henrik lbsen,his bnly one who slipped his
universal career because he was meant to belonpetire. Can be BRAND
performed on stage? How can you embody the absofutee human will, this
returning Christ that has no face or age that chdpsown cross and crucifies
slowly and painfully on its arms? Often, the actoise their own life as an
inspiration for theadventure on stage. For BRAND, the performer has to find the
humiliation. Facing the eyes of his character,ab®r has only one chance: not to
create a role, but let himsglérformed by therole.

BRAND has a biography, a mundane biography: hehwoas and led to be
a priest. Does he decide? He comes back to his\dllage to profess the word of
God. He has a wife and a child. An obscure destir®, but the most darkness
dark. Because BRAND was brought to life by a motiéling to grow wealthy
and led to become a priest in order to enrich &msilfy, because BRAND looked
for GOD and from the depth of the sins inheritedries to wash away the burning

" Ms llinca Stihi, director. Professional achievenseas director: In audio drama: “Nina Berberova-
Moments from the Exile”.“Brand” by Henrik Ibsen.“ugust Strindberg-The Journal™Dyagnosis”
“Chasing Mussolini” by Jim Euclid In theatre: “Bidl’ by Henrik Ibsen. Experience in journalism:
Film critic at the Writer's Association Review “Laafarul” for three years with a weekly column.
Participation at Festivals:2006 — participatioThé International Stage Festival ,Henrik Ibsen” in
Oslo with the performance ,Brand” by Henrik Ibséfominee at the Theatre’s Union Gala for
Best Radio Drama in 2005 with “Dyagnosis”. Partitipn at The International Festival of Hvar,
Croatia, with the radio drama “Dyagnosis”. Partitipn at The International Audio Drama
Festival Prix Italia, with the radio drama “Dyagisds 2005- Participation at the International
Theatre Festival in Sibiu with “Brand” by Henrik Sén. 2003- Participation at Cannes Film
Festival with the short length fiction “Adam”.
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fire of the ABSOLUTE. The mirror of skies trembleathen BRAND set his eyes
on it. Ibsen’s hero dragged the celestial vautitoabyss, and there, it confounded
it with spark heavenly water, washed his body uoieding and went out with a more
dirty and bent body then before. Because he love® Gas he says, he condemned
his mother to death without confession and saexfibis child and wife. Then,
alone along graves, laid down and learned to weém weep? You deeply weep.
Steam comes out from your cheeks/ how come yourwesgt before?”

GERD, this mysterious character, a wandering lgil® at the beginning,
then, progressively, more unsubstantial, on hgy stebecome the protection of
Brand’s unrest, tells him those words at the enthefpoem. This is the moment
when GOD of the NEW WILL veils the world of Brandtiwlove and light. It is
the world before Jesus, as HE appeared in fropeople waiting for Messiah, a
world of law and sword led by a merciless GOD, werld of the performance
BRAND set up to the Lutheran Church in Bucharest.

BRAND - the project

It is almost impossible to transform the poem BRANio a perfect
dramatic demarche. On one hand, its length- théaitemf the poem could last
more then 6 hours- is over the space generallyifgekéor a drama production. On
the other hand, certain moments from the poem wasidproduction efforts made,
now days, only for those performances consideredcessfully”. Therefore, the
first step for the obijectification of “the projeBRAND” was to bring of a script
that would concentrate on the complex hero imagiogdbsen. The script was
based on the life of the character, apart fronstrgences where BRAND was the
voice of Ibsen himself talking about the historytb& Norwegian people and its
road of liberty. Therefore, the Romanian perfornealomses the patriotic dimension
of the poem, but it may gain universality.

The almost two hours performance is made undesigreof searching the
truth. All of as, at a certain moment, are facihgs fproblem. BRAND is looking
for his own audience, capable of reading the sigitsoown disquiet through the
metaphoric and philosophical lines. Nowadays, wher24" century recognizes only
two possible attitudes toward religion- extremisma @atheism - BRAND can offer
the example of his own mistakes. Nowadays, wherckigy for a young audience,
the theatre tries to speak the street words, BRABE2s the struggle with the
largest problems of the humanity. From my pointvidw, BRAND won. The
young audience joggled hearing his words. The umaeling performance,
focused on acting found the human beings that néedst is.

Performance into a church

At the opening, the Lutheran Church in Bucharest larsting with people.
There were, of course, professionals- critics, esi@digectors, actors, but also many
young people crowded at the balcony, among thespiaijs. | skeptically observed
their enthusiasm. | was convinced that at the middl|the performance | would
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feel impatience and hear, by and by, the stepsrtbtta exit. This did not happen.
Their profiles lighten by the projectors populath@ space until the end of the
performance. They were there. They were true. Tdglrdbe shadows accidentally
projected, they were right there, in front of tii@ma When the performance ended,
the bells rang. A deathful silence laid over théiance as a thick mantle. Then,
applause burst out. This is the way “BRAND” by H&rbsen started its career, its
first set up on a Romanian stage- under the roafmbtestant church.

Thank to the gentleness of the Parochial Councilted Lutheran Church
and of the celebrant Emil Olteanu, the project BRANOK place into the place
where a long time ago theatre was born: into aathurhe unbending space of the
protestant church- the spiritual trousseau dowryHeirik Ibsen inspired the
monasticism of the performance. Another perspediias been imposed then, a
perspective differently received by the professisnavill our performance be
theatre into a church or just BRAND into a churah2 decided for the second
option, reducing the theatrical signs, in ordemiuce to the audience the feeling
of a monochrome space, black and white, a spadewtitte triangles looking like
the ice knifes which, only at the end, become frarent and reveal the warm,
golden image of the icon on the altar. The artade Imelda Manu set up the
space. Into this space, the hero struggles witkliloess, lunging against his own
limits and falling down on the steps of the alfBinis way the energy of the entire
performance is concentrated on Ibsen’s word. Itssage has to fly free, without
any tricks towards the human being, telling its dvtenderly or under the sign of a
clear blasphemy and courage through the actor,hfrings it to life with talent.

Those who believed iBRAND

The chance of this large text, a little known innRmia, was to gain the
trust and dedication of the most loved and taleratetdrs in our country. Irina
Petrescu accepted to be the image of Brand's math&trong, proud and stubborn
commoner, which learned BRAND to hate of the egrtidritage. “my father died.
You, lied in bed. | sneaked into the shadow ofdberet room. Steps hear. Into the
pale shadow of the candle. A woman comes. Becom=sat the cloths apart. First
moves his breathless head. She searches then.tdkesout a heap. Then more
and more. She cried and screamed and cursed. So3edess?”

Those are the words that BRAND tells her motheenvehe appears on
sight as a cruel and ardent bogy. The son trieshase her away from a life
dominated by the obsession of earnings. The hamggments are fragile in front
of his mother; the faith cannot enter her iced h&drerefore, AGNES- Ana-loana
Macaria- offers to BRAND the warm comfort and thaimited support, things
that are crucial for him. “Agnes, if she were ali&he could always see. Within
the less important things. The greatness. She dacgkl my hesitation. With one
word she could bring together the earth an sky.”
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That's how BRAND describes AGNES- the beloved difee, one taken
away from her youth and beauty, the one banishedtire shadow of a law that
she could not be convinced of, a utopia forced ia#dity: all or nothing.

BRAND speaks forward, introduces the characterstage, and offers the
audience his own images on them. The interestgdigny, sneaky and charming
thought enters the stage played by ADRIAN TITIEWhe politician, always ready
for any compromise, has the earth at his feet andtes humanness as an excuse for
his pragmatic attitude. This amusing charactehoalfh sad, offers the audience
the model of an electoral screen. Time stops astling has happened before.

“Thousands of words are no more then a deed, besaWhe people of the
village made me come to you. We wanted to find a,nend that's what we
found.” The MAN, played by Constantin Cojocaru,ngs to life the face and voice
of a common destiny marked by the burden of lif¢himi the rocky space and
ruthless clime of the village surrounded by fiorBlacing the difficult every day
problems, the peasants have the strange feelif@psing the means of their soul,
of loosing their humanity. They become the chaiaeiinals, having no sky above,
but eyes turned to the rocks of the field. Despite DOCTOR, who represents
the elite of the village, the peasants confess tlaek. The bourgeois and blind
DOCTOR, brought to life by lon Siminie offers therb his advice:

“Brand, every moment has its own belief/ Ours...as the fire on a whip,/
with boiled hearts,/ from ours grandmothers taitsday, our belief is: be human”

“Idol? Just wait. Can’t you see it?/ under heiratican’'t you see the hands
and feet of a child?/ can’t you see her fear?/viag she wants to cover up her
child/ with a painted blanket?/ she terrified cavéim/ idol? See it. Take it. ”
GERD, played by Adina Stan, reveals to BRAND that fhat for his destiny being
human means heresy. His calling, as he did reaithibut really confessing is the
eristic calling. GERD, the only character that eefs BRAND'S desires, could
have straightened himself. He took her warning wdod encouragement.

EINER, played by Adrian ¥hcica and THE WOMAN- Simina Siminie-,
complete the image of the Norwegian village. EINE®S a special destiny. He is
the painter, Agnes’s lover left for BRAND. Over tiiears, the two of them meet
again. EINER condemns the hero’s cruelty, cursesdrid predicts a tragic ending
for the pastor BRAND. This part has not been inethidh the final script of the
performance, on one hand because of the very dliffienderstanding of the
translation, on the other hand because of the mitgasf developing a character
gifted with a special destiny, independent of tiaeletion of the main character of
this performance.

BRAND- sword, corresponding to the old Norwegian,fiog, corresponding
to the modern Norwegian language. This charactelaiged by Gheorghe Visu. He
is always present on stage, on the lights of tlogeptors, haunted by the other
characters as the phantoms of a life that he ayembers. Still alive, standing
and sharp from the beginning, then fanatic, then &part and warped. BRAND's
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destiny is faced in loneliness. The contact with dhers is not real. Only the echo
left behind by their words respond inside him aetl gense, the sense of himself.
He wants to take people up, to GOD. Therefore,Uild$up a church. He sacrifices
everything in the name of the final purpose. In¢hd, in front of the built church,
the priest has to face his failure. He built up @moment dedicated to dogma. No
spiritual feeling can force the cold walls of thdifice. He feels like an abandoned
child of the skies, like the undesired child of GOBour name, o, Jesus,/ | always
whispered it/ you never hugged me/ you passed mgatips/ only like an old
word/ give me the bread of salvation/ just a dfoph the sweet wine of life.”

The return to BRAND

| read the poem years ago. | had this courageothdpeless dream of
bringing this poem within the sacred space of aathu presented the poem at the
radio. The casting was almost the same as thet @@&adw. Shortly after, within the
National Romanian Broadcast, a project for uncotimeal spaces has been planned.
The initiator was CATALINA BUZOIANU, well known stgge manager, those days
the honorific director of the Theatre Departmeogiether with the chef editor of the
same department, ATILA VIZAUER. The project BRANRits first steps. The
space chosen for the project was the Lutheran @hHorBucharest. The project was
approved and partly financed by the National RoarariBroadcast. Willing to find
more finance, | went to the Royal Norwegian Embak#ad no hope of receiving a
very prompt answer. | was thrilled to receive fhismpt answer from His Excellency
Leif Arne Ulland, the ambassador of Norway. He dedito take the project under the
aegis of the Embassy, and also to make it theestadnt |a |ettre of the International
lbsen Year 2006. The opening on thé’28 February 2005 anticipated the great
commemoration of Ibsen, 100 years since his d&athproduction has been presented
within the International Festival in Sibiu, hostieg the Asylum Church, an edifice
built in the 13' century. The performance was taped and transniijtetie National
Romanian Television. It seemed like the end opormance came. The discussions
around this subject, drama within the sacred spbaehurch, ended the destiny of the
project inside The Lutheran Church of Bucharest.tBa help of His Excellency Leif
Arne Ulland, the ambassador of Norway, was oncénaggsential. His Excellency
pointed out the existence of several important Reamaproductions based on Henrik
Ibsen’s works. After the selection made by the mganaf the National Theatre in
Oslo, Mrs. Ba Clemetson, we were invited to paotité to the Henrik lbsen
International Festival in Oslo, autumn 2006, faeéperformances inside a church
where cultural events usually take place.

We came back to our performance after almost an yiéne first reunions
were hesitant. The actors were no longer sure etiries, less on the structure of
every character established before. Still... at ost §eneral rehearsal the strength
of the words came out of nothing. The tip of Brandivord raised and hit again
with the blade of its judgment. The performance was$ only alive, but set,
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balanced, loaded with the humanity of each onelieb | had a strange feeling at
that moment. | felt like | was taking from the page a book a character which
wanted to live and die over and over again, togetlith its world of lies and truth,
human beings and phantoms, a character which waiteagise from the dead and
never leave its body again. | had the feeling afidp@inable to leave Brand without
a fight, without taking him down to the ground, iintie of us would crash without
breath. You cannot kill a great hero of the uniakemulture. That is true. You
cannot erase the hero from the imaginary histong, also you cannot take him
with you into your crime. But my duty is to kill tniinside me, to strangle him with
love, because he carries the hunch of rightnessaeodgness. Because he is the
hero conceived by spiritual heresy. As white aglglas charming as rejecting...
because his ruthless judgement helps the humagdtinake away the every day
commodity, between the air conditioned and the behtnd the windows, between
the monthly income and his rational aimed life. sTharticular human being looks
in the eyes of Death and brings BRAND to life: “Yjtay? However, what is praying?
A word. So easily taken by wind. And wasted. Thatiay is just a scream for
forgiveness. Or they just missed the way, on krigegging for a place near Jesus”.

This is Brand’s justice. Moreover, for its clearaage welcome you all to
come to see the performance!

114



STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LI, 3, 2006
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OG BEGYNNELSEN AV DET 20.ARHUNDRE)

SANDA TOMESCU BACIU "**

ABSTRAKT. Mottakelsen av Henrik Ibsens Et dukkehjem i rumensk kultur
(slutten av det 19.arhundre og begynnelsen av detDZrhundre). Artikkelen
presenterer aspekter vedrgrende mottakelsen aikHtesensEt dukkehjenirumensk
kultur ved arhundreskiftet (19./20.4&rh.), med vaktkvinnefrigjgringssparsmalet som
utfordret rumenske oversettere, skuespillere, kudtsonligheter og ikke minst det
rumenske publikum. (Tidligere utgitiLiterature as Resistance and Counter-culfure
Budapest, 1993)

Oversettelser til rumensk

Kvinnefrigjgringen, en ny og omstridt problemstiii slik den ble fremstilt i

Et dukkehjemvakte stor oppsikt i hele Europa i de to siste @ det
19.&rhundre og ikke minst i et land som, selv ldragte fra Norden, ble kjent med
Nordens litteratur gjennom tysk eller fransk kultDe to retningslinjer for Ibsens
inntog i verdenslitteraturen var den germanske eg ebmanske. Ulike og, noen
ganger, helt motsatte oppfatninger av tyske eltandke kritikere ble omtalt i
rumenske litteraere tidsskrifter. Samtidig ble Ilssdnama formidlet direkte bade i
bokform og pa scenen.

Omtrent femten ar etter stykkets gjennombrudd it&edleEt dukkehjem
oversatt til rumensk. | det siste tiar av det I®uadre og det farste tiar av det 20.
arhundre ble lbseriora og hennes frigjaring vist stor oppmerksomhet i roske
andsliv. Emnet var nytt, og omstridt i begynnels@mersettere, litteraturkritikere,
skuespillere og ikke minst publikum ble betattyfimet og tiltrukket av dette emnet.

Interessen sonkt dukkehjemvakte ble konkretisert i oversettelser til
rumensk, laget av flere forskjellige oversettereeba lgpet av noen fa ar. Vi
kjenner til fire forskjellige oversettere som hygav sin egen variant pa rumensk,
og i alle tilfeller ble stykkets opprinnelige sliigvart.

" Baba-Bolyai University. Cluj-Napoca, Romania

™ Sanda Tomescu Baciu is Associate Profesor atdbalfy of Letters of “BabeBolyai” University
in Cluj-Napoca, in charge with the Norwegian Pragrshe initiated in 1991, and founder of the
Department of Scandinavian Languages and Litersat@B91.She iscurrently member of the
International Ibsen Committee, and is the authdPeér Gyntsi miturile nordice (Peer Gynt and
the Old Norse Myths), 200@he has also published several articles on Ndiiature.
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| 1895 utkom den farste oversettelseE\dukkehjentaget av B. Marian i
kulturtidsskriftetVatra fra Bucurestf. Kontaktspraket som han brukte var tysk, noe
som ble lovprist av samtidige rumenske litteratitikere som betraktet de tyske
oversettelser naermere originalen i motsetning rihgke oversettelser fra den
tiden? Samtidig vakte stykket stor interesse for leseBwn en fglge av dette ble
Nora utgitt i bokform, og i l@pet av noen fa ar utkotykket i tre opplag (til 1907).

At en avspeiling aEt dukkehjem i en kontaktkultur — skulle gjenspeiles
pa nytt - i rumensk kultur — var helt naturlig fordmensk kultur mottok norsk
litteratur gjennom en tredje kultur. Men dramaet bgsa gjendiktet direkte fra
norsk til rumensk.

Overraskende nok var norsk kjent ogsa i dette keilei omrade rundt
arhundreskiftet. Det gjaldt helt isolerte tilfelleen av dem var N.D. Ciotori, en
diplomat som studerte i Sverige og var en beundgeroversetter av nordisk
litteratur, en kulturpersonlighet som bidro til feig det nordiske andsliv kjent i
dette romanske land. | 1907 sendte han fra utlasidetgen oversettelse til rumensk
av Et dukkehjensamt et helt begeistret brev over dramaet til deresumenske
kulturpersonlighet Nicolae lorga. Oversettelsermtk bokform og gjendiktningen &
neermest originalspraket i motsetning til andre settelser via andre sprak, fordi
oversetteren hadde det fantastiske privilegium ritdoNoras sprak, kontret og
figurativt, ved den direkte kontakt han hadde metrbrdiske andsliv.

Andre vellykkede oversettelser hgrer til Oscar Feltb09 og siden til
dikteren Adrian Maniu. Disse fire forskjellige ogettelser avEt dukkehjerrhar
tittelenNora sau o casde pipusi —Nora eller et dukkehjem, etter tysk innflytelse.

Litteraturkritikk

Noks& omstridt ble spgrsmalet om hvordan man skiollee dramaet,
enten som et kvinnesaksspgrsmal eller et rent siloratinsipp. "For en stor
rikdom av detaljer i Ibsens individualisering aut #ginnelige andsliv ... Det ble
sagt, og kanskje med god grunn, at Nora er etaaler kvinnefrigjgringen, men
selv synes jeg atramaet Et dukkehjemr legemliggjgrelsen av et moralsk prinsipp”,
skrives det om Nora etter rhundreskiftet.

Allerede i 1897 — to ar etter den farste overssstell rumensk — utgav
litteraturkritikeren og forfatteren Sextil Reariu det fgrste omfattende pa rumensk
over Ibsens forfatterskap i flere nummer av kuitiskriftetFamilia.* Det var ikke
bare den tyske kultur og de tyske oversettelselbagn som formidlet ham alle
informasjon om Ibsens drama, men det var ogsa ilektel kontakt han hadde med
norsk sprak og kultur. Sextil Reariu reiste til Danmark og laerte dansk i sin
ungdom, og dette apnet veien til en ekte forstaalstbsens drama, som han selv
forteller i sine memoarer:

1 Vatra, tidskrift, 1895, nr.9-17Nora av Henrik Ibsen, oversettelse til rumensk av Biktar
2 Viafa romaneas, tidsskrift, nr 3, 1907, s.559

3 Viasa romaneast — tidsskrift — nr. 5/1921, s. 184+197

4 Familia, tidsskrift, nr. 41-42/189Fenrik Ibsen — kritisk studiav Sextil Pgcariu
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"Siden dansk er ogsa nordmennenes littereere spiéfeg kjent ogsa med
en del av norsk litteratur ... Men av de modernedibteie Bjgrnstjerne Bjgrnson
og Henrik Ibsen var jeg mest begeistret for, Saattig sistnevnte ... Nar jeg ble
begeistret for en bestemt forfatter matte jeg leeke forfatterskapet... Men i
Ibsens tilfeller matte jeg studere ogsa hans Ilidifdenne — tilsynelatende - kalde
analytikeren av de sosiale onder, egentlig vart@nlgiker blant dramatikere>”

| sin studie viser Sextil BRoariu at "Noras opprgr i slutten av stykket var
fra personenes synspunkt den eneste konsekvemimdgsnens fra publikumets
synspunkt var dette bruddet den rene tragedie”.lalamerke til at datidens publikum
som var skapt av og som selv skapte familiemyt@pfaitet Et dukkehjem som
motstandslitteratur mot sine egne fordomter.

Kritikere som Sextil Pgcariu eller som Mihail Negru forberedte veien til
en god mottakelse og forstaelseEvdukkehjem det rumenske andsliv. | en bok
om Ibsens individualisme fremstilte Mihail Negruitkmens stilling i det norske
samfunn som bakgrunn for en tolkning av Ibsens pr@igressive syn pa kvinnens
individualisme: "Den som skal lede&t dukkehjenog forstd denne individualisme
skal fgrst skjgnne den spesielle stilling som d@ske kvinne lenge har hatt i det norske
samfunn”. Litteraturkritikeren tok utgangspunktdn’ progressiv lovbestemmelse
fra 29. juni 1888 angaende eiendelene til ektafellsom regnes for & veere en
virkelig revolusjon sammenlignet med i andre lahd”.

Litteraturkritikere og viktige rumenske forfattesem Garabet Ifaileanu
eller Liviu Rebreanu farte videre denne interedseikvinnefrigjaringen odNorai
1920-arene: "Og om vi tar hensyn til at de vikiigsidene ved Ibsens individualisme
er akkurat kvinnens rettigheter og kvinnens réttitie egne rettigheter, er Ibsen
enda mer aktuell en noensinrie”.

Teaterforestillinger

| 1897, ti ar etter lbsens store gjennombrudd iogaromkr. 1887, "da
Nora ble tatt opp pa ny”ble Et dukkehjenspilt for farste gang i Romania av den
store franske skuespillerinne Réjane sammen medeaxdlle teatret fra Paris.

Allerede i 1893 var spgrsmalet ddorasoppsetning pdeatrul Nationali
Bucuresti under heftig debatt i tidens aviser: kifenen pa nasjonalteatret ble
beskyldt for mangel pa kompetanse fordi, til trémsen eksisterende oversettelse
pa nasjonalteatret, laget av Gr. Ventura, ble sitkkke iscenesatt til fordel for
andre verdilgse skuespffl.

5 Sextil Pycariu: Calare pe dod veacuri,Edit. pentru literatur, 1968, s. 66.
6 Sextil Puscariutenrik Ibsen — kritisk studigFamilia, tidsskrift, nr 41-42/1897.
" Mihail Negru:Henrik Ibsen — Vigm si opera — Filosofia lui social, Bucurati, Editura Libgriei Al.
A. Stanciulescu, 1920, s. 117-118.
8 Garabet Ibtileanu:Opere 4, Bucursti, Editura Minerva, 1977, s. 521.
% Daniel Haakonserenrik Ibsen — mennesket og kunstnef@sio, Aschehoug and Co, 1981, s.228.
10 siptamina ilustrati, tidsskrift, 1893, 28. februar, s. 62.
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Denne urettferdighet ble kompensert av det stavédqmiet som det rumenske
publikum fikk i 1897. Nora ble spilt av den bergnfranske skuespillerinne
Gabrielle Réjane som hadde kreert Nora i Parisai®som Ibsen selv beundret:
"Min skjgnneste Drgm er bleven til Virkelighed. Bég har kreeret Nora i Paris”.
Réjane kom flere ganger pa turné til Romania (18901, 1910,1914), men hun
spilte Et dukkehjenbare pa den farste turné i 1897, noe som var symgitsk for
publikumets mottakelse av stykket. Et dukkehjemspénen rokket sterkest ved
publikumets oppleerte fordommer om familie og kvimsistilling. Stykket fungerte
a scenen i starre grad som motstandslitteratur.

Et dukkehjemble ogsa oppfattet som motstandslitteratur av naen
datidens rumenske skuespillere. Tiltrukket av hosléh | Et dukkehjenble Aristita
Romanescu, den stgrste skuespillerinne pa dennadsjscenen i Bucuresti. Hun
hadde studert teater i Paris og hun beundret deantte Eleonora Duse som ogsa
kom pa turné til Romania i 1899. Den rumenske AttisRomanescu hadde spilt i
Rosmersholnog i Gengangergog forberedte seg for Nora i flere ar. Men hun
spilte aldri Nora og uttrykte sin sterke tvil omllem fordi hun ville bevare sin
publikumsuksess. Hun torde ikke risikere sin suksBa hun skrev sine memoarer,
kunne hun nesten ikke innreamme dette og forklarteua ikke hadde spilt Nora
fordi hun ikke mestret rollen godt ndk.

Et helt annet forhold til Nora hadde en annen ghillesnne, Aglae
Pruteanu, den fgrste som spilte Nora pa en rumseceshke. Ifglge Massoff blEt
dukkejenspilt for faste gang med et rumenske ensembl@®1 YEt dukkehjenble
iscenesatt pa den nasjonale scene i det viktigarsehtret lasi, og ble spit i 1903-
1904. "Nora ble godt likt og ble spilt flere gang¥i dro pa turné med Nora, og i
tillegg til var personlige suksess, fikk vi gledana vaere de farste som spilte Ibsen
her i landet”, forteller Aglae Pruteanu i sine memes”**

Entusiasmen over a overseiedukkehjentil rumensk var utbredt allerede
far arhundreskiftet og litteraturkritikernes intese for og forstaelse av
problemstillingen som Ibsen satte under debattstar, men selve forsinkelsen i
oppsetningen av dramaet var helt symptomatisk faistanden som Noras verdier
representerte for datidens sosiale fordommer.

Et dukkehjemble iscenesatt med rumenske skuespillere bare ette
arhundreskiftet: fgrst pa den nasjonale scenei i(12#03-1904) og senere pa den
nasjonale scenen i Bucytie (1906-1907), mens andre drama av lbsen, som
Gengangereg Rosmersholimallerede hadde blitt spilt for &rhundreskiffet.

11 Daniel HaakonserHenrik Ibsen — mennesket og kunstneeeri 83.

12 Aristita Romanescu30 de ani — AmintiriEditura de stat pentru literafiud 960, s 112.
13 |oan Massoff Teatrul romanescBucurati, Minerva, 1978, b. 7, s. 595.

14 Aglae PruteanuAmintiri din teatry lasi, Viata romaneasg s. 171.

15 |storia teatrului in Romania, b. 2, BucgtieEditura Academiei, s. 518.
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Nora ble bedre forstatt og elsket av publikum etter Admaskiftet. | 1928
reiste formannen i forfatterunionen, Liviu Rebreasom utsending pa Ibsenjubileet
"au nom des écrivains et des acteurs roumafhs”.
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