Ibsen and the social drama
As Ghosts is usually classed with

Ibsen’s so-called social
plays,® it is necessary to discuss t

he nature and scope of
Ibsen’s experiment with the socia] drama.

- Among Ibsen’s social plays are included The League of
Youth;(1869), Pillars of Society (1877), A Dolrs House (1879),
Ghosts (1881), and An Enemy of the People (1882), They
proved the most influentia) of Ibsen’s plays # and established
him as a great social reformer and moral teacher, “This is the
Ibsen’, writes Fric Bentley, ‘that scandali

ed Europe, the
ed with the Zolaist temper of t

he younger gene-
ration, the Ibsen of the avant-garde theatres of the nineties,
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the Ibsen, in a word, of Ibsenism, ¢ i
Shaw for its positive values in The QE?»:E;::ES :j}-{ H]}crn'ard
anq satirized by Bernard Shaw for the less sincere Senism,
of its adherents in his first original comedy, The ppj (ﬁoc;ngs-lr);l
In these plays Ibsen deals with contemporary goc: f'."" 2
such as the position of women (4 Doll’s House), the talz)1 iy
Jects like venereal disease and incest (Ghosts), th’e hypo COO Sb.
middle-class gentility (Pillars of Society), or a c:cmm:m?S o
Incapacity to face the truth (4n Enemy of the pe, [')mltys
plays follow the outward form of a ‘well made’ plz, .
depart from it in their attempt to offer crediblcpofl-' out
chatacters and a serious view of society. In this resr;cct If:;‘)i::al
was, to some extent, influenced by the Danish scholar, Gc;)rn
Brandes (1842-1927), who had exhorted him to take up thﬁ
questl:ons affecting the Iives., of ordinary men and women, and
submit them to debate.36 It s, in fact, of these plays that Shaw’s

famous statement is specifically true:

Shakespeare had put ourselves on the stage but not our

situations. Our uncles seldom murder our fathers, and

cannot legally marry our mothers; we de not meet wit-
ches; our kings are not as a rule stabbed and succeeded
by their stabbers; and when we raise money by bills we
do not promise to pay pounds of our flesh. Ibsen supplies
the want left by Shakespeare. He gives us not only our-
selves, but ourselves in-our situations. The things that
happen to his stage figures are things that happen to us.¥

It should, however, be remembered that Ibsen was not the
originator of ‘social drama’ (drama soci::zle), which was already
made popular by the French drama.tlsts Alexandre [_)umas
the Younger (1824-95) and Emile Augier (1820-89). In his own

: Playwright as Thinker, p. 92.
gg ST:: Brgn W., Downs, Ibsen: The Intellectual Background, p. 143.

37. “The Quintessence of Ibsenism’, Major Critical Essays, p. 144.
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e was preceded by Bjsrnstierne p

) Jornson ( b
{010, whose plays like The Newly-Weds (1865) or ;::p }3?3”

were not only written in prose but raj
(l_lmaf conduct applicable to many mcr?l;:g slrﬂtjhizhc q}uﬁ-
yet, 85 John Gassner points out, the main interest of [;):z;zl:s
ugiet and gthe1° pre-Ibsenite playwrights was ‘to defcn(i
1dle-class mtgrests and morals, If ‘ideas’ functioned in
Mplays at all they werc conventional ones’ ™ [bseu, for the
first time, turne(.i the social drama into ‘the drama of ideas’ %
He -questioned in these plays the settled ideals, beliefs, and
opinions which govm:ned the life of his society and its mem-
pers. As Shaw puts it, “The drama arises through a conflict
of unsettled ideals rather than through vulgar attachments,
rapacities, generosities, resentments, ambitions, misunder-
standings, oddities and so forth as to which no moral ques-
tion s raised’.*”
However, there is little justification for labelling thesc
ys as ‘thesis’ (piéce a thése), “doctrinaire’ or ‘programmatic’
plays. Ibsen does not offer any clear-cut solutions to, or reme-
dies for, the evils he spotlights. Though many critics, like
Shaw, hava tried to codify his message, ‘it turns out’, as James
w. McFaljane points out, ‘that any generalization once made
seems to demand reservation and qualification so drastic that
the end result is little short of flat contradiction’,* Even Shaw,
who has written the most assertive book about Ibsen, dis-
armingly admits the folly of making any confident assertion

country

i

38, ‘Shaw of Ibsen and tiic Drama of Ideas’, Ideas in the Drama, edited
by John Gassner, p. 85.

39, Vivian Mercier, in his paper on ‘From Myth to Ideas—and Back’,
remarks: “The drama of ideas ought really to be called the drama of
ideals for it presents not one isolated idea pitted against another but
a conflict of opposing world views or ideologies’ (Ideas in the Drma,

~ D. 46). '

40. 0p. cit., p. 139.

L. Ibsen and the Temper of Norwegian Literature, p. 61.
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about his work: ‘The conflict is not between cleas T
wrong: the villain is as conscientious as the hero, if
so: in fact, the question which makes the play ip
(when it is interesting) is which is the villain and Which ¢,
hero’.#? Ibsen himself has made it quite clear that hj ’
: S Purpose
was not to teach a lesson or propound a thesis. ‘T do byt ask’
he declared, “My call is not to answer’.® In fact, as J. Lavein
puts it succinctly, ‘Ibsen’s “ideas” are not those of a pr()pagann
dist but of a seeker, who is on the look-out for the best artistj(;
expression of truth “inherent” inlife. They are those of a fighe;
anxious to undermine—not as a preacher but again as anisE
—the old dead values which still continue to encumber, |ike
ghosts, our lives’, 4
Had Ibsen aimed at using these plays merely as vehicles
for his ideas, they would have by now become outdated ¢
For, their ideas are no longer striking or revolutionary % Byt
the fact that the plays still continue to hold our interest shows
clearly that they have got more than topical or polemical
significance. Concerned apparently with contemporary and
transitory issues, they are, like all truly great plays, the works
of universal significance and great artistic power. ‘... .instead
of pamphlets on feminine mentality, the nature of marriage,
or the unnerving influence of the sea, Ibsen presented the
world with such creations as Nora Helmer, Oswald and

ght ang
Ot more
terestin

42. Op. cit., p. 139.

43. Cited, H. Koht, The Life of Ibsen, 1, 4.

44. Ibsen: An Approach, p. 21.

45. J. M. Synge, reacting to Shavian Ibsenism, believed actually that
Ibsen had become outdated. He writes in his preface to The Tinker's
Wedding (1907): ‘Analysts with their problems and teachers with their
systems are soon as old fashioned as the pharmacopoeia of Gelen—
look at Ibsen and the Germans. ...’

46. H. L. Mencken maintains that Ibsen's ideas were not original or
novel even in his own times. See his introduction to Eleven ‘Plays
of Henrik Ibsen (New York: The Modern Library, n.d.), pp. X%
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Mrs. Alving, and the mop;qy _ Xix
—all of them as clear-cyt ai Maladjusteq Wife B

In fact, the plays are mope o (. -l 85 th
ol‘ide‘s.‘“ & triumph of dr

These plays are also char
here, 00, ofie has to remen

dmatic art than
acter; '

dcterized a4 ‘realistic’ plays, but
S realism js of , special

writers hke‘Emile Zola (184m1902).ﬂgssmpof Ighe naturalistic
points qut, Ibsen’s realism| Which S e o D Tennant
the realist drama of modern times ajymye o HPUISE to

list a Ways remained
apprommat.lon to contemporary life, and nevyer descer?gl)é a;n
ed to

his OWn numerous 1131itatprs’.‘9 In fact, the charisma of his
art lies In creating ‘an illusion of

realism’, for Ibsen.'
. : ) : , n, as
Eric Bentley asserts, ‘remained to (he end an arch-roman-

ticist”.® ‘He may depict scenes of middle-class life. hut the
creatures who inhabit these scenes are not of the mid’dle range
of humanity. When we think of them we think of human
beings possessed’.™ Beneath the realistic surface of conter-

porary characters, contemporary dialogue and a contempo-
rary indoor setting, there lurks the world of ‘the trolls and
“devils of Peer Gynt, that is to say, the trolls and devils of Norse
folk tales’. Perhaps the best description of Ibsen’s realism

47. Janko Lavrin, Ibsen: An Approach, p. 24. Ibsen himself, apropos
of his most intellectual drama, Emperor and Galilean, has observed:
‘I look at the characters, at the conflicting designs, at history, and
do not concern myself with the moral of it at all’ (Cited, ibid, p. 25).

48, In this connections Vivian Mecrcier's remark is worth remembering:
‘The great problen: for the dramatist of ideas lies in the drama rather
than in the ideas. If he cannot create interesting characters who em-
body in their own conflicts the conflicts of ideas or ideals, his work
will satisfy neither actors nor audience’ (Ideas in the Drama, p. 57).

49, Ibsen's Dramatic Technique, p. 14.

0. The Playwright as Thinker, p. 94.

31, Allardyce Nicoll, World Drama, pp. 545-46.

52, Eric Bentley, op. cit., p. 93.



xx HENRIK IBSEN

comes from one of his own Characters w
of the realism of his portrait busts al’p.ii.cq h:

realistic plays:

it Riw .
eq“'—.l“'j .

Only I can see it—and how it makes m,
surface, there’s the ‘striking likepeqe crma”};:h' 0
h L L f ey

that they all stand and gape with, wonder 5 7,
(L

his voice) But deep down underneath, tpe,.. -

(1
«3 the .

pous selfrighteous face of a horse, the obgyin, "¢
of a mule....And it’s these equivocal wo:klrn'*“f: My
our worthy celebrities come and Commi%ion) i?f ar

and pay for in good faith. ., 53 ‘ Yom 1

In fact, Ibsen’s realism was greatly tempered by his ...

romantic symbolism. As John Northam clearly demong;.,,.
‘much of the apparent realism in these plays is symbojic’
.., The plays, as such, should be valued not for their reglis-
or’ideas (which are generally borrowed from contemporyr,
thinkers like John Stuart Mill, Darwin, or Kicrkeguard) ».
for the skill with which Ibsen creates an illusion of req/ -
Or transmutes ‘the vorrowed trappings of contemporiy
thought’ jnto an exciting dramatic experience.

Ibsen’s dramatic art |
When Ibsen started play-writing the ruling dramatist o

the day was Augustine Eugene Scribe (1791-1861), th; Frf:n;:_.
dramatist, whose ‘well-made’ (piéce bien faite) or ‘intrigue
plays had formed the staple fare at Bergen and Christins
theatres during his stay there. The main interest of these Pie

tr. Petef

53. When We Dead Awaken, Act 1, in Ghosts and Other Plays,
Watts (Penguin Books, 1977), p. 229. ihat ‘nedr
54. Ibsen’s Dramatic Method, p. 13, Eric Bentley, t00, assertﬁmbol whose
every “naturalistic” play of Ibsen's contains a central 8y
significance spreads over the whole play’ (op. cit., P- 98)
55. P. F. D, Tennant, op. cit., p. 120.
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Jay in their p‘lots which were skilfully constructed, and which
gept the audience In a state of suspense and excitement til]
the very end. A n'umbf::r of tl:leS were uslcd to serve this pur-
se—muistaken 1dcnt1ty', misunderstandings, guilty secrets,
Jost letters, calculated exits Iimd fj‘ntra?nces, and so forth. Ibsen
used almost all_ these cxpf:dlents in his early plays and, though
pe gradually dispensed with them, he retained till the close of
his dramatic career some of the basic techniques of the ‘well-
made’ play. Likt.?the-m, his plays are built around a secret, often
a guilty one, which invests their action with dramatic suspense.
However, Ibsen’s plays are fundamentally different from
the ‘well-made’ drama of Scribe and his followers. Unlike the
latter, which simply aimed at amusement and recreation 5
his plays were intended to arouse and awaken the audience.
They appeal to intellect rather than emotions, and lay
their emphasis more on characterization than plot. As a
well-known critic points out, they give ‘the illusion of undis-
torted reality, enabling the playgoer to observe the characters
and ponder the ideas and implications of a drama instead of
watching the gyrations of the plot’.*” In fact Ibsen raised the
drama from the level of pure entertainment to that of an effec-
tive means of self-discovery and enlightenment, ‘Hence forth’,
says John Gassner, ‘a playwright was not to expect honour for
merely cooking up a stew of a plot; and although many a
practitioner had continued to acquire riches and a pretty

reputation by no other means, a new standard of excellence
was established’,5

36. Speaking of these plays, Raymond Williams, in his Drama from Ibsen
fo Eliot, remarks: ‘Drama, in fact, had been reduced to a mere theat-
Tical excitement. Character and action, which in the best Elizabethan

Pad been primarily conventions for the expression of a larger

9. dramatic experience, had become absolute theatrical qualities’ (p. 51).

Johl G ) T ram » po 3560
I. ]I’d" po 3’1-
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Ibsenian play is notso much an unravejin
n of character. Ibsen gradually reduces Snf plot
h an extent that his last plays becom, ?IQ-
ranville-Barker suggests, his plays may, h.: (I’nr,,\f
of being than doing’.** In their st TUCtur; ai-lllmg
resemble Greek drama more than Shakespearcan nr*'f
made’ plays. Like the Greek playwrights, Ibsen uses the mr:

ctive method by which a situation is developed rathe, ”}a,_.
a story told. His plays open just before the catastrophe ang rh:
preceding cvents are recalled rather than represented o l_hp,
stage. His skill lies in his manipulating the threads of hjs p‘lb;
in such a way ‘that each revelation of the past is linked (h}
cause or effect) to some turn in the revelation of characie,
which forwards the immediate action of the play’ .50

Ibsen employed this method, for the first time, in his histo.

rical play, The Vikings in Helgeland (1858), but he dropped
it afterwards. It is used again in Pillars of Society, which
appeared in 1877. Henceforth, with the sole exception of
An Enemy of the People, it becomes the most dominating
technique -of his plays. P. F. D. Tennant describes beauti-
fully how Ibsen applies this method in a well-defined and set

pattern:

A typical
as & revelatio

action to suc
static. As H. G
‘a drama rather

|

He presents first of all an idyllic picture of a household
living its everyday life. Then this little fenced-in world
is suddenly broken into by a visitor from the world out-
side. He or she is an old friend of the family who has not
been seen for several years. These meetings of old friends
are the pivot of nearly all Ibsen’s plays and they arc
followed up by a perfectly natural exchange of recollec-
tions and enquiries about the intervening period during
which the friends have not seen one another. It is these

59. On Dramatic Method, p. 183.
60. H. Granville-Barker, op. cit., p. 178.
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enquiries Which open u

catastrophe.® P old wounds and bring about

< description is, more o '
;]:'9- o Ib like th SRR Ibsen’s later
Again, Ibsen, like the Greek dramati :
Lotions °,f ‘unities’ and Fate. Like thn:]?Stlj; S;VT%“I"’S Wi
and restricts the number of characters ’to a ba:rleS S'Ul?-plots
All this proves t:) b". of great advantage. As H I(]]l;mmym.
parker (?bserve§, _BY simplifying the scheme of a ;;Ia 'san'vfg?—
gction (;ts'renu.mscent action will be another matt:r) vil: 't:
i setting, in the number of characters, in singlc;xess lof
cubject, he can make both its plan and atmosphere effective’.”
Another feature of Ibsen’s plays, towards which Bernard
w has drawn our attention,® is their realism or ‘common-
ness’; his subjects, characters, situations, and settings—all are
familiar t0 his audience. This was also the practice of the
Greek playwrights who invariably drew on familiar myths and
ds. Ibsen departs from them in so far as he chooses his
subjects from the world around him. Here, too, he abstains
from employing those characters and situations which are
exceptional or uncommon. Instead of dwelling on the fortunes
of 2 Hamlet or a King Lear, he prefers to deal with the prob-

lems of a Nora or a Mrs. Alving. His plays represent average
humanity and its concerns. This is one of the reasons why
ces; the latter read

they have got such a hold on their audien |
As R. Ellis Roberts

in them the stories of their own lives.
points out, Ibsen ‘brought us all back. . . .to the right view of
dramatic life; he made his audiences part of his plays. We live

in, not look at, a play by Ibsen’.%

. 61. M‘ Dramatic Teah’dq"‘. D. 92.

&. Granville-Barker, op. cit., p. 173-

2‘ S¢e “The Quintessence of Tbsenism’, Major Critical Essays, p. 144
. Henrik Ibsen; A Critical Study, p. 183-
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There are also some t‘cchnical fact()l.'s which COntribyy, .
the apparent realism of his plays. They include detailed |
directions, cmph)yment_of FVCF_Y(JH)’ prose, and elim;
soliloquies and ‘asides’. His stress on the visual C().nf;rtff:nr‘_':.l
of his settings and characters helps him greatly i, Making 1.
plays look life-like. - _ -

As external action in his plays is gradually replaced +.
inner action, Ibsen comes to depend on dialogue 05 1y
success of his plays. ‘Discussion’, as Bernard Shaw S8YS. ha
comes his chiel weapon. ‘... .it so overspreads and iru.erm.n;~
trates the action that it finally assimilates it, making the ma'_,,
and discussion practically identicai’.*” To serve this pmm%j
he uses ‘rhetoric, irony, argument, paradox, epigram, parablﬁl
the arrangement of haphazard facts into orderly and intelligznt
situations’.%

Ibsen’s major problem, as H, Granville-Barkar puts it, wys
‘to give an apparently commonplace form of specch all the
dramatic force and, vhen nced/be, all the emotional suggastion
that poctry could give’.% To a large extent, he succeeds
in this. mission. Eric Bentley demonstrates clearly how. i

ordinary-looking prose performs the functions of poetry:

I‘l;1l1r,;-r AF

An Ibsenite sentence performs four or five functions at
once. It sheds light on the character speaking, on the
character spoken-to, on the character spoken about; it
furthers the plot; it functions ironically in conveying
to the audience a meaning different from that conveyed
to the characters (and it is not merely that the characters
say things which mean more to the audience than to
them, but that they also say things which, as one senses,
mean more to the characters than to the audience);
finally, an Ibsenite sentence is part of the rhythmic

65. Op. cit., p. 146,

66. Bernard Shaw, op, cit., p. 146
67. Op. cit., p. 171. :



GENERAL INTRODUCTION

XXy
pattern which constitutes the whole ,

inartifie a5 the verse of Peer Gy 1y, 11138 rich
is the final artifice, the ar Ty naturalness

t that conceals the art 68

Janko Lavrin, too, stresses

‘Ibsen’s capaci :
unspoken thought, together pacity for conveying

with its emotional
: and mental
yndercurrents’.% As he points out, Ibsen ‘imparts to the dia

Jogue itsell @ new dimension ag it were—Dby deepening it int
the parallel inner dialogue “between the lines” whifh ofltleg
fills the simplest words and remarks with a secon,d meaning’.”
In fact, as we have-observed earlier, there is always a subs%r:a-
tum of poetry and symbolism in Thsen’s plays,

Ibscn's outstanding success as an artist lies in the way he
invests his plays with telling realism without sacrificing any

of the advantages that belong to a poetic dramatist like
Aeschylus or Shakespeare,

Ibsen’s contribution to drama

- The days are gone when Ibsen’s plays were a sensation both

on apd off the stage, but this should not be taken as a sign of
his decline and fall. His immediate success was rather a succés
de scandale, and was based, as M. C. Bradbrook suggests, on
‘a very small proportion of his work’,” his so-called social
dramas. It was his unorthodox treatment of social and moral
problems of the day which first attracted his contemporaries,
and created a kind of stir that we can hardly conceive today,
Shaw’s Quintessence of Ibsenism, written in 1891, records the
contemporary impact of his plays, and shows clearly what he
meant to the intellectuals of his age. To them, he was a revo-
lutionary thinker, a social and moral philosopher of great

68, The Playwright as Thinker, p. 97.
69. Ibsen: An Approach, p. 21.

0. Ibid,, p. 29.

1. Ibsen the Norwegian, p. 2.
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As Shaw put it, it was ‘his message anq the
hem towards his plays, and whjc}, HCC((_Q{]
ed their real strength. .
d was but natural in an age which .
t of revolution and change, By, nnf
most of the ideas around which Ibsen’s social plays wer, hu%}{

have lost their topical interest. They. have either beep assim;.
| system or rejected as outdateq The

lated into our socia _ :
lost their sensational appeal. Howeyer

plays, as such, have ' .
this loss has suitably been recompensed with a 8rowing recop.

nition of Ibsen's technical excellence. As J. W. McFarlage
aptly observes, ‘His normal s_to?k hfts slumped, but this by
been balanced by the appreciation in the value attacheq ¢,
his craftsmanship; he maintains his position, it seems, although
no longer a leader of opinion but rather as a technician of the
highest order’.”™ This is exactly the view-point of P, F. D.
Tennant, the author of Ibsen’s Dramatic Technique (1948)
He demonstrates persuasively that Ibsen’s ‘ideas have not
stood the test of time as well as the characters which enunciate
them but the dramatic effect of his technique is as fresh as
ever’.™ According to him, ‘It is Ibsen’s dramatic form, not
his ideas, which constitute his great contribution to the
theatre’,”

This view, which represents the post-Shavian approach, is
certainly more satisfying than the earlier one that rested merely
on Ibsen’s ideas. Nevertheless, it fails to do full justice to
Ibsen’s achievement as a dramatist. For one thing, it ignores
the fact that form alone does not make a play. It lays its stress
entirely on the form to the utter neglect of the theme in the
same manner as the earlier critics emphasized the taeme at the

significance.
of it which drev
ing to them, constitut
Such a critical stan

seething with the spiri

7, ' ._ .
73. Ib.T:::Suu;n:chc of Ibsenism® Major Critical Essays, p. 6.
Temper of Norwegian Literature, p. 59.

74. Ibsen's Dramati
8. Bid, p g6 e, p. 15,
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cost of the form. In this r:espect, this view is no less extremist
and lopsided than the earlier one. As J. W. McFarlane rightly

ints out, ‘Ibsen has often found himself in post-Shavian
criticism taken out of thtﬁ: company of Schopenhauer, Darwin

d Nietzsche and associated rather with Scribe and Augier
and Feuillet and Dumas fils and the tradition of the picce bien
fail'f'-“ Oof course, It was wrong to associate Ibsen with the
(hinkers and phl!t?sophers like Nietzsche but it is equally
wrong to bring hupl dqwn to the level of Scribe and his
followers. Taken elj[her Just as a thinker or a craftsman, he
occupies but an ordinary place,

Ini fact, his contribution to the drama is two-fold: it lies as
much in the theme of his plays as in their form. Though it is
necessary to reject the old idea of Ibsen as a great crusader,
we should not forget that he made his plays the vehicles of
significant themes. This is why his plays differ from those of
Scribe and his school, though the latter were no less skilfully
constructed. Even when he seems most concerned with transi-
tory pomplexisites and pressures of ‘modern’ life, he is dealing
convincingly with eternal and universal themes. As Storm
Jameson remarks, ‘His search for the truths of soul makes his
thought timeless. It belongs to past present and future, as
a search for the truth of social conditions cannot’.”
However, he would not have become a great dramatist if he
had not possessed the talent of an artist. He owes his success
as much to his vision of truth as to his ability to give it an
appropriate form. Or, if we use the word in its truly broad
sense, we can say that Ibsen’s triumph was the triumph of a
really great artist. For, as R. Ellis Roberts says, ‘It is precisely
the artist who knows that the separation between Truth and
Beauty is one of words, not of facts; that the schism lies not

7. Op. cit., p. 59.
T1. Modern Drama in Europe, p. 107,
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n\'iii ‘ | .

of things, but 10 the crooked will of Misinte,
. atur¢ ‘l
in the 1 ’ -
ceting man. Ibsen’s contribution to the ¢

. caking, leld o
Hisl"”cali);:pcxccptiona!ly remarkable and far-reacy;,
drama has

: end-setter. With him, a5 ;.. *

bo‘h a plonccr and . . b ’ .aq'.",-]r: }TI._H".

He was «the history of drama begins aney’ Houw.

Steiner obscrves% these statements Will not be clear ynje, ther

ever, thc-lruthj?mcti on with the following extract from anmhr-j-

are read in con 3
eritic:

§ the eighteenth ang ..

i considerable part of d nige
Dunt?lgc:ntufics the contemporary acted drama in Ey,
ltoaal:i and America was both intellectually and Artistica]]y
?: nant. i:rom, shall we say, the dea}th of Sheridan to the
smgrgence of Oscar Wilde, no Englishman and no Ame.
:ican of considerable talent devoted himself chiefly ¢,
writing plays. The theatre, though it was sometimes
commercially flourishing, was generally COHSldgr;d 3s
nonliterary as intellectually dead as it was artistically
null 8

This is true not only of the drama of England and America
but also of other countries, including Fré.\nce. It was [bsen
who restored it again to its earlier glory. In his hands, the
drama becomes a serious art—a means of self-discovery and
awakening rather than pure entertainment. As James Joyce
said, his plays ‘are so packed with thought. At some chance
expression, the mind is tortured with some question, and in a

flash long reaches of life are opened up in vista....’.8 In this

resoect, he has been followed by all later dramatists, from
Bernard Shaw to Brecht an

; ’ d Sartre. Actually, what we call
modern dramg dates from him. He established a new tradi-

Critical Study, p, 15.
d;

80, Josep wory 4 6% P. 290,

81, G futch, ‘Modernisny
Cited, J, w._ MCParlane’ op, c”.:"p "; ;Wodem Drama, p. 3.
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ion of dramatic writing which, in one form or another, still
wnﬁnues.

Intrinsically, Ibsen’s plays are notable for their intellectual
and artistic appeal. Instead of being dry exercises in moral

uasion (of which Shaw is sometimes guilty), they possess
hat quality of magic, of ecstasy which makes the supreme
artist: he evokes souls by his art, and his evocation produces
independent spirits who show us not the author's ideas but the
idea of life, illustrate the purpose and meaning of humanity’
Tbsen’s real talent lies in the skill with which he invests ordi-
nary subjects With extraordinary meanings. As Allardyce
Nicoll rightly notes, ‘While outwardly Ibsen’s scenes are
“ordinary” and materialistically conceived, inwardly they are
extraordinary and at times breathe the atmosphere of Peer
Gynt'’s adventures in the hobgoblin’s court’® This is ex-
actly what gives his work greatness and enduring interest.

We may or may not agree with Luigi Pirandello who placed
him next to Shakespeare,? but there is no doubt that he is

one of the greatest dramatists the world has ever produced.

82. R, Ellis Roberts, op. cit., p. 192.
83. World Drama, . 546,

84. “After Shakespeare 1 unhesitatingly place Ibsen first’. Cited, Eric
Bentley, The Playwright as Thinker, p. 75.



