This is a digital copy of a book that was preserved for generations on library shelves before it was carefully scanned by Google as part of
to make the world’s books discoverable online.

It has survived long enough for the copyright to expire and the book to enter the public domain. A public domain book is one that was nevel
to copyright or whose legal copyright term has expired. Whether a book is in the public domain may vary country to country. Public domair
are our gateways to the past, representing a wealth of history, culture and knowledge that’s often difficult to discover.

Marks, notations and other marginalia present in the original volume will appear in this file - a reminder of this book’s long journey fro
publisher to a library and finally to you.

Usage guidelines

Google is proud to partner with libraries to digitize public domain materials and make them widely accessible. Public domain books belon
public and we are merely their custodians. Nevertheless, this work is expensive, so in order to keep providing this resource, we have take
prevent abuse by commercial parties, including placing technical restrictions on automated querying.

We also ask that you:

+ Make non-commercial use of the fild&e designed Google Book Search for use by individuals, and we request that you use these fil
personal, non-commercial purposes.

+ Refrain from automated queryirigo not send automated queries of any sort to Google’s system: If you are conducting research on m:
translation, optical character recognition or other areas where access to a large amount of text is helpful, please contact us. We encc
use of public domain materials for these purposes and may be able to help.

+ Maintain attributionThe Google “watermark” you see on each file is essential for informing people about this project and helping ther
additional materials through Google Book Search. Please do not remove it.

+ Keep it legalWhatever your use, remember that you are responsible for ensuring that what you are doing is legal. Do not assume |
because we believe a book is in the public domain for users in the United States, that the work is also in the public domain for users
countries. Whether a book is still in copyright varies from country to country, and we can’t offer guidance on whether any specific
any specific book is allowed. Please do not assume that a book’s appearance in Google Book Search means it can be used in al
anywhere in the world. Copyright infringement liability can be quite severe.

About Google Book Search

Google’s mission is to organize the world’s information and to make it universally accessible and useful. Google Book Search helps
discover the world’s books while helping authors and publishers reach new audiences. You can search through the full text of this book on
athttp://books.google.com/ |



http://books.google.com/books?id=JwAsAAAAMAAJ&ie=ISO-8859-1&output=pdf

Uber dieses Buch

Dies ist ein digitales Exemplar eines Buches, das seit Generationen in den Regalen der Bibliotheken aufbewahrt wurde, bevor es von C
Rahmen eines Projekts, mit dem die Blicher dieser Welt online verfligbar gemacht werden sollen, sorgfaltig gescannt wurde.

Das Buch hat das Urheberrecht tiberdauert und kann nun 6ffentlich zugénglich gemacht werden. Ein 6ffentlich zugéngliches Buch ist e
das niemals Urheberrechten unterlag oder bei dem die Schutzfrist des Urheberrechts abgelaufen ist. Ob ein Buch 6ffentlich zugénglich
von Land zu Land unterschiedlich sein. Offentlich zugangliche Biicher sind unser Tor zur Vergangenheit und stellen ein geschichtliches, kt
und wissenschaftliches Vermdgen dar, das haufig nur schwierig zu entdecken ist.

Gebrauchsspuren, Anmerkungen und andere Randbemerkungen, die im Originalband enthalten sind, finden sich auch in dieser Datei —
nerung an die lange Reise, die das Buch vom Verleger zu einer Bibliothek und weiter zu Ihnen hinter sich gebracht hat.

Nutzungsrichtlinien

Google ist stolz, mit Bibliotheken in partnerschaftlicher Zusammenarbeit 6ffentlich zugéangliches Material zu digitalisieren und einer breitern
zugéanglich zu machen. Offentlich zugéngliche Biicher gehoren der Offentlichkeit, und wir sind nur ihre Huter.  Nichtsdestotrotz is
Arbeit kostspielig. Um diese Ressource weiterhin zur Verflgung stellen zu kénnen, haben wir Schritte unternommen, um den Missbrau
kommerzielle Parteien zu verhindern. Dazu gehdren technische Einschréankungen fir automatisierte Abfragen.

Wir bitten Sie um Einhaltung folgender Richtlinien:

+ Nutzung der Dateien zu nichtkommerziellen Zwetkerhaben Google Buchsuche fir Endanwender konzipiert und mochten, dass Sie ¢
Dateien nur fir persénliche, nichtkommerzielle Zwecke verwenden.

+ Keine automatisierten Abfrageenden Sie keine automatisierten Abfragen irgendwelcher Art an das Google-System. Wenn Sie Rech
tiber maschinelle Ubersetzung, optische Zeichenerkennung oder andere Bereiche durchfiihren, in denen der Zugang zu Text in grofRe
ndtzlich ist, wenden Sie sich bitte an uns. Wir férdern die Nutzung des o6ffentlich zuganglichen Materials fur diese Zwecke und kénne
unter Umsténden helfen.

+ Beibehaltung von Google-Markenelemeribas "Wasserzeichen" von Google, das Sie in jeder Datei finden, ist wichtig zur Information (
dieses Projekt und hilft den Anwendern weiteres Material (iber Google Buchsuche zu finden. Bitte entfernen Sie das Wasserzeichet

+ Bewegen Sie sich innerhalb der Legalitdtabh&éngig von Ihrem Verwendungszweck mussen Sie sich lhrer Verantwortung bewusst
sicherzustellen, dass Ihre Nutzung legal ist. Gehen Sie nicht davon aus, dass ein Buch, das nach unserem Dafurhalten fur Nutzer in
offentlich zugénglich ist, auch fur Nutzer in anderen Landern 6ffentlich zugénglich ist. Ob ein Buch noch dem Urheberrecht unterli
von Land zu Land verschieden. Wir kénnen keine Beratung leisten, ob eine bestimmte Nutzung eines bestimmten Buches gesetzlict
ist. Gehen Sie nicht davon aus, dass das Erscheinen eines Buchs in Google Buchsuche bedeutet, dass es in jeder Form und (be
Welt verwendet werden kann. Eine Urheberrechtsverletzung kann schwerwiegende Folgen haben.

Uber Google Buchsuche

Das Ziel von Google besteht darin, die weltweiten Informationen zu organisieren und allgemein nutzbar und zugéanglich zu machen.
Buchsuche hilft Lesern dabei, die Blcher dieser Welt zu entdecken, und unterstiitzt Autoren und Verleger dabei, neue Zielgruppen zu €
Den gesamten Buchtext kénnen Sie im Internet Uintir.//books.google.com | durchsuchen.



http://books.google.com/books?id=JwAsAAAAMAAJ&ie=ISO-8859-1&output=pdf










~~







/50

HENRIK IBSEN. BJORNSTJERNE
BJORNSON & &




¢

\



- e T T T T e A Zum ot
. . N

HENRIK IBSEN. BJORN-
STJERNE BJORNSON.
CRITICAL STUDIES. BY

GEORG@ BRANDES @& &
. / /‘/ ¢

- NEW YORK: THE MACMILLAN

COMPANY: MDCCCXCIX
n



¥39.9¢

T 140
B2
1€99



|
Q29485

¥

CONTENTS

HENRIK IBSEN—

PAGE

INTRODUCTION . . . . . . ix

AUTHOR’S PREFACE . . . . . . XV

- s FIRST IMPRESSION (1867) . . . . . 1
SECOND IMPRESSION (1882) . . . . 39

THIRD IMPRESSION (1898) . . . . . 83

: INDEX . . . . . . . . 169

BJORNSTJERNE BJORNSON—

|1 INTRODUCTORY NOTE . . . . . 125
IMPRESSION (1882) . . . . . . 127
INDEX . . . . . . . . 171







~—

T T ¥

HENRIK IBSEN

AUTHORISED TRANSLATION

By JESSIE MUIR

REVISED, WITH AN INTRODUCTION

By WILLIAM ARCHER






INTRODUCTION

IT would be a mere impertinence on my part, at any rate in
this place, to attempt any criticism of Dr. Brandes's criticism
of Henrik Ibsen. All I have any desire or right to do is to
emphasise what Dr. Brandes himself says in his preface as to
the peculiar, perhaps unique, circumstances under which this
book has come into existence. I can remember no other instance
in which a great critic, having followed the work of a great poet
from, practically, the outset of the poet’s career, has made, so to
speak, a journal of his impressions, and republished them at
last, with no correction or modification of any moment, simply
in the chronological order of their original appearance. This
is what Dr. Brandes has done. His book is thus not a focussed
appreciation of the whole of Ibsen by the whole of Brandes, if
I may so express it, but rather a contemporaneously-noted record
of the ever-developing relation, throughout more than thirty
years, of these two remarkable minds. It might have for its
title, not, perhaps, “Ibsen Day by Day,” but certainly *Ibsen
Phase by Phase;"” and this, of course, implies “ Brandes Phase
by Phase ” as well.

Here lies the special interest and peculiar value of the book.
If the reader wishes to see Dr. Brandes’s judgments in their
true perspective, it is essential that he should place himself,
in relation to each of the three essays, at the writer’s stand-
point in time. To assist him in doing so, I shall briefly
summarise Henrik Ibsen’s literary position at the three dates in
question.

The “First Impression ” was begun, Dr. Brandes tells us, in

ix



X INTRODUCTION

1866, and finished in 1867. The works of Ibsen which Dr.
Brandes had before him in 1867 were these :—

Catilina (1850).

The Feast at Solhaug (1856).
Lady Inger of Ostraat (1857).
The Vikings at Helgeland (1858).
Love’s Comedy (1862).

The Pretenders (1864).

Brand (1866).

Peer Gynt (1867).

Ibsen had also written, in 1850, 7/4e Hero's Grave, in 1852, St.
Jokn's Night, and in 1857, Olaf Lilickrans ; but none of these
were at that time published or known to Dr. Brandes. He sub-
sequently read two of them in manuscript, and speaks of them in
his “ Third Impression.” The first four sections of the *First
Impression ” were finished before the appearance of Peer Gynt.
, The fifth section, dealing with Peer Gynt, may thus be regarded
practically as a contemporary criticism of * the book of the day.”
It will be noted that in 1867 Ibsen had not written a single prose
play of modern life. He was totally unknown outside Scandi-
navia, and only a yeaf had passed since he made his first decisive
success in Norway and Denmark with Brand. Even with the
Scandinavian public he was still, as it were, on his probation.
Dr. Brandes’s essay was the first detailed study of his work by
any critic of authority.
The “ Second Impression” dates from 1882. It covers what
may be called Ibsen’s transition period. The plays published
between 1867 and 1882 are as follows :—

The League of Youth (1869).
Emperor and Galilean (1873).
The Pillars of Society (1877).
A Doll’s House (1879).

> Ghosts (1881).

These dates indicate that the poet was, during part of this period,
hesitating as to the path his genius ought to pursue. From 1862

o
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to 1869 he had produced a play every two years, except that
Peer Gynt, by a miracle of productivity, followed close on the
heels of Brand, with only one year’s interval. In 1869 he
produced his first prose play of modern life, T4e League of
Youtk ; and then came a pause of four years, during which he
published nothing. It is true that when he again broke silence
it was with the titanic double-drama, Ewmperor and Galilean,
which implied, if that were all, an amount of historical study
that might well have occupied an even longer interval. But
after the appearance of the “ world-historic drama,” another
space of four years elapsed before he came forward, in 1877,
with The Pillars of Society, his second prose play of modern
life. He had now definitely chosen his line of development,
and before the date of the ‘ Second Impression,” he had
taken two gigantic strides along his new path, in 4 Doll’s
House and Ghosts. By this time his fame had spread beyond
the limits of Scandinavia. 7%e Pillars of Society had at once
become popular (as it is to this day) on the German stage,
and had prepared the way for A Doll's House, which, while
equally popular, had made a far deeper impression in intellectual
circles. Most of his earlier works, too, had been translated into
German ; of Brand, indeed, there existed three or four trans-
lations. Outside Germany, however, Ibsen was little known
at the date of the ‘Second Impression.” Mr. Gosse, it is
true, had introduced him to English readers, but in the Latin
countries his name had scarcely been heard. He stood, when
Dr. Brandes wrote, on the threshold of the world-wide fame
upon which he was soon to enter. G/osts, the harbinger, as
it may fdirly be called, of the whole modern dramatic movement

in Europe, had just been published, and had not had time to

make its mark outside Scandinavia, where it had been received
with a shriek of execration. Dr. Brandes was one of the few
critics who instantly perceived its greatness and significance.
He said of it, in an article not here reproduced, that it was,
if not the greatest achievement, at any rate the noblest action

//»‘/



xii INTRODUCTION

of the poet’s career. I quote from memory, at a distance
of eighteen years, but I believe my recollection is substan-
tially accurate. There has seldom been a truer or more timely
criticism. ,

The “ Third Impression ” belongs to the present year (1898).
Since the appearance of the ‘ Second Impression” Ibsen has
added to the roll of his writings the following plays:—

An Enemy of the People (1882).
The Wild Duck (1884).
Rosmersholm (1886).

The Lady from the Sea (1888).
Hedda Gabler (1890).

The Master-Builder (1892).
Little Eyolf (1894).

John Gabriel Borkman (1896).

Having reminded the reader of the order of these works, I
need do no more. It seemed desirable to define the position
occupied by Ibsen at the dates of the earlier ‘‘Impressions”;
his position at the present day is matter of common know-
ledge.

This book, then, may be regarded as in some sort a running
commentary on lbsen’s spiritual development. The leading
English, French, and German critics (Mr. Gosse and possibly
one or two Germans excepted) knew nothing of Ibsen until the
greater number of-his works were already written, and then
studied them in the mass, as it were, and for the most part in
translations. Dr. Brandes, on the other hand, writing practi-
cally the same language as Ibsen’s, has followed every step of
his development from the moment when his genius attained
anything like maturity. He approached the study of the poet’s
works with a perfectly free mind, neither overawed by a great
ready-made reputation, nor warped into antagonism by sectarian
mispraise. His criticism throughout is absolutely candid. In
the “ First Impression,” indeed, it is so largely unfavourable that

s 1
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the fact of their subsequent intimate friendship speaks volumes
for the character of both men. Many a lesser poet would have
resented for ever the critic's outspokenness. Ibsen, on the
contrary, not only entered into cordial personal relations with
his critic, but actually altered several passages (as will be seen
from the notes on pp. 23 and 30) in deference to Dr. Brandes’s
judgment. During the ’seventies, Ibsen and Dr. Brandes were
in close correspondence ; and the extracts from the poet’s letters,
which appear in the ¢ Second Impression,” impart to it a pecu-
liar interest and importance. In none of his plays has Ibsen
said anything weightier or more characteristic than the remark
(quoted on p. 56), “ What is really wanted is a revolution of the
spirit of man "—Menneskeaandens Revoltering.

Dr. Brandes’s book of Ungdomsvers (“ Poems of Youth”), pub-
lished a few months ago in Copenhagen, enables us to supplement
this utterance. We learn from the motto prefixed to an ad-
dress “To Henrik Ibsen,” that the poet added, “ And in that
revolution yo# must be one of the leaders.” Close as is the
friendship, however, indicated in this correspondence, no one
;'i?ho reads the following pages can for a moment pretend that

has impaired Dr. Brandes’s independence of judgment. It is
it° eulogy of Ibsen that is here presented to the English-speak-
n'8 public. Some admirers of the poet may think the critic, at
i ’ints, over-severe and perhaps even captious. Let them re-
ember that absolute sincerity is of more importance than
Kbsolute correctness, even if ‘ correctness” could fitly be pre-
glicated of any eesthetic judgment. It is their complete unsec-
tarianism, even more than their delicacy of appreciation, that
leads me to regard these essays as of greater value than many
more exhaustive and pretentious critical studies of Ibsen -that
have appeared in Swedish, German, and French. Here, and
a cre only, has a critical intelligence of the first order been

h’)rought to bear, in detail, upon the poet’s creations.
r Passages quoted from Brand are given in Professor Herford’s
translation (Heinemann, 1894); passages from Peer Gynt, in
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xiv INTRODUCTION

the translation by my brother and myself, published by Walter
Scott. Other metrical quotations, hitherto -untranslated, I have
rendered as best I might, since no other course seemed possible,
but must beg the reader to remember that my versions do sad
injustice to the poet’s metrical style. Footnotes appended by Dr.
Brandes are distinguished by his initials. For all others I am
responsible,

WILLIAM ARCHER.
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AUTHOR'S PREFACE

IN the summer of 1866, after having been for some years interested
in Henrik Ibsen’s work, I wrote the first pages of this book; I
could not, however, get on with the paper I was desirous of
writing, and went to Paris. On my return, in 1867, I finished
the paper, which was the earliest full-length picture of Ibsen’s
intellectual personality that had been attempted in Europe.

After an interval of between fifteen and sixteen years, I again,
in 1882, returned to the Norwegian poet’s personality and works.
He had in the meantime developed greatly, and had produced a

number of works that threw his earlier ones into the shade. He -

had become another and a greater man, and had gained extra-
ordinary renown in Scandinavian countries, while his name
had begun to penetrate into other lands, especially Germany.
Neither in his inward nor in his outward circumstances was he
now quite the same as at the time the first account of his poetic
labours was given.

But neither was his critic quite the same. He had in the
meantime gone through a great deal, and had consequently
acquired a larger outlook upon life, and a more flexible emotional
nature. He had dropped all the doctrines that were due to educa-
tion and tradition. He understood the poet better now.

Once more sixteen years have passed. With the equable
power that distinguishes him, Ibsen has continued his efforts
without interruption, and during this time his fame has become
world-wide. No living dramatist has a name to be compared with
his. True, his position is contested, and his works are far from
meeting with unanimous admiration; but he occupies the thoughts
of all his contemporaries, and what more can a productive spirit
require ?

It is well known that Henrik Ibsen completed his seventieth
year on the 2oth March 18798. I have, in commemoration of this

: xv



xvi AUTHOR’'S PREFACE

anniversary, combined my first and second essays upon him with
a third, which brings my account of his poetic labours down to
our own day. By a strange chance, I have happened, in the
course of rather more than a generation, to discuss him thrice, at
equal intervals of time. When I first wrote about him, he was
between thirty-eight and thirty-nine, the second time fifty-four,
and now he has lived to see a birthday that is remembered in
all civilised countries, and celebrated in many.

Those who, in foreign countries, have discussed Henrik Ibsen’s
poetic career, have, as a rule, been able to make a general survey
of it before they wrote. They have not read the works in the
order, and at the intervals of time, in which they came into being ;
they have seen all the features ef his physiognomy at once; they
have had the whole fabric of his life-work before them, and have
deduced from it, as it were, a more or less correct picture of the
master-builder. It may at some future time be interesting to see
how the building was reflected in the mind of a contemporary
who saw it come into being, and who, at a comparatively early

‘time, was so situated as to be able, from his impressions of the

master-builder’s personality, to say a few words of guidance to
students of his work.
G. B.
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HENRIK IBSEN

FIRST IMPRESSION
(1867)

IT is by two polemical works that Henrik Ibsen’s name has
chiefly become known to the Danish reading public. Dissimilar
as these are in respect of maturity and depth, they have, in com-
bination, inevitably given the public the impression that Ibsen’s
nature is pre-eminently combative. In ZLoves Comedy, on be-
half of beauty and poetry, in Brand, on behalf of morals and
religion, he has declared war and gone out to battle against the
entire existing soctal status — giving his attack, of course, a
special reference to Norway. In both poems the struggle is
tragic. According to Ibsen, neither uncompromising passion nor !
uncompromising will can co-exist with existing society. These’
spiritual forces must have air, and require room. Life has
no room to spare, and to procure it they seek to revolutionise
this society that lies rotting in stagnation. But the revolution
does not end in reform; the ‘“comedy” of love is really its
tragedy, and the drama of will ends in a martyrdom. .
Whatever the merits or defects of his productions, it is clear
that we have here to deal with a poet who looks upon the life of
the present day with the eye of a pessimist: not a pessimist in
the sense—the philosophico-poetic sense—that melancholy is his
muse, his work a lamentation over the hapless lot of humanity,
and his inspiration a deep sense of the tragedy inherent in the
mere fact of human existence ; but a pessimist whose pessimism
is of a moral character, akin tb"comcmpWe
does not bemoan, he indicts. His gloomy way of looking at
things makes him, in the first place, polemical; for when he
3




4 HENRIK IBSEN

" directs his gaze towards his own time, it presents to his eye sheer
misery and guilt, and shows him the discord between what ought
to be and what is. In the second place, it makes him bitter ; for
when he turns his gaze on the ideal, he sees its destruction as
inevitable, all higher living and striving as fruitless, and dis-
cord between what ought to be, and what is, attainable. There
is a revolutionary element in these works. But why should all
these revolutionary endeavours be represented as failures ? One
possible answer is: because society has sunk far too low to allow
of its being raised; a second is: because the champion of the
truth is himself involved in injustice and guilt ; a third : because
it is the destiny of truth and beauty only to shine forth for a
moment, like meteors that are extinguished as soon as they
touch the earth; a fourth: because in Henrik Ibsen’s poetic
spirit there is a peculiar bias that forces him to depict life in
just this manner. In the last analysis, however, there is no
other answer than that he represents life as it presents itself
to him; that there is probably something in the innermost re-
cesses of his nature that compels him to represent and depict
life as a mighty but despairing struggle up towards the good;
something in his eye that makes’ his outlook black; something
combative, rebellious, violent, and melancholy deep down in his
being that is reflected in his works, and darkens even his love
for the light.

The correctfiess of this supposition may be put to the test.
If we wish to discover a secret, we observe the person concerned
in an unguarded moment, when he is unconsciously revealing his.
innermost thought. The prisoner is aroused from slumber to
be examined; he betrays himself most easily in the moment of
awakening. Thus is it with the poetic individuality ; as it awakes,
it catches involuntarily at a subject, a form, a personality, through
which it can express itself and obtain a hearing. Ibsen’s first
poetic attempt, made while he was yet poring over his Sallust at
school, a grown-up scholar, backward in his studies but forward
in development, is a drama in which he, like Schiller in Z%/e
Robbers, has given vent to all the passion that can seethe in
a young, untried heart, boiling over with the wrath and love,
despair and ambitious self-esteem, of twenty years. Who de
you think is the hero of this boyish and immature production ?

No other than that enfant perdu of Roman society, to whose.



FIRST IMPRESSION (1867) .

unbridled audacity and unparalleled foolhardiness we owe our
first impressions of Ciceronian eloquence and our first know-
ledge of Latin syntax—in a word, Catiline. He is represented
as a heroic figure, a colossal and potent spirit, held, it is true,
in the grasp of mean instincts, but created for some great end,
towering up above his wretched, depraved associates in a miser-
able period of decadence, a ‘‘ desperado ” like Falk and Brand,
who, in his burning enthusiasm for the grandeur of olden
days, raises the banner of revolution, and falls a victim partly to
treachery, partly to his own guilt, which he expiates in death.
Thus, even here, we already find the same pessimism (in the
view of Roman society), the same combative spirit, the same
overflowing pathos, the same desperate butting against a stone
wall.

The main impression, then, of this poet, which has been

received in Denmark, appears, although certainly one-sided, to
be essentially correct ; and when we look at the facts that are
known about his life, we find that they too are in keeping with
his poetic character. We can understand that a life like his may
have contributed to give to mental capacities of this magnitude
just that peculiar stamp which the poems exhibit.
'/ Henrik Ibsen was born on the 20th March 1828, at Skien,
in Norway, and in his sixteenth year was apprenticed to a
chemist, but was seized with a desire to study medicine, and
prepared himself, in spite of difficulties, for his matriculation
examination. He was twenty-two when he passed it, and had
by that time ‘ neither the means nor the desire” for professional
study. His circumstances were wretched ; for some time he
could not even afford to dine regularly. His youth was thus
severe and hard ; as a young man he did not see the bright side
of existence, and his own life was not only an inward but an
outward stfuggle, The transition is easy from hardness and
severity to fierceness, passionateness, and irregularity.

In 1850 Catilina appeared. In 1851 Ibsen began to edit a
weekly paper, for which he wrote lyrical and satirical pieces. In
the same year he was appointed stage manager of the newly
opened theatre in Bergen, and in 1852 he paid a short visit to
Denmark and Germany to study their theatres. In 1857 he be-
came artistic director of the Norwegian Theatre in Christiania, and
in the following year he married his present wife, a step-daughter

)
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of the authoress, Magdalene Thoresen. The theatre having
failed in 1862, Ibsen, after some time, left Norway, and since
then has generally lived in Rome. Before his departure he had
written a number of lyrical poems and a series of dramas. During
his connection with the theatre in Norway, he was the object of
constant attacks from the press; and he seems on the whole to
be continually at war with his countrymen (see, for example, the
preface to the second edition of Love's Comedy). At home he
had. been obliged to struggle with poverty; it was commonly
reported that in Rome he was in actual want at the time when
Brand appeared in Copenhagen.

That book marked the turning-point in his fate, As every
one is aware, the work, or rather its hero—for the idea of the
poem is not clear—preaches the doctrine that one should cast off
all worldly cares. The Norwegian people, with a delicacy of
consideration (and, apparently at least, of irony) with which
few, perhaps, would have credited them, showed that they
appreciated the possession of a man, who, in the present day,
proclaimed truths such as these. They desired that this man,
freed from the petty cares of bread-winning, should continue
to proclaim so elevated a view. The Norwegian Storthing voted
Ibsen an annual grant, and thus a modest competency has for-
tunately been assured to the poet for the future.!

B (1 appears from Jaeger’s biography of Ibsen (translated by Miss Clara Bell,
1890) that the government had granted him a ‘‘travelling stipend ” before he left
Norway. Oddly enough, it was paid him by the * Ecclesiastical Department.”



THAT which above all interests us in a poet of the present day is
the new thought that comes to life in him. Our first question is:
“ Where lies his discovery ? what is his America?” For a single
great new poetical discovery we will forgive him much ; but if he
is to gain admission to our sympathy and admiration, he must
first of all be able to point to such an one. Our whole interest
in modern Norwegian literature is dependent upon this easily
explained circumstance. Nothing is more certain than that Nor-
wegian poetry, as regards rounded harmonious forim, purity of
style, the repose which many-sided culture alone gives to a poet’s
work, is far inferior to the poetry which in Denmark concludes an
important literary period, rich in all forms and branches of poetic
art. How great a leap it seems, how deep a fall, from the classical
finish of expression in Heiberg’s or Paludan-Miiller's best poems,
and Fru Gyllembourg’s novels, to the mannerism of Bjérnson’s
earlier plays, or Fru Thoresen’s strained and laboured prose. And
yet every one prefers these works to the ephemeral aftermath
which appeared in Norway as the immediate continuation of our
own literary movement. Although Norway needed Denmark as
an interpreter and mediator between herself and Europe, al-
though the common literature of the two countries has given
Norway her training and her artistic models, yet what we Danes
especially value and enjoy in Norwegian literature is, of course,
that which appears as the beginning of a new and independent
life. The first requisite for the awakening of our sister-country’s
powers was that the flood of culture should flow so far north
that from Denmark it could spread with fertilising power over
Norway ; the next that, on the separation of Norway from Den-
mark, and her consequent attainment of independence and political
freedom, this same flood should retreat, leaving behind it its ferti-
lising deposit. The poetical growth which then shot up has

attained its most delicate and beautiful development in the story,
. 7
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in Bjornson’s peasant-novels, but its highest significance in the
serious historical play.

‘Where now in Ibsen shall we seek for the new thought ? The
Danish public have learnt to know him as a polemist. If he were
nothing more, we could found no great hopes on him as a poet;
a merely destructive spirit is not a poetical one. It is true that
every No contains a Yes; it is true that in poetry something new
and original may once in a way appear in the form of a negative ;
but this has not been the case in the prescnt instance. We shzli
endeavour to prove this assertion later on, and in the meantime
turn, as we naturally must, to Ibsen’s positive productions, his
other dramas.! If, however, we read these in their chronological
order, and come to them with considerable expectations, we shall
most certainly be surprised and disappointed. We may read on
and on without being struck by any new idea, without being
impressed by any new poetic vision. To tell the plain truth,
Henrik Ibsen has produced only one single drama that is at the
same time original and, in spite of faults in detail, thoroughly
successful ; but that one is of such importance, that it insures h1m
a high place among the poetic spirits of the north.

Henrik Ibsen is not one of the happy poets. A happy poet
is one who early, if not at once, discovers in himself a peculiar
fund of matter, of new themes, and, with each theme, a
beautiful and clear expression for everything that at that stage
of his development he is able to express. Such a poet will
probably, in course of time, be able to produce more important
works than his first, and, in accordance with the progress of his
mind, he will be able frequently to change the form or style of his
art; but each of his works will be perfect of its kind, the less as
well as the greater, and they will all, in spite of their differences,
have two things in common—the impress of beauty and of the
poet’s own spirit. It is not so with Ibsen’s plays and poems.
He makes start after start, each, as it were, the run before the
leap that is to carry him into his promised land. But for a long
time it seemed as though this leap would never be taken. His
genius cannot come to rest; it tosses about like a sick, restless
child ; now it searches within among its dreams and thoughts, but
does not find them clear or strong enough to be able to step

1 Other than Love's Comedy and Brand, that is to say, which Dr. Brandes classes
as polemical and negative.
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forth in vigorous nudity ; now it searches without, finds a delicate,
spotless drapery, wraps itself in it so as to become almost
unrecognisable, seeks for a style, nay more, a language; then it
throws away what it has found, realises at length that all borrow-
ing is pure loss, and labours until at last it finds its true self.
Ibsen found himself when, after having written his two
prentice works, Catil/ina, in Danish iambic pentameters, and 7%e
Feast at Solhaug, in old ballad metre,! he wrote, in 1857, for the
Christiania theatre, Lady Inger of Ostraat, a historical tragedy in
prose, and in the year following, 1858, 7/e Vikings at Helgeland,
a dramatic adaptation of the ancient legend of the Vé6lsungs. Both
of these are interesting works, the former especially so, although
neither possesses that strongly-marked originality which we subse-
quently find in him. Their individuality lies at any rate only in\
their style and manner of presentation, which strive more and more
towards the attainment of grandeur and power, and not in their
ideas, which strike us as familiar, and which we seem to have met
with before, if nowhere else, at least in the poet himself. He has a
peculiar propensity for varying the same motives. He goes ever
rther and farther into the depths—this is indeed the law of hisJ
progress—but enlarges his horizon less rapidly. His is rather a
deep than a comprehensive spirit. And he does not easily over-
come his adaptive tendency. We still find it in the last of these
works, T/e Vikings, which is indeed a new conquest, but like so
many conquests, associated with very extensive plundering. In
order to gather characteristic and.lively traits of ancient life for
his play, Ibsen has picked out effective bits from many different
songs and legends, and, as Goldschmidt once aptly expressed it,
has actually “scoured ” the old sagas. When he is not adapting
from others, he adapts from himself. Look at his characters, for
instance. He is like the artist who always employs the same
model; seated he is Brutus, standing, Christian IV.; in a chiton
he is Achilles, nude, he is Samson. Itis a great convenience for
a poet to be what in former times was called. sudjective, for then
he has always his model at hand. In Lady Inger of Ostraat, we
find Ibsen’s favourite type, with peculiar qualities, but still easily
recognisable. Vaguely, and in the widest signification of the
words, this type may be characterised as ‘the very devil of a
fellow,” an expression which may be understood in both a good and

1 And partly in prose.
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a bad sense. The principal male character in Lady Inger is the
Danish knight, Nils Lykke, a man, as his name! presages, d
bonnes fortunes, a Don Juan approaching middle age, like Catiline
irresistible, ambitious, and highly talented. As though to complete
the analogy, the poet has utilised afresh the fundamental motive
of Catilina, the punishment of the tardily converted libertine
through a love-affair with a girl who loathes and curses him,
because he has brought dishonour upon her sister, and laid her in
her grave. As with the characters, so with the relations in which
they stand—Ibsen  reverts again and again to the same con-
juncture.
He delights in placing a strong, richly endowed, fully
/developed masculine nature between two women, one fierce and
the other mild, one a mannish valkyrie or fury, and the other
tender, lovable, and of womanly gentleness. Thus he placed
Catiline between the terrible Furia and the gentle Aurelia, his
wife and guardian angel; thus he places Gudmund, in /e
Feast at Solhaug, between the “ Ragnhild” and “ Regisse” 2 of
the play; and thus, in Z%e Vikings, he places the Sigurd of
the legend .between Brynhild and Gudrun, or, as they are here
called, Hjordis and Dagny. In the same manner he afterwards
‘places Brand between the wild woman, Gerd, his evil genius, and
his wife, the delicate and feminine Agnes.
In opposition and contrast to his hero, he then sets up a
’weak, subordinate, masculine character, first caricatured as Bengt
” lin The Feast at Solkaug, but subsequently acquiring more and
more importance, and developing into the honourably human,

o
, !
/
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\ > the prosaically estimable man, who stands to the demigod or hero
- as the commonplace character to the genius—a defa who can
never become an a/pha. Thus in The Vikings we find the brave,
honest Gunnar opposed to ‘the romantic hero Sigurd, who does
not indeed, as in the legend, ride through the fire, but does fight
with the bear; and thus, afterwards, in Love's Comedy, Guldstad,
the sensible merchant and good husband (to be) is opposed to the
ideal Pegasus-rider, Falk. But the one has the labour, the other
the reward. It is Gunnar and Guldstad, the pedestrian pair, who
win the two enchanted princesses whom the knights on horse-

<

* 1 ¢¢Lykke* means luck or good fortune. The nax'ne, however, is historical.
? Characters in Henrik Hertz’s Svend Dyring’s House. As to the relation
between this play and 7%e Feast at Solkaug, see pp. 49 and 89.
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back rescued. Even a Volsung name is found in the modern
poem: the heroine is called Svanhild, and the legendary associa-
tions of the name are dwelt upon.

It cannot be denied that this poet puts his talent out at
usance; but we take a mistaken view of the matter if we see
nothing more in it than this ; for what is this circling around the
same fundamental thoughts, this deepening of the same tracks,
and_this incredible obstinacy in-investigating.a narrow range of _
great fundamental relations—what is it but the poet’s ever deeper
abfsorption in_himself ? Oné Teels how he digs down into his
own inner being, and, like the treasure-seeker, little by little
loses interest in every other treasure than the one he is in search
of. And is he not always getting closer to it? The dullest
reader who compares these works will see that each fresh one
means an advance, that with each one of them Ibsen has gone a
step, if not farther, at any rate deeper.

It is not difficult to place our finger on the interest which
directs his choice precisely to these subjects. One can see what
it is that attracts his mind, as by ties of kinship. We here find
our polemist once more. His ideal, like that of other recent
Norwegian poets, is one made up of greatness and strength,
of passion and will, and of will upborne by passion; but it im-
poses a polemical attitude towards his contemporaries upon
this poet, who has never, like the writers of the peasant-story,
attempted to depict a vigorous present-day life. Strength of will
is to him the really sublime; it is that around which his thoughts
again circle in Brand, just as purity of will is always, for Paludan-
Miiller, the centre around which everything turns.

Again, we find in all Ibsen’s works the polemical poet’s taste
for the tragical, and the restless melancholy by virtue of which
he seeks intensely thrilling incidents, and terrible, paralysing
situations, in which great strength is wasted to no purpose.
Take a single instance: in Lady Inger, the protagonist is a
woman of rare intellectual powers, placed in a high position,
at the head of her people, with all eyes resting upon her.
She is born to be the leader of this people’s revolt, born to be
their deliverer from the dominion of tyrants. The sacredness of
the cause, the enthusiasm of her soul, her wisdom, her courage,
the vows of her youth, everything combines to incite or compel
her to act and conquer, But she is unable to stir, she dare not

)
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lift a hand, for a son, the fruit of a secret, unlawful attachment,
is a hostage in the enemies’ power. Her fear for his life paralyses
her all her life through, and at last she herself has him murdered,
taking him for another, and believing that this crime will save
him, and pave his way to the Norwegian throne. Like Hjordis
in The Vikings, she is most cruel to him she loves best. A
situation such as that in which this woman is placed calls to mind
Puget’s famous group of Milo defending himself against the
attack of the lion, but writhing in vain, without being able to use
his mighty strength; for while one hand is in the lion’s mouth,
the other is held fast in a cloven tree, whence it is impossible
for him to wrench it loose.

Lastly, we find here, where nothing is entirely good, but
where powerful pathos, flashes of great thoughts, and a high
reflectiveness are never lacking, the same fundamental principle
which we learned to know in the polemical poems. There we saw
it as sparks from the fire of enthusiasm, and heard it as the
crack of the spirit's whip. But neither there nor here do we find
a single, tranquil stream flowing direct from Nature’s spring.



II

THEN comes Tke Pretenders. The play appeared in 1864, and
thus stands between the two polemical poems. And what is it
that T/e Pretenders treats of ? Looked at simply, it is an old story.
We all know the story of Aladdin and Nureddin, the simple
legend in the “ Arabian Nights,” and our great poet’s! incompar-
able poem. In 7%e Pretenders two figures again stand opposed to
one another as the superior and the inferior being, an Aladdin and
a Nureddin nature; for it was towards this contrast, with which
the poetry of the century begins here in the North,2 that Ibsen
had hitherto unconsciously directed his endeavours, just as Nature
feels her way in her blind, preliminary attempts to form her types.
Hakon and Skule are pretenders to the same throne, scions of
royalty out of whom a king may be made. But the first is the
incarnation of fortune, victory, right, and confidence, the second
—the principal figure of the play, masterly in its truth and
originality—is the brooder, a prey to inward struggle and end-
less distrust, brave and ambitious, with perhaps every qualification
and claim to be king, but lacking the inexpressible, impalpable
somewhat that would give a value to all the rest—the wonderful
lamp. “I am a king's arm,” he says, “mayhap a king’s brain as
well; but Hakon is the whole king.” ¢ You have wisdom and
courage, and all noble gifts of the mind,” says Hakon to him;
‘““you are born to stand nearest a king, but not to be a king
yourself.” :

With Hakon the very reverse is the case. He is no abler
than the bishop, no bolder than Skule, but yet he is the greatest
man. For who is the greatest man? ¢ The boldest,” says the
warrior; ‘‘the man of greatest faith,” says the priest; but Bishop
Nicolas explains that it is neither of these :—

1 The Danish poet, Ochlenschliger.
2 Qehlenschliger’s A4/addin appeared in 1805,
13
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“The most fortunate man!is the greatest man. It is the most
fortunate man that does the greatest deeds—he whom the cravings of
his time seize like a passion, begetting thoughts he himself cannot
fathom, and pointing to paths which lead he knows not whither, but
which he follows and must follow till he hears the people shout for joy,
and, looking around him with wondering eyes, finds himself the hero
of a great achievement.” :

So fortunate is Hakons ¢ Does not everything thrive with
him ?” cries Skule :—

“ Does not everything shape itself for the best, when he is concerned ?
Even the peasants note it; they say the trees bear fruit twice, and the
birds hatch out two broods every summer, whilst Hakon is king.
Vermeland, where he burned and harried, stands smiling with its houses
built afresh, and its cornlands bending heavy-eared before the breeze.
"Tis as though blood and ashes fertilised the land where Hakon'’s armies
pass ; ’tis as though the Lord clothed with double verdure what Hakon
had trampled down ; ’tis as though the holy powers made haste to blot
out all evil in his track. And how easy has been his path to the
throne! He needed that Inge should die early, and Inge died: his
youth needed to be watched and warded, and his men kept watch and
ward around him ; he needed the ordeal, and his mother bore the iron
. for him.”

What an Aladdin! And yet he is something far more than,
something quite different from, Aladdin; half a century lies be-
tween him and Aladdin.2 He is more than the victorious favourite
of fortune, whose desire is one with its fulfilment, and whose be-
hests are always obeyed. He has something besides and beyond
good fortune, something stronger and higher than good fortune,
which therefore raises him above Aladdin. This something we
may for the present designate as the right. Right has no place
in Aladdin’s sphere; when Aladdin is right, it is only because
he cannot be wrong. A concept so remote from unsophisticated
nature as ‘“right,”” a concept so entirely the product of reflection,
so inseparable from civilisation and reality, could only by an
error on the poet’s part be brought into relation to Aladdin.

1 Den lykkeligste mand. The word lykke means not only luck or fortune, but
happiness. To render /ykkeligste completely, we should require a word in which
the ideas “fortunate ” and ““happy ” should be blent.

2 Again, of course, an allusion to Oehlenschldger’s hero.
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Right is the outward manifestation of the good in a community ;
not indeed the good itself, but its exterior aspect. The moral
idea, however, is far too fixed and hard to allow of its finding a:
place in a poem like Aladdin ; it tears the poem to pieces wher-
ever it is thrown in, as a stone tears a fine, fluttering tissue of
threads. Heiberg has made this remark: ‘‘ The moral idea is.

.too heavy for the fairy-like, fantastic material that does not

yet . . . know the difference between good and evil.” But in
The Pretenders we are within the historic domain, and have the
firm ground of reality beneath our feet. The taste for the his-
torical in our day has succeeded to the bias in the immediate past
towards the symbolic-ideal ; the partiality for the strictly-ethical
(sometimes also for the narrowly-pietistic) has supplanted the
worship of beauty ; sympathy has turned from spiritual symbolism
to the life of action and achievement. Fortune is a concept be-
longing to the purely natural way of regarding life ; right carries
us at once into the ethical sphere. That speech, therefore, is a
most profound one, in which the evil genius of the play attempts,
by a single word, to subordinate the moral to the purely natural
point of view.

“The right is Hakon’s, Bishop,” says Skule; and the Bishop
replies: “The right is his, for he is the fortunate one; ’#s even

" the summit of fortune, to have the right. But by what right has

Hakon the right, and not you ?” What an utterance! What
depths must there not be in the mind of the poet who can con-
ceive a thing like that! At a single turn of the wrist, in a flash
so rapid that the eye can scarcely follow it, Morality is thrown
at the feet of Nature, the ethical dissolved in the metaphysical.
“ With what right did he obtain the right?” This question is

" an attempt to get behind Morality, to attack it in the rear, kill it

from behind. But the feat cannot be thus achieved. Morality
puts on double strength, for the very question that would evade
right employs the word ‘“‘right,” This one speech affords us a
measure of the progress from Oehlenschliger’s period to Ibsen’s.
But we said that right was only a provisional designation for
the something which Hakon possesses over and above the gifts of
Aladdin. It is even possible that he has not the formal right at
all. “But,” exclaims Skule, “ e Zimself believes it—zkat is the
h