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INTRODUCTION -
TBSEN, THE VIKING OF THE DRAMA | )

A hand wielding 2 hemmer--this is the éymbol that
appears on Ibsen's grave. It is generally considereéd an
inspired sculntural idea, and it undoubtedly converg the
conventional view that so often deseribes his contribu-
tion to thévtheatre and to society in terms of utility.
According to this idea, which is based on that small

portion of his work which is ca2lled reelistic, Ibsen wore

overalls; sometimes he wag pn?t of e wreeking crew netho—f
diéally dismantling rémshackle edifices,end at other

times he was Just as methodically Adriving bolts into a
rising skyscraper; This designstion is partly valid,

and it covers some of his activities, particulerly with
respect to the laborious manner in which he constructed
hié vleys, tore dovm old facades, and created new mansions
for +the snirit.

There is still another view, favored by some theore—{
ticians of the proletariat, which, on the contrary, denies
hi@ a union card. According to that, he worked for 8
brief period but only as a dilettante. They see him
lendlng a hend to bpth the wrecking and the construction
gang, but only as é mean§ of self-expression and with only
a vague notlon of why he was banﬂlng at the tlmbers and
of‘what klnd of bulldlng was to be constructed in place of
#he(old one. No! he was only & gepﬁ%@gﬁgg@g@@r;qrh;ﬁp;gse

L
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a‘mbre recéntvpan% phrase, o félléw-%raveler, degerving
signal héndrs for deserting the Park Avenue district bu%
still not to be listed among the men with the hammer.
Ibsen’s assault on society and his éonstruotive ideas
end 1ndeed to be wavw rd.

Still, if svmbolo ore ugeful in_hnlninm us to gresn
the charaéter of this nrolific frther of the moderm
drama, neither the man with tﬁe hammer‘nor the man with
:the gillz het will do. Perhans the only imaﬁe vhiech would
cover the whole range of his career 1s that of a ¥ilking
standing at the nrow of his tilted boat vith the sea
videning before hin, The crynic might lile tec elam a ton
hat on thig figure, add some convexity to the visceral

regions, and heng en umbrclls on one of its arms. And

1% must be conceded that the temntation to accent the cari-

cature is atrong at times. DBut under the impvediments. of
hiskexterior Ibsen ig o viking none—fhe—less. One gsees
him brushing the’soil off hig Teet, setting his face
towafd‘@istant ghoresg, stovnping at times to ravege some
.ééaé%éwéeftlemenﬁ With Lire, and.finally nlunzing into
%ﬁéFuﬁéhar%éféd Atiantiq vith only a hazy notion of where

would come Lo rest, if ever. His Work is precisely such
a voyage of Mdventures, denredatlons and explorations.

Perhaps some dmlrers who refer to hlm as a ooct come

Even in hls “eqllstlc mladle

NI
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period if we look closely enou@h he remains essenthlly
a poet, just as realism at its best is a kind of Doetry

At first we find him in his native Norway, his
blood boiling with desire for the oven sea as he moves
among the solid burghers of his family and their neigh-
bors, pursues a profession, studies at the university,
and enters the narrow thestre of his dsy. This is the
period of his mild romantic pleys Which are supvlemented
by radical journalism and lyricism. Soon, after much
provocation and gfewling, he taskes a long journey--
geogravhically only 1o Seuthern EBurope but spiritually
t0 the far corners of the world. In ggggg he announces
his devarture from the congregation of landlubbers with
a fanfare; and in Peer Gynt he adds the brash taunt of
laughter.

Then suddenly he swoops down upon the settlements

of the slumbering bourgeoisie. He burng their "dolls®

houges"™ amid loud outeries from those whom he has so

rudely evieted. This is the period of his Pillars of

Society, League of Youth, Doll's House, Ghostsg, and

'Enemy,gg the People.'

| _But he 1s hlmself a portlon of the humenity which
'he has scorned. Pity overcomes hims; doubt reduces his
self-assurance, and he beglns to look tolerantly upon

2

,hnpan frallty. He wrltes works llke The N"ld Duck and

Rosmersholm. Yet he cannot endure the placld habltatlons
CIELE "

e,
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'gof men very long.r He dlscovers how ea51ly the rust of
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compromise and complacency eats its"way to the core.

. - - ' ’
Returning to his former scornful manner, he rebukes the
weaklings and gives warning examples of their compromises

in plays like Little Eyolf and When We Dead Awaken,

Back in his long-beaked boat, he seils out agein, his
destination va'ue,.his heart a trifle troubled, and his
aging eyég e shade dim but still resolute. |

Whether one takes.this éhronicle to mean that Ibsen
was a "vpetit bourgeois” in the uneven and éometimes
ambiguous course of his revolt or that Ibsen was simply
a_neceSsarily limited human being who could waver and
ask more questions than he conld answer, the effect of
his worlk is essentially the same., TITike 211 great writers
he was a warrior and a voyagef, and the upshot of his
struggle is an unavoidably flawed but noble body of drams
which expresses modern man.

In the course of both grappling with>realities and
sometimes evading them in his own peculisr way, Ibsen
inaugurated important modifications in modern dramatic
:practice.\ More then any of his immediate predecessors,
he‘diécarded at long last the "well-made play" of graduated
1ntr1gue and obvious plotting which Scribe and his followeérs
had put on the market in the nineteenth century. Ie

bullt a number of plays that gave the illusion of undis-

™
i

”torted reallty, enabllng the playgoer to obmerve the

1:\n~. .

characters and ponder the ideas or implications of a

St

drama 1nstead of watchlng the gyrations of the plot. And
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although Ibsen did not aotualls inveﬁf the drame of
ideas, he ensured its trivmph ir the modern trorld.

He did this bﬁ avplying himsel® boldly to ideas of
broad relevence to man and soclety end by »projecting
them in defiance of conventional taboos. Fis was no
timid, commaratively vhilistine intellect lilke the
younger Dumne' and Augier's. ,Tﬁéy believed theyv were
dealing with great —roblems vhen they vvere actually

conventional meliorists, and hig idess ere mno driblets
of warmed-over concents. ‘

Ibsen stends subréme amon~ the moderns as the most
thqughtful, svstematic, and influential of writers for
the strge. Passing from legendnry and romentic nlaxs
in verse Lo social and svmbolic mlays in Dprose, he inaug—‘
urated a ne' emoch in thehistory of the theatre.. Throush
hig later worl in narticular he poverimlly affected his
coﬁtemnoraries and successors. He united litersture with
stagecrafti he combined ideas with story; he brought ethics
and sociology out of the closet, challensing playgoers
to think éé well as to feel. IHaving made the drana un-
wontedly real by his dealinss with the vproblems of every -
day living, he vroceeded to make it unreal again, yot-trn&
in‘s deeper sense, by revealing bheneath the surf-ce of
“ébmmon situatibns symbolic meanings: In these regards,

Ibsen induced fresh develovments both in subject matier

L R T e .
gfid¢ in'drematic form.




CHAFTER T

INNOVATIONS TIN DRALATIC FORM

Tt is my pu-pose in this riudy to commare the

L

theatré vroceding Ibsen with tha+t of Ibse:, and to

determine the revolutionary elements irn Ibser'a drama,

I shall attemnt Firat to show_thé ‘Trmovations he in£r0~

duced in dramatvic Tform, - in struecture, techunioue,

conventions, soener&, ate., by ecormmaring his Wofk vrith

that of the renresentetive drametists before hin, QSﬁebially

Corneille, Z2acine, Fugo, Shaespesre, L'oliére, and Schiller.
The Freﬁoh theatre of the seventeenth contury favored

gpectaclr s, pageants, omera, »nd conedies, particulerly

vhen they were light and avoided owitioism; ‘ITn order %o

succeed, tragedy had to entertain ot by execiting the p»aggsions,

but by freming them delicately. Iforeover, the frane ﬁbuld

heve to exhibit certain formal features thet ore nrima

Ta 01e inimical to naturalness, Poetic nractice and drrma-

tic theory coﬁspired to malke Frenech tragedy os artificial

asg possibie;_ Blalk verse is practically impossible in

Q;gnch and rhyme virtua lly indigvensabhle. The nlays had

;p benwritten in rhymed hexameters (the alexendrine),

}wijh”eVery four lines axhibiting a fixed difference between

w“lvthe flrst ﬁnd second cou"let The first, called "mascu-

xv}

fl%ﬂﬁ;w had to end in 8 full vowel sound countlnb as one of
L4 LI

’;wg}y Igyllables of. the llne' the second palled




"feminine," hsa to clmse_with o mute“"e", ez, ”ou%", )
etc. The one effort to crerte vlavgibnilityr in »leys was
the 1nqwotencL or the unities of time, placa, and sction,
In retionnlizing their adherence to these rules, which were
actualls ncceﬂted becruze they =2nneared to be ciassical
and because ther introduced orlen into the dreme, the
French claiﬁed they wéré ald nﬁlthe.theatre crédihle; A
nlay, in other vold”, would Dbocome moras believable 117 its
action transpired within a doy or prafercbly less than a
dey, =nd 1f the scene remainod unchonged, Drama was to
poésess the formel beaﬁty of a jeweled comeo, The piay W s
to exhibit as little nction as vossible; evente were to
be reported by messensers; chroreactersg were to revenl their

i

emotions by converging with those nuisancrs of the French

theatre the confidantes; and drams wos Lo be confined to

a central situsation,

»

Corneille's concention of drama--ng of life--vns

invraisemblable. All his plote e ulmlnwue in o Verisig"

--as all French classical traqedy does——and he constantly

'confuses the spectator by multlnlv1nv the obstacles which

hls he oes have to ove*comc. He adheres to the uhities

2B

of actlon and time and conflnes all acts to a single and

unohanglng scene,

Str1v1n s, he does for concentration, it is not

dlfflcult for Raclnc to observe the unities; Having chosen

R ia O

the "erlsls" whlch he wlshe 4o present, Racine leads up
mhoaxer D100 o T R YT :




jco

to it in his Tivst two and solves it ii his last two ﬂct%,

1

thus determinins the »lot. This scettled, the wnity of
place is of 1o imnortence; the wnlace 1s usually an anarf—
ment in = valace; As for the unity of time, this is coinei-
dent with the "erisis™ and +the events which lumediately
precede énd,follow it. Tn a?l.negnecﬁs, Necine's nlevag head
the advantase of obeyimylﬁhe élnﬂsian'TﬂWQS g outlined
b dTAubisnac and Bolleau.

When‘Ibsen besan to meire ~lava, the ort of the drema-
tist hnd skrunk into the art of contriving o situation,
And it was held that the stronger the situation, the betier
the play. Ihsen saw that, on the contrrry, the more frmilinr
the situstion, the wmore interesting the mlay. Shakesmeosre
had nut ourselves on the stase but not our'gituatidns. Dur
uncles seldon murde: our Tathers, and coannot legnlly marry
our mothers:; we do not meet witehr=s; our kin~ns ore not as
a8 rule stebhed and suceceded by their stdbberﬂ, and vien
ve raise nmonecy by bills we do not mromise to Moy nounde
of our flesh. TIbsen supnlies the wan® left by Shalesneare.
He'givés us not only ourselves, dut ourselves in our own
gituations. The things that havven to his stage Tigures .
are mich more important to us than those that hahnen to
Shakesneare*s. Another is that they are eavable both of
ﬂurting'us ecraelly and of filling us with ex@ited hopes
6f ‘eéscapé from idealistiec tyramnies,vand with visgions of

interisér life in the future; Ibsen substituted a terrible
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art of sharn-ghootine ot the sudience, tron-ine them, Ffeneineo
vith then, aiming 2lvers at the =orest smot in ftheir conseil-
ences

As o consequence of malking the srectators thenselves
the mersons of the dfnmn, and the incidwnts 0¥ their owm
liveg its incidents, the old stage trlolg by hich audiences
had to be induced To talé en interert in wnresl meomle and
inprobalbls eircumstoncss fell into dieva~ in Ibhsen.

4

. Of 211 the conventions in the drere, none hog o more
interestine historr thoh the soliloqur, the sneech in which
a chrracter balks nlovwd, ot to ~ny mersor on the stoie

with hin, but direetly to *the avdienc-. And on~ of the most

girikine chenges vihieh has talen place in the drone of our

ovm time is the sudden disarnearance of the solilo-uyr. It
is Ibsen who sets the exemple of renunciestion., Dime as

ﬁhen the »Hleyvwright found it very converient to have the..
villain lav asids his mask and bn-e his bleck soul in a
speech to himself; But now this device, convenient =as 1t

nay be, is\discqued.' Fo lo»ger does a chaoracter conc dovm
tq\the:footlights for s confidential comunication to the
audience, telling them his thourhts, doclaring h's intentions,
and=défeﬁéinq’his acts* The apgumentetive monologue which
Flctor Fugo bestowed on ‘the klng in Hernani ig one of the
longcst SOllquUlen dlscovered in all dfamatvc llterature.

(Thls 1ntrosnect1ve oratlon is a superb snecimen of Hugo's

\7{&‘.(',n.\ v kY
PO

RS

swelllng rhetor1c, splwndld apd statelv w1th soaring figures

. m‘m A AT
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of speéoh.) ' | . . : S )
Shalespeare was & mracticsl nlaywright, un to every
kind of trickAQf'his trade, malking his profit out of every
COHVention acceptable to his audiencéﬁ. the solilcruy was
far foo convenient a device to be given un: In scarcely
any of his strongest ninsye, has he telter nore trouble -rith
his plotd, vith its s rueture, _wi%h'its.conduct then he has
in Othello; and in scarcely any other is the golilormuy more
frecuently employed; e uses 1 agnin and again o let Tago
reveal his ovn villainy, as if he daid not wont the turéulent
groundlings to be in ény doubt as to the wiekedress of Isco,
And so it is thatl at the end of the Tfirst aet, Iago simply
tallks aloud to the aﬁdience, fronlkly faking them into his
confidence and ervposing his owm dark desisns. In the
middle of the second aci, and agaln at the end of the
‘act, Tago exnlainsg his schemes to the svectators, as ﬁis
pléns telrte shove in his foul brain.
The fact 1s that when Sheliespeare and ilolidre cane
to the theatre, they found the soliloquy a lnbor—saviﬁﬂ
chtf.vanéé. ‘Shékespeare lets Romeo overhe r'Juliet's
soliloquizing on the balcony; and Holicre does the some in

the Miser.

The device of the confidante, which was acceptable
fq:}two:centuries or more, found no nlace in Ibsen's
plays.T_Freely employed in the @lays?of Aeschylus and

x‘w;\u e

89 hoclgs,vuhe chorus shrank to a slngle at endant for

each of the chief flgures in the clasclclst tra gedy of the
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French. Thus in Racine's masterpiece Phédre, Phedre is
ever accomnanied by OEone, Arieie by Isméne, and Hippo-’
lyte by Theraméne; and to these they can unbosom them-

selves freely. These confidantes are colorless creatures ,

sketehed in vegue outline only and existing for the sole
purvose of being talked to. Iere shadows of their masters
and mistresses, they share the same fate; and in the

tragedy which is rehearsed in Sheridan's Critic, when the

heroine goes mad, the confidante unhesitatingly goes
mad too. |

A liking for the unusual and for the violent is not
uﬁcommon anong the tragie dramatists, many of whom
felt that nothing is reslly dramatic unless it is strange
and unheard of. Corneille, for examnle, deliberately
sought for the most unlikely combinations and searched
history to find them, not unsuccessfully, since fact

'is often stranger than fiction. Again Schiller allows

Karl Moor, in The Robbers, to believe the worst on &

mere hint from his villsinous brother, although the hero
is Wéll,aware +hat no denendence ought to be nlaced om
4énything:frbm such a source, “Victor Hugo &8lso’ constantly
mede use of very improbable coincidences. In his Ruy Blas,
almost every character is more or less arbitrar&,land
"hardly a singlé incident occurs except by the more or less
obvidis "intervention of ‘the author,

Lhles Tpsen, o the 6ther hand, sought to express the

Ufdivier gignificance’ of the commonplace and to discloseé the




12 :
tragedy which ma&-lie'latentbiﬁ;the homdrum. The
arbitrariness of incident and the fréquency of coiﬁci- ,
dence,which are raised to the maximum in Hugo's
romsnticist ﬁiecés,are reduced to the minimﬁm in Ibsen's
realistic sociel dramas. DBut even Ibsen.is sometimes

a little disconcerting; and the startling transformation

of Nora in the final act of The Doll's House has seemed

to some crities, if not actually in contradiction to her
character, at least not saticsfactorily nrepered for.
Perhaps also the confession and self-ebasement of Consul

.

Bernick in the Pillars of Society is not what the author

had led us to believe’or expecet from a character so self-
seeking and so smugly self-complecent. In both of these
plays of Ibsen's, however, this element of the arbitrary
is to be found only in the last act, éfter our interest
vhas been aroused end sustained by the veracity of all
thét has gone before.

The traditions of the medieval stage survived for
8 long while, and they are vigible abundantly, in Shales-
peare's p;ays and in the »nlays of Corneille. In the
theatre of Ibsen, the change onSCenery may be consecutive;
the scene of the second act may be aifferent from that of.
the first aet, snd the later acts may each have its own
sptting.,'Buf on‘themmeﬁieval stage, especially in France,
tpemtradiiions‘of‘the earliest performance of the passion

play. in the church had led to & wholly different arrange-

mand.: - In. the. church, the several episodes were acted. in
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several places,“each'of’which-Waslknown as a "stafion";‘
and in France, when the mystery wasifhrust out of the !
church, these stations were all erected in one long line
at the back of fhe platform on whiech the pérformance
took place, and they were Inowvm as "mansions, Thus

it was~that the French theatre came to heve the "simul-
taneous set", all the places ngeded'in the action. beiﬁg
then in sight at once, not displsyed consecutively asg
is the custom todax. It is thisg tradition of bringing

together nlaces actually remote whiech Shalegneare Tollows
S =

in Richard III, when he sets on the stage at the same
time the tent of Richsrd and the tent of Richmond.
When Cormeille adopted the Cid from the Spanish, he
employed this simultaneous set, erecting on the stage
the mansions recuired for his plot, and letting the stage
.itself serve as a neutral ground where all the characters
might'meet as they entered each from higs own dwelling.
This was absolutely in accord with the medieval tradifion.
~.Not only does the dramatist condense the speeéh of
his charagtefs, but he clarifies it also. Every person
4in‘a play is-supposed to be capable of saying just what
he méans the first time of trying, and in the fewesf .
possibievards; and this 1s a very violent departure from
the prébtiée;of everyday iife, where our speech is uncer-
tain, halting, ragged. ZIEvery character uses also the best
‘Possible words to voice his thought, and every other

i

chiraétérrimmediat

ély‘fakeS“hié’meéhiﬁg without hesisancy;
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end this is agein a varlation from the fact, since wve
. . ‘ : ) o - v ’
are continurlly Ffailing to entch the intent of those with
whom we ore tolking, Praoise iz abundent fow the veri-
gimilitude of the diologue of Ibsen's dramos, and Tor the
skill with whiech Ibsen has agiven to every one of his
characters the sctunl vocabulary which that character
vould use. )
The convention underlyine Shekesnenre's trogedy
ig thet his chardcters brolong to o race of human beings
whose smeech igs blank verse, the unrimed decasyllabic

iambiec. Yet in cone of his earlier playd} Shelesneare

varies Trom this convention, freocuently dropping into

)

rime, vhile in certain of his other plays, he nakes another

devsriture, ard e find the heroie ficures emploving
blank verse, the la. g dlstinguished characiers naling 8
stotely vhythmic prose, while the mopulace annronrietely

‘ginks into the every-day sneech of the common fol%. The

coxresnonding convention underlving the tragedies of

Corneille and Recine (and the comedies of iolikre), is that.

the characters belong to a rece of belings whose habitual

speech is the alexandrine, with alternating counlets of

masculine end feminine wvimes. The following igs an examnle:

M1 n'as fait le devoir cue d'un homme de bien,
Meis aussi, le faisant, to m'appris le mien,

loharles Marty-Laucaux, OBuvres de Corneille, Tome
Troisitme, Le Cid, (Paris: Charles Lahure €t Cic., 1862),
p. 156. - .




I gnys Chiméne in the Cid to the lover whom Trte hos iade |

ﬁhé éléﬁef Sf hér fﬁther.
Having dizearded most devices from the old thentrienl
bag of tricks, Ibsen won his audience by the fidelity
of his representatfon, by the vitality of his people,
and, by the techniecal innovations he introduced, changced

the course of the droma,

- .
¥R Lo

o ends,

15
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TNNOVATIONS IN SUBJECT MATTER 4

Tbsen, it'is'clear, was noteble both as dramatist
and dramatic philosopher. What differentiates his theatre
from that of his predecessors ig his emmhasis on ideas.
Expert as he became in stagecraft, he emvloyed guech
talents to develop a consistent 5hilosophy. Unlilke
Shakespeare, he did not embroider an ancient story for the
sake of the story,_&f find delirht in exhibiting throuch
the interactions of characters the heights and demnths
of being. Unlike his ﬁropagandist disciple Brieux, he
did not, on the other hand, attemnt to expose social
evils and suggest for them speqific remedies, thus
sacrifieing character to doctrine. There came to him,
first as a rule, the concent of a moral or social truth,
which he would then incorvorate ir g series of situatioﬁs,
clothing the abstract in the concrete. Iore and more,
;atter-day playwrichts have followed his examvple, inspired
as was he by the humsnitarian and scientific movements of

the time. Apostles of the theory of l'art nour l'art

h@ve_struggled vainly against the tendency. Even d'Ammunzio,

Whofwguld‘denouﬂce_the,drama‘of ideas, has written such a
‘drama.in Gioconda, making eloquent sppeal for the artist's
right to Live his om life in the service of his art.

Fhe b Ehgpn;psggﬁwggvgIQramatisﬁ_rather.than a philosopher
o bag, confescented to use the theatre for doctrinal

SR

e

"ends,‘is proved by the fact that his philosophy is not
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so novel aS'tovacgouht-for the éstéem«in which he . is
held. He contends merely that the spiritual life
‘should be preserved at all costs, that hyvpocrisy and
deception should.be rejected, that love should not be
sacrificed for worldly considerations, that the will
gshould be left free,'and that such freedom entails
responsibilities. ~ He scorns those wﬁd refuse to scrap
outworn faiths, formulas; and institutions, and those
who, professing one thing, do another. Above all, he
igs concerned to indicate the yight relation of the
individual to society, stressing the’need for self-
reaiization and also setting it proper bounds.
Previous to the time of Ibsen, there had been very
little change in the matter of dramatic content.
European drama continued to be influenced largely by
the tréditions of the French classical theatre. The
drama of French classicism hased its standards on the
dogme, and traditions of antigquity. In the dremas of
EBuripides esmecially, modified by the Renaissance Senecan
tendencies, in the legends and history of Greece and
Rome were sources of material for.the nlays: Pseudo-
Aristo%elianism held sway particularly in the tragedy. '
It came largely from Italian crities and commentators
on Aristotle. The rules of tragedy, formulated in the
sixteenth century, were partially adopted in France in
that century and were later revived. From Italy, too,

and from Spain, came much of the actual;mater;gl,usedv
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by men Bf‘letters;: Spaein gave plbté to plays and to
stories and above all supplied Corneille with the

problems of conduct and the charscters, whiech ,blended

- with stoicism, he portrayed in his tragedies.
b 1353

The theory of French drama in the seventeenth

century revolves to a'considerable degree about the

idea of yralsemblance, a verisimilitude or probability,

often coupled in discussion with le nécesssire. The

famous rules of the unities were merely a Way to

secure enhanced verisimilitude or probabilitj of action.
The drematic poet was to present his story, not with
photogravhic realism, but in such a way as to remain
within the bounds of likelihood and conéistency. These
theories of drama,of course,go back to Aristotle,and the

origins of vraisemblance are to be found in Aristotle's

Poetics., There it 1s stated that the function of the

poet‘iS’tb relate, not what has happened but "what may
happen"-—What is mossible according to the law of
probability or necessity." Aristotle's interpretation

was a transcendent, suprasensible view of life, as

tragedy portrayed the great storieé of mythology. The
French turnéd thié into realism, though their idea of )
aristocratic decorum made fhem avoid sordid realism.
Bﬁfﬂfheigenerai”tendency of French oritics in the seven-

teénth‘céntury was to make vraiSemblance_much nsrrower

than the verisimilitude of Aristotle, and to use the

. undties as-a means to enforce this narrower vraisemblance.
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A rgstriction Trom which French.fragedy suffefed ,
‘quite os much as Trom the vnities was a narroving in neen-
ing of wart of.Aristotle's degerintion of trdgedy as an
imitation of characters .of a higher tyne. The choractors
of treagedy as of the enie, according vo Arigtotle, ore

to have heroie grandeur. In the French aristocratié

age the Greek notion of moral graéﬂeﬁr vias interpreted
as meaning socia2l grendeur. The versonages were Tings
and heroes of hich dégfee. Ther alone were considered
vorthy of being subjects of tréﬁedy, ag 1T the lowly

were not good enough to exverirnce emotione ~nd unders

conedy. "In

tribulations, but econld only be subjects ol
France," Sst'the Abbe dAubisnece, "peorle born or bronght
un smong the grent deal with lofty sentiments ard tend

to noble murroseg. Ilener +h§if 1ife dg in hornony vith
vhat trecedy denicts{ On the ciher hand, the DOUMlaﬁe;

v*uellv wellowing in fi1lth, do not rige above Lhe

buffonerv of fq%ce%."g

No fovmﬁW “F”Ul”tlono hthorea the éhoice of comtent,
but vt was more or 1nss underqtood that love between the
sexes wa, the chief wonder of-the ‘stage. Contemnorary

themes were excluded and cbarnctprs vere expected o be

types rathcr than dl tlnot nersoanltlos.

For thc nurnose of comnarlng French clas51c~1 A rams,

)

e w1th that of Ibqen dlscuss1on of the works of Cornel]le

"7( o ,. A ,..z L B

2 Abbe a'Aubigmec, Pratique du Thbétre, Bl IT,

ad flnem.
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and”Racine will foliow, for thew éré/obviously the best
GKDTGSSiOﬂ'Of French_clnssiciém.~ Corneille embodies

the gpirit of the first half of the meventeenfh contury,
The vigor and dash of the vwar-lile na~e of Richelien
combine fith the tureid and romanesmie~ influences and
the ecomnlicsated plotsbof the Snenish drams., In his
earliest sudaess, Th~ Cid, one sees mofé distinetly thon
beforé Corneille'’s urnc of»mntorinl and his sdantation
‘of it to suit the Frénch temmerament end growing clesgai-
cism. Corneille ta¥es a massionate Spanish love-story
permeated with a fierce honor or »ride. This storv he
nroceeds to rationalize and to hormonize with the rules.
His next few plays, Horace, Cinna, end Polyeucte, aleco
give evidence of vinlding t~ structural recularity by
obedience to the vmities s~nd by a.plot of vraisemblence.
Corneilie trics, then, to rotionalize his men and women.
and to introduce at least an elementarr msycholosy,

He wishes to male them heroie embodisments of a fealine,
say of'honér or duty, and to disnlar them face to face
_with some great crisisg vhieh they sﬁrmount by strength
of reason or will power. Consequentiy, in Corneille
character is emphasizedlwhieh depends'on a. psychology
"hBWeﬁef crude._ It is precisely this desire to show

tﬁe heroic cohflict of the supermen that leads Correille
£6 the éiéggerations‘of later vleays. In. Rodosune,
»diébpétre wa.s exposed to thé éritiéism that strength of‘
WETi”%éébﬁéé”mére'vidlence; and’ the excevntional rather

I N T . A # !
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neille's fondness for vportraying the volonté, the will,

21

than the great beaomes the objec£ bf vortrayal. Cor-

. ¥
and the strong—willed characters or supermen, and his
desire to show them grappling with obstacles leads him

to prefer what is invraisemblable. S0, 1in the preface

to Héraclius,he reaches the often quoted conclusion
that the subject of a fine tragedy shduld not be vrai-
semblable, ﬁecause unusual ones are best adanted to
awakening pnity and fear. Thus the melodramatic side of
Corneille is explained and accounted for, and we have

the raison d'étre of o character such as Cldopdtre in

Rodogune. Moreover, in spite of the Cid, love should

~occupy a secondary place in tragedy, the dignity of

which Qalls for some great stéte interest, or a more
noble and vigorous passion than love, such as ambition
or revénge. Corneille replaces love plots by historical
intrigues and bolitical dissertations in dramatic form.
Love is the embellishment rather than the material Tor
a tragedy. | | |

Corneille's characters are contending forces of

_ Will,(impulse, pride,and duty--and the greatest of these

ig duty. If love triumphs in the Cid, it.is yet true '
that in the intellectualized atmosphere which these
characters breathe, individual impulse must always submit
towbﬁbiié'dut&; With his next two plays, Horace and

Qiggg, Cofheille\éhdéé'subjects better suited:to illus-

trate his theme. Both plays deal with Romen history,

 both are termed "tragedies". The combat between the

Horatii snd the Curatii is turned into a mental conflict
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beecav.se the two familieé are bound ﬁy marriace aﬁd love:
‘Hornce, nore patrict then lover, wins out; whereas Curiace,
less heroic ﬁut'more human, diesg in battle--leaving his
beloved to be slain by her ovn brothow,‘Hofoac, Tor
cursing his matriotism. In Cinna, the nain strugele
occurs in the mind of Avgustug, swaying between mosns-
Dimity and'vengennce ag regards the cons pirators ageinst
life, and ChOGS“H” macnimity as Prosnero does in
the Lempesgt--but wwth more rhetoriecal emShasis:

Je suis maitre de wmoi conmc de 1'univer
Je le suis, Je veux l'otre.

In Polveucte, Corneille carries the theme of duty into
the field of religion., The Christisrn martyr, Polveucte,
has a Rom~an wife whom duty teaches %0 love her husbnond,
and finally\as a Christisn eonveft to win others to his
cavce., In all this there is an overstrain, 2o tendency
to carry the vietory of the humen 'Wll to an extreme,

to prodvce admiration rather than nity‘and fear o8 is

generslly the ease in tragedy. In the four nlave nentioned

_we see the genius of Corneille at its best. ZEnemored

of spﬁrltual strength in the service of society, he had
portrayed it under the guise of family, country, nonarchy,

.(,‘

and rellglon in orig lull and enduring dramatic form.

5 charles Marty-Leuesux, op. cit., Cimma, 73 459

I




Rodogune, Corneille's ovm favorite, cslled forth over

A

(43

2 century loter the aneclal ®writicism of Lessing.”
Only the stricfesf attention, it ig true, will enrsble the
sneétator to Tollow the comnlicated motivation of the
fi~st-four acts of this trogedy--never Aid Cornéille
Tinvent” more——but the £ifth act %n which the liedes-1lize
heroine, Clééﬂétre, gtande reVeﬂléd hﬁs aome of the majeg-
tie tewrpor of sncient trogedy. And like an idvll, ‘n the

‘midst of so much horfor, Cornaille has set the fraternal
love of Cldonatre's two sons b&th in love with Rodo~une,
thei; mother's rivel, yét ench loneing to sacritice the
other.

Corneille belones definitely to the Classical
neriod, Hi~ dremes bristle with the word vertu. Tt

hes heen claimed that his charscters are nodeled on real
1life: Richelieu, Retz and Turenne, bheing heroic in thé
Cornelian sense. But this is merely to say that in his

miest of life he soucht the excentionel, His was an age

: of setion, of strength, of ranid and simnle declsions,

when men were struggling to realisze an ideal, and intel-

ligence and will nower were in the ascendency. 0O sveh

a view of humsnity Corneille’s dramas are the ouintessence:

in their constant anpeal to the reason, in thelr over-

) . . J
. , .

18 4 Gotthold E. Lessing, Hamburgische Drama-turgie. . |

{T_ Lachmann-Muncker Edition (New York: Henry Holt and Co;, 1901 !
¢
|
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emphasis on the will, in theiy comnlerryet.swift-mOVing
plots, and iﬂ the crashing rhotorié of their styvle;
nay even in the venities, the »nreciosity, end the netti-
Togzing they contalin. |

Correille's muse wmé the Resson, not 5y rengon or
vours, but the "socializad 1'“eason;r “hiech was the necu-

liarly French contribution o the-Renaissance. OFf this

the Tour ecreat dremas, the Cii, Horsce, Cinna, ard Polv-
eucte, are a continuous illustratioﬁ. Each has a great
subject, timely'and &et universal--honor, Datriotism;
absolutism, and martvrdom--and esch nroblen Corneille
solves by a victoryv of the wili, before ~hich all other
considerations, no matter how human'they may be, give
way. Indeed, his fallvures nay be exnlaine’ by the Tact
thet one cannot multivly such victories indefini-ely

and write sucecessful nlays.

‘As =8 éonsequenee, Corneille's charrcters are Heo-
Platonic types, actuated by a superimposed reticnal
self. They do not succumb to Fate; they malke Fate
subserve their partidular ends. The voet's interest in
them may’be psyéhological; they themselves are generally
poor psychologists. They understend but one thing and
étrive for it in a straight line. Horace, exasperated
by his sister, justifies his fury with the strance words:

"Cl'est trop, ma patience & la raison fait vlace;

*
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Va dedans les enfers ﬁlaindre,tbn Curiace."5 o )
And the villairs of Corneille's plays are similarly
motiveted; rareiy,'as in the ease of Folix inlyolveuote,
do they chow any criminal subtlety or political astute-
negs. This maseuline simnlicity ig of course unfavorable
to the portrayval of women it pes, ond but for such notable
exceptions as Camille (Horace) and “millie (Cinna),
Corneille's heroines are not womanly in the usual sense
of the vord. Either, lilke Pauline in Folyoucte, they |
are "obedient"™ to the moint of ﬁysticism, or they are
furies with scarde a'veétige of humanity, like Cldopitre
in Rodogune.

When we come to Racine, we reach the vnerfection
of the classical school, snd a theory of dramatic moetry
which harmonizes without difficulty with the most
stringent rules of the c¢rities. To begin with, the
ploté of Recine are simdler, 2nd depend for their interecst
not:so much on situations as on characters. They are
plays of psychological realism, concerned with Racine's
age, eygen though the charscters and nlots seem to belong
to mythological or heroic times. They portray single erises)

so.that the action is concentrated and brief, and the

unitiés of time and nlacc are no longer hindrances.

————

5 Gh}iMarty-Laueauxi“gE:'eit;;_Horace, . 340,

13




The action was as far as possible mersonnl snd original,
Tor Racine's theoryv of invention was "faire muelque chose ,

de rien."® He found his starting-noint in an “tat d'éme

N

of some nerson 6r rersons, ususlly in antiquity, and devel-
oved it. Almost invariable it was a love-crici~. Conge-
quently, the comnlic-tion was in the vorkines of human
gouls and not in adventurecs and halirbreadth esceanes. The

whole plot had to follow strict vraisemblance under the

guidance of reason. So the tragedies of Racine of'fer us

a simple but imnressife plot, rewresenting characters on
an heroic scale, undergoing plaﬁﬂible and reoaliatic psrcﬁo-
logical experiences, usuélly connected ith the massion

of love, set forth in dignified and pnolished voetrv.

The triumph of Racine's Andromacue in a narallel

to that of the Cids TLove is +he thene, buf unlike nis
contemmoraries Racine treatsz this subject drematiecally
and with the utmost simplicity. The nlot turms on the
'materﬁal love of Andron&he for her son. As Andromache
causes Fyrrhus, jailer of her son and victim of her
charms, to howé.or despair, so Pyrrhus approaches or
leaves Hermione, who in turn ea2lls or revels Orestes.
Orestes kills Pyrrhus, snd Hermione, unsble $0 live with-
out him, hurls at his slayer the reproach:

"ph! fallait-il en croire une amante insenste?™’

7 Jean Raciné, Andromague (New York: Henrj Holt

and-Company ,. 1909), Ds 78.
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- .rwhereupon Orestes goes mad on lesrning of her death.

Racine took his material from the moéts of anticuity
. . “w - . ) * ) - !
(Homer, Furinides, Vireil). As he himself sgaid, Roeine

offers us 2 historicel vnlaxy in Briteonnicus, hervelt of

unnecessary incidents, conforning ahgolutely o the
unities, -nd concenﬁrn%ed into one noverful nection,

the tnechaining of the brute in the cheracter of Iero.
The situation, drawn from the Anvols of Tacitvs, is
politieal, and it is domestie; ‘NWero, gtill yvoung enon~h
+0 fear his nother, Agrinaine, (who haé cormmitted everw
crime for his soke) and his "futor™ Burrhns, is tempted
by the immocence of Junis, betrothed to Britonnicus.

He Imo.'s the evil of such = vnassion and confesses it to
hingelf: |

Tt c'est cette vertu, i nouvelle &_ la coenr,
Dont le pererance irrite mon amour.®

Turing three acts he hesitates. In the fourth, Agrin-
pina makes a last effort to bend him to her maternal
g will. Nareissus, Mero's depraved oounselor, shetters

all opposition; Britamr-icus is poigoned; Narcissus 1is

slain; and Junis becomes a vestal virzin, while Aeripping

foretells the burning of Rome.

Racine's next play Bereénice contains a tremendous

strugele; the renunciation of esch other by two royal

i

{overs for reasons of state. Titus gives up Bérenice

“"Yeeause the inexorsble laws of ‘Rome forbid en emperor

O T SR T SR SERE

8 Jesn Recine, Britannicas (New York: Henry Holt
~and Company, 1909), P. 32. : '
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to marry a foreigner. Thus inithel;itfle room cof the

palace, where the écene is laid, thé destinies of émﬁires,

are decided and>the tragedy of royalty is laid bare.
Bajazet is Oriental not only in sﬁbjéet but also

in the display of Violeﬁce. With Ibhigén?g Racine returns

to the Greeks. IIo nlay of Racine's is more regal.

Phédre, Racine's masterpiece, is a complete recast of

the Furividean Hinpolytus. ﬁaqiﬁé's"first and most
significant change is the emvhasis he nlaces on the.
heroine. Phedre, the most powerful rdle in all French
drame, is a female Nero,; but with one important difference:
she has a searching , Jansenist conscience. TIn other
words, Phedre is not only a tragedy of'jealousy‘but

also one of remofse; if is a picfure off sinning and
suffering humanity driven by fate to its doom. And yet
thig Christian Phedre remains intrinsically Greeck.

Never does Racine allow us to forget her origin. This
harmbnizing of civilizations, Greek, Christian, and
French, is the pinnacle of Classicism. Athsalle, the last
ofHRacine's vlays, is one of his greatest. Here the
p;otagonist‘is_de;ythe plof relates how the child

Joash triumphs over his enemies--the enemies of church

'ang”sjgte-7inclpding the frenzied and heretieél Atheliah,

Thgﬂdramatic gituation is not so intense in Athalie as

[t

inqﬁagipefs secular tragedies, but his choruses, modeled

0 nj9§¢9regk;drgmg,‘heighten and relieve the action.

('&

™
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As o writeruo? stage—plays,'Racine aims »rimerily

*at one thing; namely, at dramatic effect. He is not s

historieal in the Cornelian sense; for he alters history

in behalf of simplicity, and he will add a non-historiecal

character in order to strengthen the plot.

Thus in Cormeille and Racine we see the culmination

of dramatic effort in the seventeenth century.

In contrast to the subject metter, drswn Lfrom

history and antiquitv of the classical IFrench drama,

Ibsen deals in his pl%ys with such sociological

problems as heredity, Dolitical corruption, marriage,

inherited disease, excessgive individualism,

divorce,

and the nosition of women in society.

In the play Peer Gynt Ibsen portrays a rascal

named Peer Gynt, an idealist who avoids Brand's errors

by setting up as his ideal the realization of himself

through the utter satisfaction of his own will. Peer

keeps his ideal for himself: it is indeed implicit in

the ideal itself that it.should be unique--that he alone

should have the force to realize 1t. TFor Peer's notion

; “\XMA }_“t?&“ iﬁ'ﬁ“-«'} P . - :« RN

iof,:'the.self-‘i'ealized man is not the saint, but the

-demigod -whose indomitable will is stronger than destiny,

.the. fighter, the master, the man whom no woman cen

-regist, the mlghty hunter, -the knight of a thousand

,adventures.ﬂfﬂowever Peer being imaginative enough to

ddeal,; is. also imaginative enough to find

' @onceive his

}ig;ﬁgignSyto%hideritsfnnrealityy,and to persuade .-
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himself that Peerléynf,-the sheboy conntry—side'loafer,

is Peer Gynt, Emperor of Himself, as ne‘writes over the
bdoor of his hut in the mountains. Peer is the incarnation
of everythinw thaf is vacillating and unstable in man,

and appropriately his. story is told in the. epirit‘of'
picaresaue fanecy.

Peer apvears first as an incqrrigible lisr and
fantasist, the very "devil‘s storyteller." He coes
woodihg  with blithe insouciance, after perching his
protesting mother Aee on the roof of their cottage. He
steals another man's bride under his very nose, takes
her np a mountain nath, and then abandons her. Pursued
by the villagers, he takes time off to engage in more

amatory details, dancing off with three girls towards the

mountain tops. Next he courts the gross daughter of the

supernatural troll king and almost becomes the latter'e

son—in-iaw but for his refusal to renounce his greatly
treaeured human personality. A specialist in self-
delu31on, he has no difficulty in accepting the ubly
creature as a beauty and in idealizing the unsavory

hablts and food of the trolls, but he balks at having his

eyes permanently distorted in deference to the troll king

s

w1shes._ An encounter wmth the great Boyg, a super -

ISR ¢ R a' o e

natural incarnatlon of publlc 1nertle, teaches the youth

v

a lesson that he hardly needed to learn——namely “to "go

e Tigo
roundabout~“ Peer pres31ng agalnst the Boyg overcomes

PR U‘s Aoy i :

h;m only because "there were women behlnd him"--ga detall
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that anticipates Ibsen's greét{féit@ ihAthe liberation
of mankindvbj the other sex. Real_loV; comes to him
only when he mects Solvieg, who has cast off her parents
for him. But again Peer proves that he lacks the

stamina to hold on to What he degires n'belnv confronted

by the tr011 king's dauvhber who has by now borne him

an unwanted child, fearing to be nlagued by resvonsiblities

for it, and feeling that he is tob-sullied for his pure
new love, he abandons the cottage where Solvieg and he
were making theilr étay. He comes home only to find

his mother dying and to comfort’ her poignantly with his‘
irrepressiblé”fantasies;

Whén ve next meet him he has degenerated in accor-
dance with his weak nature. He is an ex-slave trader
Who‘prospered in_Ameriea and is now vachting on the
coast of Morocco. Tt is true that he had found the
bus1ness "on the outer verge of the allowable,”™ but it
was hard to break away from it. Then he hit unon a
suitable substitute in the best traditions of laissez-
faife business when he shipped idols to China every
sprlng and mlss1onar1es ev(ry autumn! He could salve
hls consclence at the same time that he made a substantial
proflt for every idol that he sold a m1ss1onary got a
cool}e baptlzed—-"So the effect was neutrallzed. Now

RGN

%S 1s plannlng to become Emperor of the world _and since

" he needs addltlonal gold w1th Whlch to reallze hlS

the wpeoalst e
ambltlon,he is turning to 1nternatlonal flnance. Greece

Cdams o othe batlon apnoros




has revblted-againét Turkey; theréfore” in accordance
with good business practice, his partnérs are to go to ’
Greece where they are to fan the flames of revolution
while he lends monéy to the Turks! His partners being
men of the "Gyntish" stamp themselveé, however, fob

him of his pelf and abscond, leaving him stranded. The
next adveﬁture displays him as =a mjddlé-aged, fatuous
roué, and all his subsequent experiences underscore his
spiritual bankruptey. Cheated by the Mohmmmedan beauty
Anitra, trapped\in aﬁ inseane asylum, nearly drowned on
the voyage to his homeland, Peer returns as a greatly
cheaﬁened egotist. The law of deterioration is inherent

in the world's weaklings! Then comes retribution in the

shape of the button-molder, and Peer,the individualist,
learns much to his distress that he has been a very
ordinary person, fit to be "merged in the mass.”" Imme-
diately the old exaltation of the self-realizer is
changed into an unspeakable dread of the button-moulder

Death; to avoid whom Peer has already pushed a dArowning

msn from the spar he is elinging to in a shipwreck lest

AR TR T L e

it should not suffice to support two. At lest he finds

8 deserted sweetheart of his yoﬁth still waiting for him |
and still believing in him. .In the imagination of this
dﬁd;woman~heffindsathe'ideal Peer Gynt;'while in himself,
‘#hgwlqafer;ythe braggart, the confederate-of sham'magicians,
°if_ thé'spedql&tor,ythe-false‘prophét;‘the dancing-girl's
f~&i@@ﬁw@héﬁhﬁdiamdempér0r5vthe thrugter.-of the drowning
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man into the Waves;‘thefevis nbthing heroie: nothing

but commonplace self;seeking and shirking cowardice !
énd sensuality, veiled only by the romantic fancies of
the born liar, With this crowmingly unreal realization
he is left to Tace the button-moulder as best he can.

A brilliant satire on second—rateness; vith ineci-
dental.ﬁhrusts at redantry and bugineés ethics, Peer
Gynt at once took its place as the most daring extrava-
genza of the modern theatre. Ibsen never gulte over-
came either his tasté for symbolism or his search for
broad dramatic concepts. But in Peer Gymt he had moved

to the farthest reaches of his fantasy, he had discharged

himself of his poetic impulse, and he had announced his
- general philosophy for the second time, having
expressed it both nositively and negatively in Brand
and Peer gzgi resvectively. It remained now to embody
both his protest against the narrow 1life and his vision

of libersted humanity in concrete social studies. These

e e g e

were to be written in everyday prose and were to deel

with situations, as well as characters, that were rooted

ey e A o

in thé ordinary world. Realistic Writing was by then

mékingnits appearance in the drama, and no one was more .
fitfedfnto bring to the new style the mental and emotional
vigor without which it could only remain a dradb kind of

| fHotography.

o

Il o




compelled to discharge in the drama. He had pondered

the question. of Chrlstlanlty versus paganism for s R

long time. Now he came to the conclusion that what was
needed was a "Third Empire™ representing a synthesis

of paganism and Christianity, a combination of the joy
of 1life or freedom for the individual with the ethical
claims of the spirit. His jdesligtic charactersJulian

the Apostate'in the two Tormidable pérts of Emperor and

Galilean tries to establish pag anlsm again and fails,

The battle is betweén the "First Empnire" of nagan
sensuality, and the "Secon@ Eméire" of self-denial; fhe
one is outworn since ouf first innocence cannot be
recaptured; the cher is wnmatural since it supresses
individuality and happiness. The victory falls to"the
Galiliean", and the day when the genuine values in Julian's
faith will be fused with those of Christianity, when
bbth "Emperor" and "Galileen' will diséppear in the neﬁ
synfhesis, ig still to come. Maxirus the philosopher
proclaims this unity, but only the futﬁre will give it
realization. ‘

"' The Emperor and the Galilean' might have been

appropriately, if prosaicecally, mnamed '"The Mistake of

Maxlmus ‘the Mystlc' It is Meximus who Torces the choice

on Jullan, not as between 'the old beauty that is no

;\-g?dngen- beautiful and the truth that is no longer true,’

1

but between Christ and Julien himself." = Maximus kmows

. Ge B ‘Shaw, Quintessence of Ibsenism GNeW‘Ybrk-
“ntano's, 1915) p ER :
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-aégtO‘misﬁake the trophies of persecution for the

that there is mo going back to the "firét empire" of
pagan sensualism. The "second empire?kChristian 6r.sélf- s
abnegatory idealism, is already rotten at heart. The

"third empire" is what he looks for: the empire of lan

asserting the etermal validity of his own will. Thus

“throughout the first part of the double drama we have

Julian prompted step by step to the stupendous conviction
that he no leés than the Galilean is God. His resolution
to seize the throne is expresséd in his interruption.of
the Lord's prayer, \*Ihich he hears intoned by worshlippcrs_
in church as he wrestles in the‘gloom of +he catacombs
with his own fears ond tﬁe entreaties and threats of his
soldiefs urging him to teke the final decisive stepn.
Once on the throne Julian bhecomes a mere vedant-
tyrent, trying to revive paganism mechanically by cruel
enforcement of extérnal conformity to its rites. In his
moments of exaltation he half grasps the meaning of
Maximus, only to relapse presently and pervert it into

a grotesqué mixture of superstition énd monstrous vanity.
Christ appears to him, not as the prototype of himself,
as'Maximus would have him feel, but as a8 rival god over
whom he must prevail at all costs. It galls him to think
‘ﬁhgtmthe Galilean still reigns in the hearts of men |

Awhiig_the emveror can only extort 1lip honor from them by

‘brute force; for in hie wildest excesses of egotism he

 néyer so loses his saving sense of the realities of thing
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fruits of feith. He is gnlled out of »ll comprehension
by the rivelry of the Galileon, end asks desnairinel
‘who shall break his vower.
Maximus's ide=s is'a asrnthesis of relstions in vhiech
\\n0u only is Christ Cod in exacstly the s~me sense ns that
in which Ju71ﬁn is God, but Juliean-is Ch et me well.
The persistence of Julinn'é joaiousy o7 the Gnlilenn
shows that he has not_éomhrehonded the synthesis ot 211,
but only seized on thet nart of it whieh flatters nhis
ovm egotism. And gince this‘nart Y oonly valld as a

conatituent of the svnthesie, and hag no reality hen

igsoloted from it, it comrot by itesell convinee Julian.

S+

Tn vein does iaximug reneat his lesson in everv sowt of

(=)
3

narable. Julian e~n onlv exelaim vhile his fleet 1
burning on the borders of Persia:

J%Bhe third empire is here, Maximus. T feel thot
the llessiah of the carth lives withih me. In

that elowing, swirling nyre the crucified Galilenn
ig burning to ashes; and “he earthly emperor is

i burning with the Galileon. Iut Zrom the asheg

. shall. arise phoeniz-lilie, the God of carth and

iy the “mmeror of the spirit in one, in one, Iin one.

& : - :

3! At ‘this noan% he is informed that o Persiasn refugee,

k- .Whose 1nfor18t10n hnq emboldenod him to burn the shins, .

has fled 1rom the camp and is o nmenifest svi. From that

UREE |'

moment he is o bro“en mah. Tn his next =2nd last emergency,

N

When the-Per51qna fall unon hlo comn, he throws himself

L.{ g {‘\ X R
into the flﬂhtln thlnklnﬁ he sees the Wazarene, He 1is

vn1§‘
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struck ‘down in the-name of Ghriéty,by%one of his own

soldiers. ,Both pagan and Christian legions charge the

enemy, while Julisn, sinking back from a vain effort

to rise, exclaimsi "Thou hast éonquered, 0 Gélilean,W
Julian dies in his.tent with a ﬁeaceful conscience;

and Meximus is able to tell the priest at the bedéide

the world-will will answer for Ju}ian*s soul. Against

the spurious Christianity of ascetieism, starving thet

“indispensable prior convietion, Julian rightly rebelled;

and Maximuvs rightly'incited him to rebel. But Moaximos
could not f£ill the prior eonviétion even to fulness,
much less to overflowing; for the third empire was not
yvet, eand is not yet. The interest for us in the vlay
lies in Ibsen's interpretation of original Christianity.
Ibsen had now written two immense dramss dealing
with the ‘effect of idealism on individual egotists of
exceptional imaginative excitability. This he was ablé
to do while his intellectual consciousness of his theme
was yet incomplete, by simply vortraying sides of himself.
Butgiatuiasﬁ.having completed‘his intellectual analysis
of idealism, he could now construct methodicai\illustra—
tions .of .its soeial workings, instead of , as before,
b;ipdly“projgcﬁing,imaginary personal experiences which

pg@himsg;f'had ﬁqt yet, succeeded - in interpreting. Further,

| gewéﬁh%$%heﬂundepspggq,phg matter;‘he‘could.see plainly

 fhg1effeet of ddeslism.as & social: force on people quite

'Ea%ékaahémge&i&rxhatwi§a¢9'say;aonaeveryday.peOPle in
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. everyda& life: on éhipbﬁildefs; ﬁank mangers; parsons
and doctors,~asIWell as on saints,'roﬁantic adventurers * .
énd emperors.

With his eyeé thus opened, instances of the migehief
of idediism crowded upon him so ravnidly that he began
deliberately to inculcate their lesson by writing realistic
prose vlays of modern life. His»gkili‘as a playwright
and his genius as an artinst were thenceforth used only
to secure attention and effectiveness for his detailed
attack on idealism. |

?he‘first of the series of realistic nrose vnlays

is célled Pillars of Society in which Ibsen denounces
the hypocrisy and pretence of the‘respectable. In the
‘person of Consul Bernick, whose reputation-ié'based on
two Low deceptions, all society is indicted. Berniclr,
a''"pillar of society", in pursuance of maintaining the
respectability of his father's firm of shipbuilders,

has averted a disgraceful exnosure by allowing another
‘man to beér the discredit not only of a2 love affair |

in which he himself had been the sinmner, dbut of a theft
which was never committed at all, having merely been
alléged"as.an‘eXGuse for the firm's-being: out of  funds
dfsaﬂcritical period;"Bernick is an abject slave to the
idealizings of one Réslund, a schoolmaster, about respec-
vt&bili&y,*&utyﬁtorsociety;'good example, social influencé,

heglth: 0f commuriity, and so on, When Bernick falls in

. kove with s mgrried wWoman, he Teels that no men has a
o ; , ' ’
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right to shock théffeelings of Rérlend snd the community
for his own‘selfish gratification. Hdwever, a clandéstine
intrigue will shock nobody, since nobody need Xnow of

it; He accordingiy adopts this method of satisfying
himself and vreserving the moral tone of the community
at the same time. TUnluckily, the intrigue is all but
discovered; and Bernick has either to see the moral
security of the community shaken to its Toundations by
the terrible seandal“of his exposure, or else deny what
he did and put it oﬁ anothér maen. As the other menm
hanppens to be going to America; where he can easily
condeal his imputed shame, Bernick's conscience tells him
that it would be little short of a crime agsinst society
to neglect such an opportunity; and he accordingly lies
his way back into the good opinion of Rorland and Company
at the immigrant's expense.

- There are three women in the play for whom the
schoolmaster's ideals have no attractions. Tirst, there
is the actress's daughter, who wants to go to'Americé
becaﬁée*she\hears that people there are not good; for
she“is7heartily tired of good people, gince it is part of
their goodness to 'look dovn on her because of her mother's
'disgréce;wnThe‘schoolmaster, to whom she is engaged,

‘condescends to her for the same reason., The second has

mlready sscrificed her happiness snd wasted her life in

‘conformimg to. the 'ROrlend ideal of womanliness; snd she

earndatly advises the younger woman mnot to commit that
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folly, %ut to breéﬁ her‘engagemeﬂt with the school-
moster and elobe promptly with the mén she loves, The '’
fhird is a naturally free woman who has snapped her
fingers at the cufrent ideals all her life; and it is

her vresence that at last encourages the liar to breal
with the ideals by publicly telling the truth about
himself. .

The coﬁic personage of the piece is a useless
hypochondriac whose funetion in life ~s deseribed by
himself is "to hold‘up the banner of the ideal."™ This
he does by sneering at everything and everybody for not
reseﬁbling the heroic incidents and characters he reads
about in novels and tales of adventure. But hilis obviouns
veevishness and folly make him much less dangerous than
the pious idealist, the earnest and respectable Rorland.
The play concludes with Bernick's admission that the
spirits of Truth and Freedom are the true pillars of

society, o phrase which sounds so like an idealistiec

.common?lace that it is necessary to add that Truth in

this passage does not mean the nursery convention of
$Tuth-telling satirized by Tbsen himself in a later play.
It means the unflinching recognition of facts, and the
abandonment‘of'the'cqnspiracy to ignore such of them as
do"hotwbolstér up the ideals. Ibsen urges the recognition
ofvdlleacts;"The:word Freedom means freedom from the
tyranny of -the: Rérland ideals.

wﬁnhxlﬁsentwas indeed becoming inoreasingly'aware that
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civilization couldfnot-be,free While one half of the
féce wags 8till in legal bondage--2 stéte of affeirs i
particularly apvnlicable to the provincial society
which he was explbring. Moreover, it.seemed to him
that civilization could only be saved by women; they
were less directly attached to the world of venal
enterprise, and it was from mothgrs that man.first
received his training. Women, in sﬁort, were to become
the "pillars of society."

In the next pléy Ibsen returned to the charge
with such an uncomprbmising and outspoken attack on
marfiage as a useless sacrifice of humen beings to an
ideal, that his meaning was obscured by its very
obviousness. Ghosts, the tragedy of Mrs. Alving, whose
observance of the conventions of marrisge bound her to
a wayward and synhilitic husband, startled the world by
intyoducing the subjects of heredity and venereal disease
into the theatre. It is the story of a woman who has
faithfully acted as a model wife and mother, sacrificing
heréélf st every point with selfless thoroughness. Her
hﬁsband-is a man with a huge capaéity and anvetite for
Seﬁsuous‘enjoyment. Society, prescribing ideal duties \
éﬁd‘nbt‘enjoyménﬁ for him, drives him to enjoy himself in
underhand and illicit weys. When he marries his model
%ﬁfegihé}{dévotioh"td duty only makes life harder for

ﬁiﬁ}iénarhe’é%fiasf'takes fefuge in the caresses of an

%ﬁ&ufifﬁi”ﬁutmiieaéﬁfe;IOVihgThéﬁsémaid, and leaves his

41
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wifé te satisfy heér conscienéé by ﬁanéging hig business -
affairs while he satisfics his eravings as best he'cén .
by feading noveis, drinking,and flirting with the
servants.

Mrs. Alving feels that her place is by her husband
for better or for worse, and by her child. Now the
idealiof wifely and womanly duty Which demands this
from her aléo demands ﬁhat she.sﬁall regard herself as
an outraged wife, and her husband as a scoundrel. And
the family ideal calis upon her to suffer in silenée
‘lest she shatter her innocent son's faith in the purity
of home life by letting him lmow the disrevuteble truth
about his father. She falters in her duty Tor one
moment only. bAlthough.she had been in love with a highly
respectable clergyman, a professor of her own ldealism,
named Manders, she contracts this marriage for the sake
éf her family. In the humiliation of her first discovéry
of ﬁer husband's infidelity, she leaves the house and

takes refuge. with Ianders; but he at once leads her back

to the path of duty from which she does not again swerve.

[

With the utmost devotion she carries dut an elehorate

Ig scheme of lying and imposture. She so manages her .

§ . husbandfs affairs and so shields his good name that every-

4 body believes him to be g-hahcof publié spirit-and e cttizen of
i the. strictest conformity to current ideals of respecta- |
}  -~ bility end family life, Sheiprovides for the servant he

p§sgsg@qcéd,_gnd bpings‘up_hisaillegitimate daughter as




a maid ‘in hér own bousehold. 'Aé“a erowning saprifice;
she sends her sonvawavlto Paris to-be.educated there» '
vknow1nb that if he stays at home,the shatt:ring of his .
ideals must come sooner or later.

Her work is crowmned with suvccess,and her own mavytré
dom is brought to on end at last by the death of her
husband in the odor oif il> most sanotified reputation,

“leaving her free to recell her - son from Paris. DBut

when her son returnssshe finds that he hag irherited his

father's love of enjovment, along with the diseases

.

which the latter's pleasures have brougsnt him., He carries
poiéon in his pocket against the time when general
paralysis of iansanity will destroy his faculties., In
desveration his mother undertakes to rescue him from
thisvhorrible apprehension by making his 1life hanny.

He shall ha#e as muach champagne as he wishes. IT he‘lqves
fhe‘girl,he shall marry her even though she be his
halffsisﬁer. But the half-sister, on learning the state

of his health, leaves the house; for she, foo, is hef

i ‘féthér's deughter, and is not going to sacrifice her life |
}é uiﬁ dévétion to an invalid. ‘When'fhe mother‘and son are
é {iéft:aiéne in their dreary home, with'the'rain falling .
‘i ?du%éidé;'ali shé'can do‘for»him is tovnromise that if his
doom -¢ overtakes hlm before he can poison himself, she %
€:  ‘jLWill make a flnal sacrlflce of her natufal feellngs by o
%:;"; ji;éfformlng that dreadful duty, the flrst of all her duties
Wewdvnn, 4l

that has a real ba31s.j When the sun flnally apnears and

|
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and fhe young man asks her to.give'ip te.him to play
with, she sees that the ideals heve cloimed their

vietim, and that‘the time hasg coﬁe for her to save him
from a real horror by sending him from her out of the
world, just as she saved him from an imaginary one

years before by sendiné him out of Norway.

Broadly conceived, then, Ghosts combines the
bleakest realism with an intense pfotest against every-
thing thet shackles the individual in his pursuit of
happiness and integrity. Ibseﬁ Tollowed thig traeck to
a point at which he could even »ity Mrs. Alving! |
hnéband. Desnite her bitterness against him, Mrs. Alving
notes that the conventions of early training, which
made a frigid woman of her, were resnonsible for his
looking for love beyond metrimony. He, too, was frust-
rated! The same line of reasoning also leads Ibsen to
devlore Mrs, Alving's sacrifice of her havpiness for the
sake of family respectability whenvshe failed to leave
her husband' and by the same token the author apnroves
the healthj -minded girl Regina's refusal to stey with
Oswald and mlnlster to his ailing body.A Tbsen would
have ag reed Wlth hls champion Shaw that there is nothlng
1n 5001ety S0 mean as "forclng self sacrlflce on a
woﬁen under the nretence that she likes 1it. As a
tragedy of congenltal dlsease, thls play 1s Ibsen's

least pleasant and most 1mpress1ve. The fact remalns,

:’; Tt T «/ R -3« 1 i ~ . '

.howeve£,“%hat everywhere Ghosts Was halled by those

m“‘W’ a , l't- n-"\ 15
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intent upon breakiﬁg with the tfédftional drama. It
bécame.a stock piece on all experimenfal stages. '
The attack upon formulas for conduct, evident in
Ghosts, was contiﬁued with greater finesse in The Wild
Duck, which showed the futility of attemnting to
impose ideals upon others from without, and criticized
specifically such formulas as "Sacrifiée what is Aenrest
to you," and "Te1l the truth, the whole truth, and
nothing but the truth." According to Ibsen, sacrifice
for the sake of sacrifice is fglly, and truth-telling,
while desirable in nine hundred and ninety-nine cases,
may in the thousandth prove immoral. He hnd preached

the necessity of truth and freedom in The Pillars of

Society, but in The Wild Duck he sought to reprehend

those who would deduce from hig earlier nlay any hard
and fast law of conduct to be applied extermally to
every situation. He would show that circumstances
alter cases. Gregers Werle, the unintelligent reformer,

with his cant about the eclaim of the ideal, is a Ffool to

expose the past of simple-hearted Mrs. Ekdsl to her

B e T T PN

husband, and a greater fool still to bid Mrs. Ekdal's
li%tlezgifl sscrifice whet she holds dearest in order ,

$o win back the love of her supposed father. Misery

results for all.

The household to Whlch we are 1ntroduced in The

Wlld Duck is’ not "like Mrs. Alv1ng g, o handsome one

: made miﬁerable by superstltlous illus1ons, but a shabby
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one made hapoy by'?omantic illuSions.‘ The only member

of it who sees. it as it really is.is the wife, a good-

‘natured Philistine who desires nothing better. The

husband, & vain, petted, spoilt dewdler, believes he is

o delicate and high-souled man, devoting his life to
redeeming his old father's name from the disgrace
brought upon it by imprisonment fpr breach of the forest
laws. This'redemption he proposes to effect by meking
himself famous as a grest inventor when he has the necessary
inspiration. Their daughter, a girl in her teens,
believes intensely in her fathér and. the »nromised
invention. The disgraéed grandfather cheers himself by
drink whenever he can get it; but his chief resource

is a wonderful garret full of rabbits and pigeons. The
0ld man has procured a number of second-hand Christmas
trees; and with these he has turned the garret into a
sort of toy forest, in which he cen vlay at bear huntiﬁg,

which was one of the sports of his youth and prosperity.

' The weapons employed in the hunting expeditions are o

gun which Will not go off, and a pistol which occasionally
Brings.down a rabbit or a pigeon. A crowning touch is
given to the illusion by a wild duck, which, however,

mist not be shot, as it is the special property of the
fgirl;fwho reads and dreams while her mother cooks, washes,
sweeps, and--carries: on the photographic work which is

3§“@PQSQd:to;be~€he:businessrof;her husband.

spirMre. o Hkdpl does not appreciate the highly strung

46
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sensitiveness of Hjslmar's character, which is constantly’

suffering agonizing Jjars from her-vulgarity, but then ’

‘she does not appreciate that other fact that he is s

lazy and idle impbster. Dovmstairs there is a disgraceful
clergyman named Molvik, -a hopeless drunkard; but even he
respects himself and is tolerated because of a special
illusion invented for him by another lodger, Dr. Relling,
upon whom thé lesson of the househoid above has not been
thrown away. Molvik, says the doctor, must break out

into drinking fits Bécause he is dsimonic, an imposing<
explanation which completély rélieves the reverend
genfleman from the imnﬁtation of vulgar tirnling.

Irto this domestie cirele there comes s new lodger,
an idealist of the most advanced type. He greedily
swallows the daimonic theory of the clergyman's drunkenness,
and enthusiastically accents the photogranher as the
higb-souled hero he supposes himself to be; but he is
troubled because the relations 6f the man and his wife
do not constitute an ideal marrisge. He hanvens to

know that the woman, before her merrisge, was the cast-off

" mistress of his own father; and beceuse she has not told

her husband this; he conceives her life as founded on a

lie, like that of Bernick in Pillars of Society. He

‘accordingly sets himself -to work out the woman's salvation
for her, and establish ideally frank situstions between

the pair, by simply dlurting out the truth, and then

&uking them with fatuous self-satisfaction. whether they




do not feel’muoh the better Tor it. . Tﬁis wanton niece

of mischief hasvmore results then = mefe domcatle éoepc. )
The nusgband is too weak to act on hi= “luster about
outraged honor.*nd'the impoogiblity of his over living
with his wife again; =nd. the ommn is merely rnnoyed

with the idenlist for telling on her; but the girl

tokes the metter to heart and shoots herself. The
doubt cast or: her norentoge, vidl aeaf‘ father's theatriea]

renudiation of her, destroy her ideal nlace in the

home, #nd nake Lier a source of discord there. She

-

sacrifices herselT T, therebﬁ carrying out the teaching
of the idealis® misohief—maker, who has talled a =ood
desl o her sbout the duty and besuty of self-sacvifice,
withont Toresesins that he might be taken in morial
carnest. The . busybody thus finds that pzople cenriot
be freed from their failings Treom vithout. They must
free themselves end as Helling azsurss us: "Life wouldi
be guite tolerable if we could only get rid of the
confounded duns that keep on pestering vus in our no-
w10

verty with the elaims of the ideal.

The .Wild Duck is notable fFfor its combination of

reality =2nd noetryv. Against its nealities of charachteri-
gation =2nd Tfamily life shimmevs the lovely. alicntly
heartbreaking, illusory world of Hedwig and her grand-
father, who plays NimPod in a garret. The latter is. in
&,sense,;all*humanity when he is content to let four

of f£ive withered Christmas trees nake nis forest. The

lo'William Archer, The Collected Worlks of Henril Ibsen,

v'iaWildﬁmuck (New York: Charles Scribner's Sons, 1926),

1,100,
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pity of life is iﬂfthesé qharactérs; as well as in the
inebriated theological student Molvik;who dreams thaf ’
'he is"daimonie”; and it is cardinal in Dr. Relling's
philosophy that the average man cannot exist without
"ljife~-illusions.” The understanding which is the basis
of all trué comvassion ig not withheld even from Gregers
Werle,whose preoccupation with the "eall of the ideal™
grows out of his conditioning by a sick mother. One

can only pity his Warped nersonality further when his
ideal of truth—telling shatters in his hands, even

while one despises him for deséroying the hapniness of
the Ekdals‘and the life.of little Hedwig by revealing
Gina Ekdsl's past affair with his father.

In this great and moving play, the richness of
characterization and the tender, bitter, humorous, tragic
story keep us unaware of the author's doctrine until
we have'felt it as well as thought it. Here the symboiism
of the pet bird wounded by the old reprobate and
retrieved from the marsh by his dog is merely insinuated
as a parallel to the situatioﬁ of that strange familly
ih the photographer's gallery, wound ed by old Werle,
regscued from its comforteble world of self-deception
by his foolish son, and maimed the more.

g Ibsén'S‘ﬁekt play, though it deals with the old
thémé,'doeé'not insist on the power of ideals to kill,

a8 does The Wild Duck. It rather deals with the origin

T R R N . . , -
of ideals in unhappiness, in dissatisfactién with the real.




8. rite which consisted of.théir marrying the sea by
cthrqwing their rings into it. This man, who had to fly

.from:her in the old.time because he killed his captain,

«angd who, ﬁi;lggher,w;thlaHsense of dread and mystery,

50

o

- The subject of The Lady of the Seg is the most noetice

fancy imaginable. A young woman, brbught up on the' ,
sea coast, marries a respectable doctor, a widower,

who idolizes her and places her in his howsehold with
nothing to do but dream and be made muoh'of by every-
body. Even the housekeeping is done by her step-
daughter: she has no responsibility, no care, no

trouble. In other words, she_is-an idle, helpless,
utterly dependent article of luxury. The lady from the
sea feels on indefinite went in her life. She reads

her want into all other lives; and comes to the concluéion
thet man once had tb choose whether he would be a land
animal or a creature of the sgea; and that he has

carried about with him ever since o secret sorrow for the
element he has fdrsaken. The dissatisfaction that gnaws
her is, as she interprets it, this desverate longing for
the sea. When her only child dies and leaves her without
thé work of a mother to give her a valid place in the
world, she yields wholly to her longing, and no longer ,
cares Tor her husband, who begins to fear that she is
going,mad;

. At last a seaman appears snd claims her as his

.wife on the ground that they went years before “through




51

seems to her,td em@ody the mystie &itréetion the ses has
for her. She tells her hﬁsband that she must go aﬁay :
with the geaman. Naturally the doctor expostulates --
declares fhat he cannot for her own sake let her do so
med e thing. She repliesythat he can only nrevent her
by'locking her un and asks him what satisfaction it will
be to him to have her body under lock and key while her
heart is with the other man. In vain he urges that he
will only Xkeev her under restraint uvntil the seaman goes--
that he must not; défe not, allow her to ruin herself.

Her arguments remain unenswerable. The sesman openly

declares that she will éome; gso the distracted husband

asks him whether he supposes he can force her fronm her lhome.
To this the sesman replies that, on the contrary, unless
she comeg of her own free will there is no satisfaction
to him ip her coming at 2ll: the unanswerable argument
again. She echoes it by demanding her freedomn to chooée.

" Her husband must cry off his lew-made, church-made bargain;

renounce his elaim to the fulfillment of her vows; and ]

: - leave her free to go back to the ses with her old lover.

Then the doctor, with a heavy heart, droms his prate

about his heavy responsibility for her actions, and throws

»

the responsibility on her:by crying off .as she demends.

}
i

The moment she feels herself free-ahd responsgible; all her
childish fancies venish: the seaman becomes simply an old

aequaintance whom' she:no-longer: cares for; and the

8 _ : : .
l¥  aéb&erlswafféctionﬁproduc&s its natural result. In short,
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.she says no to thé;seaman and takes over the house-
keeping keys from her stepdaughﬁer vrithout any furthér ,
maundefihgs_OVer that secret sorrow for the sea,

"Freedom uhdef resnonsiblity™ is the basic vision

of The Lady from the Sea., Illida, however, is most

interesting as o béttleground between conscioung adjust-
ment to life and unconscious driv?s as renregented by
her dreamy aftachment to the only half-real sailor with
the fish-eyes. Her subjection to the pull of the sea
and the tug of mystérious freedom represented by the

man with the fish-eyes is moti%ated by her sheltered
marfiage'to a middle-aéed phvgicisn., Until Dr, Wangel
;fortifies her self-resnect hy 2llowing her freedom %o
choose befween herself and her dream, until she achieves
individﬁality'and a sense of responsibilitj in remaining
with him, she is herself only half-resl,

‘ Foregoing symbolism and cod?ntrating directly on
hnman'eharacter, Ibsen created 2 masgshterniece in Hedda
Gabler. Hedda is a erystal-clear examnle of & mnled-
justed woman . She has sisters in every city, for she
bé}ongs‘to the widely dispersed sorority of moderately
ecomfortable women whose restlessness and envy arise
from“théir Palge standards of happiness, as well as

from their egotism and uselessness. Hedda, the daughter

 >of General Gabler, belongs to the aristoeracy by birth,

'ffbut'he?s is no aristoeracy of the spirit. She had no

. 'éfhlcal ideals at all, only romentic ones. ...
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SHe ig o tynienl nineteenth-century Tien e, £alline
into the abyes between the ideals which do not im-
nose on her and the realities she herm not et dis-
covered., The result is that Lhou ch she haz ipogin-
ation, omd an intense auvmetite Jor beautyv, she has
no conscience, no conviction: with plenty of
cleverness, ehergy, and mersonnl Fascination rhe
renaing mesn, envious, insolent, cruel in nrotect
azoinet others' hovnviness, feiendish in he~ dislile
of inartistic neonle qnijbh1nuo, 2, bully in reaction
from her ow cowmr'lee
Vegue csniretions agitate her, but these cre sterile
and lead to no valid course of action. At the srme time,
like so nmenv of her sisters, she 1s basiecrlly a philistine:
wanting comfort and security, she »lave safe. She marries
the mnloddines scholar Tesmeon and covets a wniversity

pogsition for hinm even while she resents the nerrow DIro-

al

fegsional Worl&.in which ghe finds herself. She dreamns
of =a gloriouéiy intoxicated 1ife dbut crmnot venture the
experience; shé likes = Qarlnnd of "vine-leaves.”" =n
longbas>someone else wears‘it and mnoys the priece for
iﬁ;‘ Léckihg courage Ior experience and beinc too much
thé egotist and frigid woman fb &lve herself <o love,

she n@turqllv feels ljustruted Pregnancy, vhich she

detests, on]y ewqcerhgues her senge of frustration.

Vo s A L N
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To amuse hergelf she forms an underhsand alliance

with an elderly gallant who quite understands how little’

she cares for her husband, and proposes a ménage & trois

to her. She consents to his coming thére, but she keeps
her pistols in reserve in coese he becomes seriously
importunate.

Meanwhile L@@erg is drifting to disgrace by way of
drink. He'finally takes s mosition as tutor to the
children of SherifmeIVSted, whose.bride wags their
governess, LBvberg does not dare tell Mrs. Elvsted about
his dissipations, but he does‘tell her about his unwritten
bodks. She does not dare remonstrate with him for
drinking, but he gives it up as soon as he sees that it
shoeks her. At laét, Lovbers, quite‘reformed, publishes
one book which makes him celebrated for the moment, and
completes another, copied in the handwriting of Mrs.
Elvsted. He goes off to tovm with his pockets full of
the money the published book has brought him., Knowing
that without him her life will not be worth living,>Mrs.
Elvsted sees that she must go.

Now it happens that Hedda's husband is an old friend

‘and; competitor for academic honors of Lovberg, and also

“that Hedde was a schoolfellow of Mrs. Elvsted, or Thea.
In order to keep Lbvberg away from the bottle, Thea asks
the Tesiiafis to invite Lbvberg to their house so as to
keep him in good compeny. They consent, with the result

“hat the two: pairs are brought under the same roof, and

f
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the tregedy beging to work itself out.

Lovbergls experience with Thes has enlightened his .

 judgment of Hedde, and he immediately tries to get on

romentic terms with her by impressing her with the
penetrating criticism that she is and always was a coward.
She adnits that the virtuous heroics with the »istol

when heitfieﬁ to ' make  advances %q?her“were pure cowsrdice;
but she is étill s0,vold of any bther standard of con-
duet than conformity to the conventional ideals, that

she thinks her cowafdice congisted in not daring to be
wicked. That is, she thinks fhat what she ecctually did
was the right thing; and since she desnises herself for
doing it, and feels that he also rightly despises her

for doing it, she has a2 passionate feeling that what

igs wanted is the courage to do Wrong; Thig leavesg Hedds
to conceive thet when Ldvberg tried to seduce her he was
o hero, and that in sllowing Thes to reform him he hes
played the misereant. In acting on this misconception
she is restrained by no consideration for any of the rest.
She gratifies her intense jealousy of Thee by deliberately

taunting Lovberg into breaking loose from her influence

by 301n1ng 8 carouse at which he not only loses his

manuscript but finally gets into the hqnds of the volice
through behav1ng outra eously in the house of & disrepu-
table woman whom he acouses of stealing the manuscrlpt,
not knowing that 1t has been plcked up by Tesman and
handed to Hedda for safe keeplng.% Hedda's ;ealousy s

o e
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ig of Thea's power of meking méﬁ’of{LBVberg, of her
part in his life as a man of genius. The menuserint
which Tesman gives to Hedde to lock upn safely is in
Thea's handwriting., It is the fruit of Lovberg's union
with Thesa: he himself speaks of it as "their child.™

So when he turns his despair to romantic account by

- coming to the two women and making them a tragic scene,

telling Thea that he has'cast the manuseript, torn into

a thousand pieces, out upon the fibrd; and then, when

she is gone, telling Hedds, that he has brought "the child"
to a house of ill-feme and lost it there, she deceived

by his posing, and thirsting to gain faith in the beauty
of her own influence over him from'a heroic deed of some
sort, ﬁakes him a present of ohe of her pistols, only
begging him to "do it beautifully", by which she mesns
that he is to kill himself in some menner that will

make his suicide a romantic memory to her. He toles it
unblushingly, and leaves her with the air 6f a men who is
looking his last on earth. But the moment he is out of
sight of his audience, he goes back to the house where he
gatill supposes the manuscript to Dbe, and there renews the
wrangle of the night before, using the pistol to thresaten .
the woman, with the result that he gets shot in the
abdomen, leaﬁing thelweapon 4o fall into the hands of the

ibiibe(”"MééﬁWhile Hedda burns "the child." Then comes

hér éidefl&"géllaﬁt t0 disguéf'héf‘with the news of the

' ﬁééawﬁﬂiéhfiﬁﬁ%éré‘prbmiséd hefﬁto db so beautifully, and
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to make her undersiand that hebhimself heas now got her
into his power by his ability‘to ldentify the pistol; '
She must either be the slave of this men, or else face the
scandal of the connection of her name at the inquest

with a scualid debauch ending with a murder. Thes, %00,
igs not crushed by Lovberg's death. Ten mimites after

she hes received the news with a cry of heartfelt loss,
she sits dowﬁ with Tesman to reconstruct "the child"

Trom the 0ld notes she has plously »reserved. Over the
congenial task of céllecting snd arranging another men's
ideas Tesman is nerfectly hann&, and Fforgets his beauntiful
Hedda for the first tiﬁe. Thesa is still mistress of the
situation, holding the dead Ldovberg, gaining Tesmhn, and
leaving Heddn to her elderly admirer, who smoothly
remarks that he will ansver for lrs. Tesman not being
bored while her husband is occupied in putting the pieces
of phe,book together. However, he has again reckoned
without Genersl Gabler's second pistol. Heddo shoots
herself then and there, and so the story ends.

Hedde, the type of woman who so often finds her way
tbwa psychoanslyst's door nowsdays, is a supreme creation.
Ibsén,the portrait artist,is both amalytical and com~
passionate, mercilessly objective and yet by no means
exultantuover'his subjeet's shortcomings. Combined with
vivi&rportraitScoﬂwthewpedant Tesman, the daimonic LBvbérg;

andathem@ompletelwomanﬂMrs;‘Elvsted; Hedda Gabler is a

ngsterful charscter -drama. - Ibsen wrote mueh that was more
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ambitious but nothiing sgreater.

Ibsen's attemnt to eombine the naturasl and the !

symbolic was continued more effectively in The Master

Builder. Ag a drama of ideas, The lasgter Builder expounds

two notions: the peril of selfish individualism (already
shovm in Hedda Gabler) and the struggle of age asninst
vouth. Ibsen, conscious of advancing years, felt the
inevitable nassing of ﬁbér from the older %o the younger
generation. He felt both the fear and the fascinntion
of youth, especiallj in his ihnocent affair with Emilie
Bardach, a girl of eighteen whom, at the age of sixty-one,
he had met on a summer visit to the Tyrol. He hes
universalized these personal sentiments, setting forth
the problem of every man who lives long enough to regred
what is slipping from him. This particular conflict
Tbsen associstes with that between individunlism and
alpruism.

Solness is o memorable character who embodies all
the oualities of an aging man and artist. Membries'
weigh him down, and he is tied to his frustrated wife
who never used her talent for "huilding up the souls of
little children " after her little twins dled:. Then, %00,
their death is on his conscience, since he had willed the
fire that was-indirectly~responsible for their illness.
GroWn;sick in conscience, he can no longer mount, as
once, 7to the toyswof%his finished structures. He once

bui}t;chuxchasqwithwhighﬂtowersz(much as Ibsen built great
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histofical dramaéJin #erse). He Mns:come to the end of
that and built "homés for humen beings" (muech as Ibsen
took to writing prose dramas of modern life). He has
come to the énd of that, and has turned +to a fantastic
type of architecture, uniting the two.

He is mortally'afraid of the younger generation
when there ig any likelihood of its éompeting with him;>

he fearg that his young assistant Rogmar Brovik is going

to supplant him by conceliving new styles of architecture.

He refuses to let yvoung Brovik build on his own account,
and, as a ruse to hold the youth in his office, he has
employed the latter's sweetheart and captured her affection.

Then. Hilda Wangel comes kmocking at the door. She is the

younger generation personified, both his enemy =nd his

friend. She nrompts him to loose the bonds of the pair
in the office, and to be valiant as of old. So incited
and inspired, Solness ascends the tower that crowns his

own new house, but reels and crashes to the ground.

The Master Builder again dramatizes aspiration or
the eiertion'of the will in defiance of inhibiting circum-
stances. Only, as we noted, it is heavj with a realization
of the defeat of life., It contains great beanty end is ,
richly suggestive. But like Master Solness it possesses
an only partially realized life, and it suffers a cata-
strophe when it climbs the height of symbolism.

Ibsen‘é prime comcern in these realistic and symbolic

plays was, as I have attempted to show, with the "gay
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scieﬁce" of huma£ haoniness for fhefsake of ‘which he
felt the necessity of destroying or remoldins old
Ffoundations in man's spirit end society. Hence, for
examnle, his dynamiting of ol3d concepts of duty, to
which he opnosed tﬁe éoncept of self-realization.
Pinally, the great innovations in dramatic content
which IbS@n introduced may be clearlvy seen when one
compares the subject matter-éf the o0ld French classical

thestre with that of Ihsen's theatre.
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CHAPTER ITI -
IBSEN OVER EUROFE - | ,

Ibsen's spiri£ brooded upon the theatre and brousht
forth a nrogeny thet multiplied itself prodigiously.
it exhibited, and continues to exhibit, muech variety
and inequality of talent, and it is not easy to put the
post=Ibsen nlaywrichts into well-labeled hi?eonholgs,
which is no doubt a good thing. One Ibsenite, that
Aristophanes of modefnity whom no one will £2il +to
identify as Bernard Shovw, equaied his naster's stature,
and 6ne antagonistic Seandinavian--Strindberg-- wag his
enuel in genius, if not in execution. Ilnny ol them were
timid, ecautious, or greatly limited men like Jonecs,
Pinero, and Sudermann, These writers morteobaed cuzsav-
coated ecapsules of realism and throve creeedingly well.
theps like Brieux and Hauptmenn sometimes inflated
themselves snd have been for some time deflated. Some
playwrights like Schnitzler, Synge, ond Chekhov mnde no
effort to storm heaven and hell, but atteined much
sﬁeetness and light. Also‘among the highly resnected
laborers in the vineyards of the bacchic lord were the .
associated artists of the theatre Antoine, Brohm, ond

Stenislavsky, who translated the new texts into the stage

movement, T

rrAstwe . have-said,:Ibsen influenced to a great

extent-the.theatre that followed his. The writers of
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this*yeriod, hoWéver; had fdrm'buf not suhatonce,
Three are wofthy of attention: Joneé, Pivero, and Show.’
A lowver middle-class nrovineisl, Henry Arthur Jonés Wo, s
the most typicai dronatist of the new British middle

classes., Scoints snd Sinners, written in 1804, is laid

in nrovineisl surroundings, smone the gsordid, shon-
Ieeping lower middle class, bound %0 o hyvocritical
and ¢mptykpuritanism, formalist in their religion, and
avericious and unjgst in their life. If one loolks ot
play as a modernized melodrsma, these would be the
villeins of the,piece, Then there is the heroine who
is>seduced and dies, and o high-minded lover who arrives
in time to vow his etermal love in spite of what hasg
happened. This heroine ig the daughter of the Viear,
and everything talkeg vlace against the parish baclk-
ground. All this was ouite enouzh for the play to
ceuse a scandal and let loose controversy. Although
Jones disclaimed any influence from Ibsen, it is diffi-
cult to see how his atfack upon the respectable insti-

tutions of society can be dissociated from the influence

' .

of Ibsen's Pillars of Society. Both expose a society

built upon lies and hypoerisy, and both contain con- .
fession scenes, of which Jones became fond in later plays,

There is concrete evidence, in faet, that Jones toyed

[RTR A

with the very ideas first used in drame by Ibsen,--

heredity, environment, sand social responsiﬁlity. In 1884

£ R

q§g}p3@ypgg?ag;Eng;;shkadaptation of The Doll's House,
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entitled Bresking » Butterfly.

To the blending of the comic and the imasinative,
so nrurely English, Si» Avrthvr Wine Pinero hringss thet
game vague,'yet not hitter backeround of melancholy
which we have noticed in his comedies of menners and
problem comedies. We also find 1t ernin in the dranas,
which are not alweys the best vnart of this author's
work, but are the best known.and vhich nale him o more
salient ficure in the develonment of modern Tnelish
drama,.

His first attemnt at serious drama wers The Sauire

(1881), followed by Fhe Profiicate, written in 1887 and

performed in 1889. The latter is the story of a man
who, after having sment e good mart of his life in
satisfying the most disorderly immulses, is mnerpectedly
brovght to realize the trasgic effects of his misdeeds
on the 1life of a woman, The theme is clevevly developed

up to o final erisis of remorse, in front of whieh

Pinero found himself nerplexed. The drama had to end

3 .either inthe high domain of tragedy, with the suicide

of the protagonist, or else in the grinm, onacue atmos-
‘phere of Ibsen fatality, with the indication of a severe

iimenent Nemeésis. Neither solution was really suited

46 Pinevo's talent, who wrote both of them, leaving the

i, T 0 B e S35 o 22 B 7

"alioisé - to the “compasny; snd for two or ithree vears, as
?if*&iéhéaf%enéd}‘he“stdpped writing end retired to

fﬁéﬁiﬁ&t€¢&ﬁ1%ﬁé*masfer who was then being revealed to

£




the new generations of the thestre--Ibsen.

The Second lirg. Tanqueray (1893) wos the result

of these meditations, and it hod a great success,
especially emong the yvoung. Pinero was encouraged to
compose the play by the nresentation of Ibhsen's Ghosths
in London in 1891}' Although Pinero d4id not tale over
the Ibsen techminove, the immulse to wrilte a serious
vlay, dealing with g sefious'subject, come to him from
Ibsen. This mroblem mley, nleoinly insgnired by Ibsen,
wag influentisl in substitutine for the narrow conven=
tions of the IEnglish drama the freer atmosnhere and
sounder methods of continentel dramatursy. This Ffronl:
study of e woman with a wnast was somewvinat shocking to
Vietorian vprudishness, but its liberalizing influence
was not wholly wasted.

Shaw, who criticized and continued to muncture
the successive plays of Pinero, was then a furious
militent Ibsenite, a socialist and o reformer in all

fields and at 21l costs. In commarison with him, Pinero

was certainly a soldier in the rear guard, who involun-

tarily betrayed his own army. To spvreciate Pinero one
must forgét, not only Ibsen, but all that rebellion of
the middle classes against themselves, of which Marx

was one of the prophets, and of which Shaw was later, in
England,}the dramatist and bard in ome. ”Pinerd ig a

bourgeois who studies his own class and his own soul,

without rebellion. He studies them, and displays their




efrors, horrors, contrasts, and éhe'ridiculous or tragic
nerplexities of their lives, because he has a humen, ,

sympatheﬁic,zobserving'spirit; becausé he hos that

happy talent for the stase, that srt of seecing and con-

gstructing the reﬂresentable. Never%hbléésyfhe"doés““

not entirely escope the influence of Ibscn, for traces
of Ibsanism are visible»hore and there in his worlk.

Shaw is the outstandingvfigure of thig vnericd and
the foremost nrononent of Ib«enism, That rhilosonhy
of the citizenshin of the artist for which Ibsen =tnod

, finds a true exnression in his life. He, too, was
interested in the reconstruction of society, and he
attemnted to deal with many of the issues. that Ibsen
dealt with, such as various sociologieal problemﬂ.‘

We havé seen how 0ll the most characteristic middle-
claegs writers of this veriod have felt Ibsen's influence
tb some extent. Jones and Pinero, to auote the two
gieatest, gave to the modern English middle classes a
realistic and thoughtful drama, sometimes also satiricel

: or controversial, but alwsys keeping itself wifhin the

¥ main dietates of middle-class mentality and.bonvention,

They accustomed the middle classes to come Lo the theatre

-

to'think; sometimes they also accustomed them to con-

B LR, e s, s

templste themselves eithoﬁt the veil of‘preconceived

commomplaces. It was the Ibsenités who were to challenge

LR0R LA Mo b

the middle classes with an aggressive, hostile, and

fiercé eriticism, and almost force them to declare themselves

il
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moraily deTeated.
The conbtroversy that rased over Ibsen throushout
Europe and in Amexrica hag lost its interest because it
wa.s sb thoroughly decided ih Ihsen's favor. Far more
importent is the fdct‘thaﬁ advanced snirits everywhere
rallied to Ibsen's defense; that he found formidable
champions in men of the stamv of Georg Brandes, George B.
Shaw, William Archer, Edmund.Gosse, Hefmnnn Bahr,
Ludwig Fulde, Leo Bérg, Otto Brahm, end Fmile Zola.
Although his woirk wes occasionslly sunnressed in’

Germany end he wag forced to nlacate resnectebility by

adding s napny ending to A Doll's House, Ibsen won hisg

first imvortant vietories in that oountfy. Wherever the
insuregent German theatie raised its head, it bristled
with Ibsen, and the greatest stage directors and actors
presented his plays during the eishties. Vo imnorhant
German nlaywright could afford to neglect his example.

In France his triumvh was limited by the French
temnerament and by the inadecuacy of his translafor, Count
f; . Moritz Prozor, s Lithusnian by birth, who Imew German better
then French. But the great critic Jules Lemefitre noticed
Ibsen with interest, and Emile Zola vrecommended his work *
to the enternrising young nroducer André Antoine. Antoine

presented Ghosts in 1890 and played Oswald himself. TIn the

other Latin countries Ibsen's exemple proved less galvanic.

eret‘heididrnot lack followers even in Spain and Italy.

.o u-Skirmishes in the eighties made him ¥nown in England
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Iéfgely30Wihgvto’the‘interest of Wi¥liam Archer, the
Seottish eritic who had Scandinavian relatives and had |

learned Norwegian in childhood. Archer, who met Ibsen in

- Rome in 1881 and in Scendinavia in 1887, translated his

Pillars of Society as early as 1880 and printed it in 1887.
Mrs. Eleanor Marx-Aveling, ¥arl Marx's gisted daughter,
followed suit with translations of Ghosts and An Egggx of
thhé?ebnle. A volume containing the three translations in

1888 won many adherents. Next vear A Doll's House was pro-

duced in another Archer translation, »nd s yéar later . Ty~

Grein defied the censor by giving a single performanee of

Ghosts at his Independent Theatre. Both plays aroused

spirited controversies that brousht Ibsen to the foreground.

Archer vwrote in his defense, and Shew contributed the heavy

artillery of his Quintessence of Ibsenism to the cmuse. By

1900 Ibsen was already so comnletely accepted as the Ffather
df‘mddern drama thot he was actually being regarded as
8 moderate.

In summary, the whole modern develorment in the theatre
‘may be summed up in the innovations which Ibcen introdueed

bothuln subject matter and in dramatic form. In discarding

the devices and conventions from the classical French thedtre,

Ibsen-simplified and concentrated the external action, reduced

fjthe number of scenes, hushed the bustle on the sta e, avoiding

there deaths or. v1olence, and abandoned the s01110quy.~‘The:'

an'°Raclne‘1s the alexandrlne verse form.‘ Ibsgn made




dialoéue nore naéural by givingvtb cvery one of his
choracters the actual vocabulsry which that chorncter
would use. The arbitroriness of inecident end the
freacuency of coincidence, which are raiced to the
meximuim in the dramas of Corneille snd Hﬁ@o,.are reduced
t0 the minirmm in Ibaenle veslistic mocirl droamas,
Ihseﬁ_ereﬂted 2 theastre of ~socisl criticism and
individuel avalening, ﬂealiné in hisg pleye with sueh
gsociological vproblems as horeﬂity, nolitical corruntion,

morrisee, divorece, inherited discase, excesclive indivi-

Nl
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dualism, and the vogition of woman in socliety. ‘That
N b .

hig +theatre Trom that of his nredecessors

(o

diffcrentiote

n

is his emphasis on ideas. He would incormnorate the

)

concent of r» moral truth in o series of situations,
elothing the abstroct in the conerete. Cerininly Ibsen
has exerted unon the stame nroduction of others in ideas,

subject matter, and techniove, an influence more notent

than thet of any save Shokesneore,

ipmerreaeps sl irengrist B th o gt LEch. 8,351 e 05—
;
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