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woa onuaoia éxer n UraeEn Tov AeEol 6ntmg eival: Mg TEOIGV WOLWTIXIG TEWTO-
Bovhiag evig nBomToL0U, Var dDOEL piat TEMTY Aoy} TOU CUVEAOU TV NOOTOLHY
omv EALGa, o ogonourt] eiEva g vorQuixris, ot deEapevt mooommoyQapt-
AWV TMQOPOQLAV YLAL TO WO TOV BEGTOOV, GITOV UELOUNTIXE #VELAQYOUV (e TOOTTO
OoUVTEUTTIXG OL VINEETES Tov Atovicov. H povayui avni andrewpo aEiCer Oavpa-
OUG yiat Tov eVOOUoLaopS %ot ) BEAom evog avBpdmov, Tov VIMOEL TIg avay®ES TG
€O %O TOL ®AddoL TOU ®at dtaB€TeL MV evanobnoio xow My TOAm Vo emmpiodel
TO £QY0 TG OUYREVTQWONG ®ail CUAAOYNG TOU VAKOU %O VO TO TTUQOVOLACEL [ EVaY
TEOT0 ApEQGANTTTO, O(RaLO, MTO %Ot OVIETEQOD, %Al OUYXQEOVMS, e T BoriBela T
Mapiag AGTov xaL Tov exd0ToU 0lixov Andwv, 1e TO6To *ahaiobnTo, evtapov-
otaoto rat, Oa €heya, yontevtrd. Ilgdrertal yia éva amdrmuc tov Beatpdguhov a-
Vayvootxol ®owol alhd zar om Beatporoywrt] emoniun Bo pelver yio ToMG
XOOVLL QY0 avapods ko deEapevi yvioewy, womov va fedel dAlog (1] pdrhov
GAhou) va emavahdpel Tov ABAO ot - avamdpevrT) adixict TG LOTOEINS - VoL TO TaL-
Q0VOLAoEL BEATLIOUEVO %t oxlpa o Thovoto. AALd tdte (owg T0 BEOVRE HGVO Mg
database mo. oto computer. Qg Tote, aEd Tig duorohies xan afefardmreg, Ha xom-
OLLOTIO|OOULUE ILE EVYVWIOOUVY TO UVNUELDOES VTS €QYO.
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To dLeBVES eVOLAPEQOV YLOL TOV TTUTEQX TOV HOVTEQVOL BEATQOU, 0T OTROPH €-
VGG VEOU audva xow AL, ovveyiCetar pe apeimm) évriaon xat eival oav vo €xeL -
doamBel avd mv vgrilo 1 temoiBnon tov IMakaud, Gt TEGRELTAL Yiat TOV ROQU-
@aio dQUUATOVQYG TOV HOVIEQVIOROV, TTOV (0MG GUYXQIVETAL HGVO pe Beatourd pe-
Y€ evog ZalEmmo %L evog Awoyilov. Mdptupag autou Tov evalagpEpovtog eival
e IO oS PLphoyoapies, pekéteg PLOYQUPLRES, EQUNVEVTIXES, dOAUATOVQ-
Y€, BEATOOAOYIRES, TAQUOTATLOYQUPIKES, ORAVILVAPOAOYIRES, CUYRQUILKES, e~
Aéteg mSohyng xar duddoong, wiumong xar emEEOUOU, PELETES TOMTIXES,
YAOOGOAOYIRES, ONUACLOAOYIRES, YUYOLOYIRES, YuXAVOAVTIRES ®aL TTdEL AéyovTag,
ueréteg mov PAETOVV TO QWS TS SNUOCLETNTAS ROL XEVTQILOUV TO EVOLAPEQOV EVAC
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gvEUTaTOV avoyvwotixol xowov. Ta mepuoodtepa mahoudtepa pehetipata ivor
OUYAEVIQMUEVA OTOVG TOOUS Tov Ibsen Yearbook (and to 1952) waw Contemporary
Approaches to Ibsen (1965/6, 1970/1, 1975/6, 1978, 1983/4, 1988, 0 7°S tépog 1991 me-
oL€xeL xa Prprioypapio, o 895 tépog dMnpoatevmxe to 1994). Ou o onpovTivés pe-
Aéteg v Tedevtalov eTdv elvar oe emhoyn ou €€ (tapoheintw ™y Thovola Pi-
Bhoypagia ota vopPnywxd): James McFarlane, Ibsen and Meaning, Norwich 1989
Inga-Stina Ewbank, «Henrik Ibsen: National Language and International Drama»,
Contemporary Approaches to Ibsen, vol. VI (Oslo 1988)" Asbjorn Aarseth, «Peer
Gynt» and «Ghosts», London 1989+ Daniel Haakonsen, Henrik Iben’s «Peer Gynt»,
Oslo 1967 Brian W. Downs, Ibsen: The Intellectual Background, Cambridge 1946
Errol Durbach (ed.), Ibsen and the Theatre: The Dramatist in Production, New York
1980 Elenore Lester, «Ibsen’s Unliberated Heroines», Scandinavian Review 66/4
(1978), 0o. 58-66° Evert Sprinchorn, «Ibsen, Strindberg, and the New Woman», M.
Bertin (ed.), The Play and Its Critic: Essays for Eric Bentley, Lanham, Md. 1968, oo.
45-66" Elizabeth Robins, Ibsen and the Actress, New York 1973 (1928) Henning K.
Sehmsdorf, «To Romantic Heritage: Ibsen and the Uses of Folklore», in: Oscar
Bandel et al. (eds.), Nordische Romantik, Beitrige zur nordischen Philologie XIX
(1991), oo. 160-165 Edvard Beyer, Ibsen: the Man and his Work, London 1978
Johnston Brian, The Ibsen Cycle: The Design of the Plays from «Pillars of Society» to
«When We Dead Awaken», Boston, Mass. 1975 George B. Bryan, An Ibsen
Companion: A Dictionary-guide to the Life, Works, and Critical Reception of Henrik
Ibsen, 1984+ Yvonne Shafer, Henrik Ibsen: Life, Work, and Criticism, 1985 Errol
Durbach, Ibsen the Romantic: Analogues of Paradise in the Later Plays, 1982" tov (dt-
ov, «4 Doll’s House»: Ibsen’s Myth of Transformation, 1991 Charles R. Lyons,
«Hedda Gabler»: Gender, Role, and World, 1991 Brian Johnston, To the Third
Empire: Ibsen’s Early Drama, 1980 Richard Hornby, Patterns in Ibsen’s Middle Plays,
1981, Ronald Gray, Ibsen - A Dissenting View: A Study of the Last Twelve Plays, 1977
John S. Chamberlain, Ibsen: The Open Vision, 1982- Barbara Fass Leavy, Ibsen’s
Forsaken Merman: Folklor in the Late Plays, 1988 Bruce G. Shapiro, Divine Madness
and the Absurd Paradox: Ibsen’s «Peer Gynt» and the Philosophy of Kierkegaard, 1990
R. Ferguson, Ibsen. A New Biography, London 1996 »t\. xth. Kot avagpéom uévo
mv ayyAdpwvn fiphoyoagic. Aé avti v mhotola ecodeia Ba TaEoVoLEom o
avolTRd €80 TOELS TOUOUG, TOU RABREPTICOVY TIg OUYYQOVES TACELS TNG OXETURIS
€QEVVOG.

O mpwTog TOPOS emdL%EL VO dOEL v emomteic Tov onueEwvou scholarship
yiee 70 NopPnyd dpapatovpyd. Zexivdet ' €va YoOoVOAOYIRG TIVORA TWV KVQLOTE-
owv proypagurav yeyovotmv (0o. XIV €E.) o ‘Tyev, Eexwvaiviag and €oyomm €v-
deLa na QrayeLa, wg FonBOg PUOUAROTOLOY, TTOV ATOTUYXAVEL OTIS ELOXYWYIXES €-
Eetdoeig Tov [avemompuiov, el Ta tepuoodtepa yodvia g tong Tov extég Nop-
Bryilag: Agéodn, Mdévayo, Poun, ta raloxaipio otig Alrtelg tov Notov Tupdhov,
TOUG YELveS otov Itahxd Noto® ta mepLoodtepa amd ta 25 dpauatird tov £oya
gyovv yoagel oty Itahio. O Onteieg 1oV wg «dpapatoveyot» ato vopfnywxd Béa-
100, 010 Bergen xat 1o Oslo, 1jtav pdrhov amotuyies. AxohovBel wo epyoyoagpio
(00. XXI €E.)" EexwplCovy ®vping, pe To6mo ®dmmg ouppatind, TOELS PAOELS: 1) QO-
pavuxt dpapatoypagic amd v wtopia xat puboroyia ms Noppnyiag (pdon mg
xotdoTuong Tov E6vixov Noppnywot Oedtoov), Ta doduata Tov %ovmvirol pea-
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MopoU, xat To dQopoTird €QYC ™G OYLUNG PAONS UE CUUPOMOTIRES TTQOERTAOELS,
Gmov epgaviCovrar ®ou Tdil BpUhol xat TaEadGoELS TOu Aaixol moltiopnov. O
“Tyev ouvevavel, drwg xaw o akaudg, Tov tapadootaxd Popavtopud pe to veopo-
ROVTLXG XVIJLOTE TS OTEO@YIS TOV cuddva. H ayeddv amoxheriotinn dpapatoypapio
(to 1871 exdidel xat Evay TOPO [E TOMUOTA) EXTEIVETAL O £V XQOVIXG didoTpL
arntd 1o 1850 wg to 1899 %o xohvintter axQLBs to deiteQo uod Tov 199V audva.

O 16 peréteg tov Tépov axohovBolv o xeovoroyxj oelpd: Eextvoulv pe to
€oya ™G viotg tov: 1) Asbjorn Aarseth, xaBnynnig mg Zxavdwvafohoyiag oto
Iav. tov Bergen, aoyoheltar pe ta mowtoleta: «Ibsen’s dramatic apprenticeship»
(00. 1-11)" pe 10 mEwTo dpdpa, e B€pa and ™ Pwpaixg wropia, Catilina (1850)
®aL 10 povompaxto Burial Mound, mov malyxOnxe to 1850 oto Xpiotdvia-O£arpo
oto Oslo pe wotopuxj veéBeon and tovg Bixwvyxs. Xonowpomouwd tovg ayyhirovg
TTAOVG VTl TV VOEPNY®V (UE EAAN VLT HETAPEUOT) TNV TEQITTWON TWV EQYWV
7OV deV €XOVV PETaQOTEl oTar EAMVIRG ®a TOMTOYQOpN Ol TNV EAMVLRY OxN-
vN. St. John’s Night (1853 Nvyra tov An-Tiavvy) elvor po xopmdio pe Eotrd xot
vepdudeg, evd ) Lady Inger (1855), wov myv (dua xpovid magiotdvetar oto Bergen,
€yeL mepimhoxrn LoTopux1} LTGBEON ®aw delYVEL TG O VENQOS dQUUATOYQAPOG EXEL
APOUOLDOEL TLS DQUUATOVEYIRES TOODLAYQUPES ™S Yohhixiis Tapddoong Tov piece
bien faite (tov «xaloypapuévov» €pyov). H mapdotaon ritav amotvyia. To The
Feast at Solhoug (1856) elvaw €va huptxd dpdpua, To omoio faoiCetal oe BpULoug ®at
TapaddoELs, ov pateye o dlog amd tg dutrég axtég g Noofnylag, o diver
™MV aBEVTLRY aTUGOQULEO EVOES AXTXOU TavyuELOY, GITmg TO atoLtovy oL Bgpatt-
%EG naL LOEOLOYIRES TEOALAYROPES TOV EBvivoy Popavtiopoy. "Hrav n mowm Bea-
o) emrvyia Tov 28 povou twpa dpapatoypdgov. To 1857 dnpootever xat €va
dAho dpdpa, o omoio otnEitetan oto v avtd, Olaf Liljekrans, o tehevtaio €o-
Y0, Tov avefaivel oto Bergen.

Tn ouvéyewr oV avdivon Tov dQapaTrdy €oymv maQovoldler o Bjorn
Hemmer, xafnynuig Aoyoteyviag oto Trondheim xau Oslo, 2) «Ibsen and historical
drama» (00. 12-27)" aoyoheitar a@yurd avalvtxd pe 1o €Qyo Avtoxodrwe xar I'a-
AMdaiog (1873), tov fTay %ot TO TEAEVTALO TMV LOTOQLXMY TOV dpapdtwv (eEAANvIxT
netdgoaon mgs Avvag Bapfagéoov, Abrva 1977, «Awddvn», Iayxdowo B€atpo
0.78/79). Elyav mponyn0et Ta waiixdora tov Helgeland (1858), it pe O€pa amd
BpUhovg yia Toug Binwvyrg, Ot uvnotijoes tov Bodvov (1863), mtov eivan (0mg To 1o
onuavtrd dpdpa omtd v wtopia ™mg Nopfnyiag. «The three central characters,
Haakon, Skule and Bishop Nicholas, respectively represent the monarchy, the
aristocracy and the church, three traditional rivals for power. In the drama Haakon
is presented as the only one of the three with a clear vision of the needs of the
nation; he means to serve his country by bringing to an end the devastating internal
factions. This is his “kingly thought” and his mission» (0. 19). H vté0gon, wg yviioto
QOpaVTIZG dOAa, ®iveltal 0” €va LoToEWXO - EBVIXG emtimedo, ®aL OF EVa ATOUHKG-
TEOOWILXO e EQwTeS, PLhodoEieg rat (vipryreg. Elvan, 6nwg eimaye, to tehevtaio
10ToEw6 Tov €pYo. «It is a rich work which opens windows to things both historical
and contemporary, both individual and national - and to the author himself.
Henceforth there could be no doubt about Ibsen’s rightful place among Norway’s
leading writers. What is astonishing is that after completing this major work of
national historical drama he should then abandon this literary genre for ever. The
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reason is to be sought only partly in the fact that he thereafter distanced himself
from the daily life of his country and its people by entering upon a twenty-seven-
year self-imposed exile from Norway; it was also that the impact of events destroyed
any faith he might have held in the Norwegians’ right to lay claim to their own
proud history. His dream of linking past and present, of creating some kind of
national renaissance, was devastatingly destroyed. He woke to the realization that
he had been held captive in a nationalistic myth» (0. 21). H avurapdfeon Avro-
xpdrwo xat T'akiaiog yivetoaw TAEOV OTO €MTEDO TMV TEOTHTWMV Ratl TWV LOEWDV:
EMnviopdg zor XoLotaviopds: 1) oUyrQouon YIVETUL OTOV E0MTEQLRO ROOUO TOU
avtorpdropa Iovitavou. To €pyo Bolonetal 1dn 0TO HETAIYULO TOV LOTOQLROU dQd-
HaTog, oty UeTdfacti Tov oty xowwvixy xortxkiy: «On the one side the drama
refers back to his earlier metaphysical and mission-inspired authorship; on the
other it points forward to his realistic dramas with their focus on individual
emancipation» (0. 25). Epugpovij oto €0yo eivar o {vn ™G LotoQuxtig Stahextinng
tov Hegel, yiati xaud mhevod mg obyrpovong dev dtratdvetar amd udvn me.

To emdpevo perémpua, 3) «Dramatic and non-dramatic poetry» (00. 28-57) tou
John Northan, oudtipov zaBnynm yio ovyyeovo xat ovyxottrd dodua oto Iav.
Bristol, aoyoleitat ®vplwg e to dpdua Brand (1866), exeivo to meQieQyo €0Y0 Lo
tov ouyyoovo athleta Christi, Tov ABpadu, wov agivel va teBdver n untéoa tov, 1o
soud ®aw 1 yvvaixa tov, yio vo amodeEeL, 1600 motdg eivar ato Oed: ) v o-
vIiBeon 0TO HOUVTO el TOAM) TEOTECTAVTIXG AUTO £0YO YLOL TNV QOWOTHUEVY NBOo-
hoyia amd EMhenym Yuyrot oBEVoug, eival 0 PAVTOOIOTAMXTOS %atl ALOVINS OVHQL-
wog Peer Gynt (1867), popavurd pove-0pdua yio Tov eEAagOiorinTo oma, Tou
OUVaVAOTREPETAL VEQALOES *a EwTrd now Tapauehel ™ y\wn yuvaixo tov, mv
Solveig, wov tov axolovBel eBerovurd: opeilel TOMG 0T0 TEWTO HEQOC TV Faust
tov Goethe, av xou n Gretchen evoapraveL ®oL T0 EAxVOTIXG £0wTRG ONAVXE, TOU
Botoner o Peer otig vepdudeg, #an 10 mapBevind xan abbo mhdoua, To oroio evoaQ-
xaver 1 Solveig. Kau ta 90 1600 dragopetind €oya eivon yepdta and monon: W
QUTIV QO OAE(TOL TO UTTGAOLTTO TOU HEAETIUATOG.

Me g ®oumdieg xotamdveTal 10 enopevo pehémua, tov Robin Young,
Lecturer oto Univ. College g Ovahiag o ovyypagéa g pwovoypopiag Time'’s
Disinherited Children: Childhood, Regression and Sacrifice in the Play of Henrik Ibsen,
1989, 4) «Ibsen and Comedy» (00. 58-67), dnhadi ™ vepaido-rmumdia St. John’s
Night (Nvyra tov An-Tavvy, 1852/3), mv Kwuwdia s Aydnns (1862) nav The
League of Youth (1869, Lystspil, dnhadn »opmdia). O Bjorn Hemmer, ovyypagpéag
%ot Tov devteQov regaraiov, avamriooel o B€ua 5) «Ibsen and the realistic
problem drama» (00. 68-88), avaiiovrag To TECOEQ €0y TG XEOVIXIG TEQLGdOUV
1877-1882: Ztyoiyuata g xowawvias (1877), Népa 1j to KovxAdomiro (1879), Bov-
xohaxes (1881) naw O exbods Tov Aaov (1882). Mall ue tov Georg Brandes o "Typev
AAVTNOLALEL TNV ATGOTION TTOL XWEITEL TN ENTOQLAY TG TOMTIAIG TV NUEQWY TOV
amé my moaxTry® pue PAom aropurd TEORAUATH dQUUATIRDY TEOOWTMV Oiyel ye-
viroteQa. ®owvmvixd nuijpata. O “Tyev motéoo dev Bepnoe TOTE TOV £UTS TOV
eahoT. ZT0 %EVTQO TOV TEOBANUATIONOU TWV EQYWV CUTAY TQOYMWQEL 1] EMOUEVN
uehém, tov Gail Finney, xabnynuj g YEQUOVIXIG ®at OUYXQOLTRIG Aoyoteyviag
oto IMav. mg Kahgpdpviag, ovyypagéa mg povoyoagiog Women in Modern
Drama. Freud, Feminism, and European Theater at the Turn of the Century,
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Ithaca/London 1989, 6) «Ibsen and feminism» (00. 89-105) o "Ipev dev mapadé-
YUXE TOTE WG EQYAOTNRE TUVELINTA Yot TO Yuvaurelo vivnua, alhd tomobémoe
10 DiTUa AUT6 0To TAGIOLO LS YEVIXGTEONS OTAONS VOQWITLOUOY ROL KOLVWVIRIG
%OUTXNg. QOTE00 TOMG 06 TaL £QYC TOV €X0VV 0UPHS, WG ATOTEAETUN TG OTAONG
autic, wae otpdrevon vrée tou gepwviopov. Kau m yvvaixa tov, Suzannah
Thoresen, xaw 1 Oenj pntépa e, Magdalena Thoresen, AavéCa ovyypagéag nat
SpapaTovEYSS, EXTROCWITOVY TOV THTTO TS duvatig #at anerevBepmuévng yuvai-
%ag Y0EIS ®owmvirég mporatalypers. Idiwg 1 Nopa npooiigbnre o 6An mv Ev-
Q0N WG QYO TG ATEAEVBEQWONG TG YUVAIXAS A0 TOV TATELVWTIXG TS KOVOVL-
%6 QOO 0TV avdQOXQATOUNEVY aoTLrY ®owmvia Tov 199V awdva. O Tyev dnui-
00pyNoe TOAOUS avdQLROUS YUQAXTHOES, AL Ol ETAVALOTUTNHEVES YUVAIXES TOV
Hrav To EVILTWOLURES, TOVAGXLOTOV Yiot TV oy TG TEdoAnyiig Toug: n Lona
Hessel (Zmyoiyuara s xowwviag), n Nora Helmer, | Helene Alving, n Rebecca
West (Rosmersholm) wav vy Hedda Gabler. O James Joyce onpewdoer to 1900:
«Ibsen’s knowledge of humanity is nowhere more obvious than in his portrayal of
women. He amazes one by his painful introspection; he seems to know them better
than they know themselves. Indeed, if one may say so of an eminently virile man,
there is a curious admixture of the woman in his nature» (0. 93). O peydhot yuvar-
%eloL gdhoL Ty Pacxdv £gymv Tov Tyev mpooelxiovy Ewg OUEQX TLS TTLO OTTOU-
dateg nBomoLolg 0° GAo TOV #GoUO. Zuyvd ot Beatourol autol QOAOL €X0VV CUYRE-
%QUEvVa paypotrd pdtuma. o tig yuvaixeieg nowideg tov “Ipev whder xaw 1o
endpevo xe@darato: 7) «The middle plays» (00. 106-125) Tov Janet Garton, Senior
Lecturer g Zxavdwapohoyioag oto [Tavemonjwo mg East Anglia, mov avaliel to
Rosmersholm (1886), H xvod ¢ OdAacoas (1888) wow Hedda Gabler (1890),
Rebecca, Ellida, Hedda, aouviifioteg yuvaixeg, 6mmg ®oL T OVOROTd TOUG 0T
voppnywd. «In Ibsen’s plays, as in the society of his day, women’s chances of self-
realization are largely dependent on the attitude of the men nearest to them, and it
is the reaction of the men wich is the key factor here in deciding the outcome.
Wangel has wisdom enough to realize what his wife needs, and courage to give her
it; whereas Rosmer practically demands that Rebecca sacrifice herself and the men
in Hedda’s circle between them corner her like a trapped animal» (o. 107). O yv-
voarrelot QOAOL Tou “Tpev €XOUV TEOOPEQEL TAL PEYLOTU OTY YUVALRE(X VITORQLTUAN
Tov 2000 cuva. To mEiTo amd Tor €Qya awtd, Rosmersholm, onpaiver xow pio. -
OTEOEY OTO ROOUO TOV VOQPN YRV TaQadGOEMV, TTOU UETA TN Acviry ®uoLapyia €-
7l audveg amordpfavay 1o 199 cudva OLaiTeEn EXTIUNON KoL ETUOTNUOVIXY (PQO-
viida wg texpiole g mohawds eBvinig tavtdmrogs. Telelwg petatomonévn oto
wBré orowyeio elvarn nowida tov devitepov dpduarog H Kvod tns Odlacoag, mov
€yeL durt TEOEAEVON %L AVIREL OTOV EEVO, EVOAQRWON TOV TVEVROTOS TG BdAao-
00g, av o Tov agveital 0to t€hog. Me 8) «The last plays» (00. 126-154) aoyohei-
tau 1) Inga-Stina Ewbank, xabnyijtowa oto IMav. tov Leeds, dnhadij ue tov Agyré-
xtova Xoives (1892), to Mixoo Eyolf (1894), John Gabriel Borkman (1896) nou
‘Orav Evvovue eueis ot vexooi (1899). «... the four plays also clearly have thematic
concerns and formal and stylistic features in common. In their preoccupations -
with the alienated artist, with the a-morality of the creative impulse, with strange
and mysterious areas of human consciousness - and in their challenge to the
conventions of realistic, bourgeois theatre, they are very much on their time,
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products of a decade in European literary and dramatic history which saw the
flourishing of Symbolist theatre and the beginnings of Moderism» (0. 127). ITodxet-
TaL €V TOALOLG Yol TOV TROPANUOTIONS TOU ROAMTEY VY, O OO0 CVOLUETOLETAL UE
g duvdperg Tov xat 1o £pyo Tov (to 1891 dnuootevetan The Picture of Dorian Gray
tov Oscar Wilde). Qotéoo xaw o té0oepa €y eivat oA daoQetind petal
TOUG, TOOTTOL KOt OPOUOL TNG CUTO-OUVELINTOTOIONG *att Ty VIdLX TOV GuYyQapEn
ue T ovpPatinés TEoadoxies Tov xowvou tou: «By the 1890s Ibsen’s “tradition” was
largely his own corpus and, without wishing to make him into a complete solipsist,
we may understand his late dramatic art in terms of how he marks and manipulates
the conventions he has himself established. His audiences and readers had come to
expect plays that created an illusion of reality and that contained individuals in
quest for selfhood, driven to realize their idea of themselves, against obstacles
raised by their society. The last four works, in a number of ways, play with these
expectations, both fulfilling and subverting them» (0. 130). Ot T'dAhot ovpporiotéc,
®vpimg 0 Maeterlinck, xahwodpilay ta tehevtaia €0y TOU WS Wt OTROPT] TQOS TO
Zvpfoloud av ot to TEdypato dev eival 1600 amhd: otov Mixpd Eyolf, and tov
omoto o IMahapds pog €xer dnoet puo ouvapmaotxt teeryeay («Ptwyd mandi»,
Amavra, tou. 12, 00. 262-268, B\. eniong B. [ovyvep, O Ialauds xat o Oedrgo,
Abhjva 1996, 00. 747 €., onu. 1437), pubuxd otoryeio xat vatovpauitotixd milieu ot-
HOYEVELAXRMDV %Ol OEEOVOMKMDV CUVOECEMV, ALAQVIONG KAl EVOXNG OUVLITAQYOUV.
‘Ohoe atd to €Qyat €xouv g B€pa To AYTAOTO, TO AmLA0TO, TO VITEEPRATIXG. ZTO TE-
Aevtaio €oyo pdiota avapudvel o pibog tov Tuypakinva: to €oyo Téxvng, to d-
YOAUQL, IOV AVaCwOoYOVETOaL 0mtd TOV ROAMTEYVY.

Ta endpeva ®eQALaLO TAQOVOLALOUV LAPORES TTUXES TS PLoyoapiag xat TG
dpaomodmrag Tov Tpev: James McFarlane, 9) «Ibsen’s working methods» (o0.
155-164)" 0 "Tapev fitav oAU TORTIRGS 0TV EQYAOIC TOV, OWOTO QOAGL ATtd TO TEWL
g T0 Padu. Zrapudmoe vo yodget Beatourd €0ya Hévo oTLg TEQLEAOUG, GTTou fTa
auglofnrodpevog ko avemtuyng dievBuviig tov Bedtpov oto Bergen xau oto
Oslo. T'ia. ™ péBodo epyaoiag yodgel o mpwrtog Tov Proypdgos, Henrik Jaeger:
«When he has chosen his material, he ponders it carefully for a long time before he
sets pen to paper. Much of this thinking takes place on his long walks; moreover,
the long time he takes over dressing is also given over to this preparatory thought.
When he has thought the thing through in broad outline, he writes an outline
sketch... On the basis of this outline, he then sets about giving the thing shape, and
this goes relatively swiftly... In this way the first manuscript grows from day to day
untill it is finished. But this version is then for Ibsen nothing more than a
preliminary. Only when this is complete does he feel he is familiar with his
characters, that he knows their natures and how they express themselves. Then
comes the revision in the second manuscript, and finally the fair copy in the third.
He does not allow the work to leave his possession until there is one complete fair
copy in existence» (0. 161). ‘Oha avtd B€Para pe to y€or. Mia xoovoPdpa #at %o-
ooty goyaoia. Lo mv Kvod g Odiacoas oblovial ou axpipels nuegounvieg
TV SLApoRmY aTadimy TS £QYoiag: TO TEONYOUNEVO £0Y0 Tov, Rosmersholm, dn-
pooteimxre otig 23/9/1886" and téte oUALAPPAVEL TO VEO £0Y0" OL TTRWTEG ONUELD-
oelg ywoe ™ Kvod s Odlacoag vdeyovv pohg and tg 5/6/1888, ou dudgpopes yoa-
@Ec nan S10pBBoELS TV TEdEEWV €xouv wg e&ng: A’ 10/6/88 - 16/6/88, B’ 21/6 - 28/6
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now 18/8, T 2/7 - 7/8 nan 20/8, A’ 12/7 - 22/7 won 31/8, E’ 24/7 - 31/7. Xpewaldtav dn-
Aad Wves, yio va TEAELWOOEL TNV TRWTN Yoapy. To ouyrexQLUEVO XELRGYQUPO O-
roxknowbnxre otig 25 ZemrepPoiov, axoroiBnoay ToeLs efOONAdES avTLyQapg 1t
10 £0Y0 dnuootetxre otig 28/9/1888. Zvvoho, N wvevpatia} GUAMNYY, rvogopic
%ot popgorroimon palt pe v xataypar, dtopBwon xar aviyoagy: 18 uijvec.
«Taken all together, these papers offer many a fascinating insight into Ibsen’s
creative processes. They illuminate with rare clarity the onward progress of a work’s
dramatic development, often from the first seed of an idea, through successive
stages of revision and re-structuring and re-direction right through to the
meticulously formed handwriting of the fair copy, despatched with scrupulous
timing to achieve (it must be admitted) maximum market impact. Most obviously,
these drafts show Ibsen to have been an extremely methodical writer at this
important stage of his authorship and testify to the enormous care with which he
adjusted and amended the elements in his work, refined its dialogue, re-aligned its
constituent parts, and re-worked its emphases in the pursuit of effective dramatic
communication» (0. 163). H avdhvon g uebBodouv epyaotiag €ygL onuaoio ®at yLo
TIG EQMVEVTIXES TROOEYYIOELS: TiOTE eV elvan Tuyaio 0” €va npevirs dpdua, Timo-
te dev elvol amhmg EUITVEVON TG OTLYUNS, TTEQLTTO 1 XMWOIS dQUUATOVQYLXY OXOTTL-
pémra, aviiBeta xdBe €0yo amotedrel €va VTOLOYLONEVO, HQOUATOVQYIXG EVOQIO-
VIOUEVO GUVOLO %O DG TETOLO TOETEL VOL EQUNVEVETAL.

O Simon Williams, xafnynnis doaunatoroyiag oto Iav. mg Kahgdovia om
Santa Barbara, ouyyoagéag wag povoyoagpiog, «German Actors of the 18th and
19th century» (1985) xar piog dikng, «Shakespeare on German Stage» (1990), ma-
povotdLet ovvropa ™) Beatorry otadiodoopico Twv npevirwmv dpaudtmnv ratd to 199
awdva: 10) «Ibsen and the theatre 1877-1900» (00. 165-182). H gvpmmainy modoly-
Ym tov “Tpev €ywve vupiwg uéow mg I'eppaviag, 6mov o Aovxag tov Meiningen €-
nai&e roaw tovg Mvnotijoes tov Boovov (1876), evd ta Xtyoiyuara s xowwviag
xaw 1) Noga maiyfnrav oe uwnrd Béatoa. o mpopfnuatie frav n mpdoinm
TV Bovxoidxwv (1881), mov agyird amayoQevmuray: malydnray tehrd yio mow-
™ oEd amd Toug Meininger to 1886, pe avtovg dvotEe n vatovpahotix Freie
Biihne tov Otto Brahm oto Bepohivo, to 1890 toug mailel o Antoine oto Théatre
libre oto ITaplot xat to 1891 1o Independent Theatre omv Ayyhiar to 1894 axo-
LovBel n ABjva, [e Tov TEQIPNIO TEGAOYO TS TAEAOTAONS 0td TOV EEVOTOVAO” 1)
EMGOa OelyveTaL ORETA EVAQUOVIOUEVT] ROL «YQ1YOQN» OTNV TOOOAYN TV eEe-
AEewv Tov gvpwmaixoy Bedtpov Tov povrepviopou. Eivar aiibeia, ot wg g ma-
oaotdoeLc Tov Max Reinhardt xau tov Edward Gordon Craig onig apygc tov 200V
awve o “Tpev Bemeiinre vatovpahotic. Zmv Ayyiic 1 Todohmym aQyet wg ™V
televtaio dexation Tov 199V auddva, 6mmg xaw oty Fakhia, evd om Pwoia ™ Nooa
Botorovue 1OM to 1884 omv Ayia IMetpovmohn (1891 o Mdoya). H normnn €pe-
Ee nuplog v «avnBurdmroy Twv £0ymy Tov, xat To 6Tt avifaivovy oty otoyode-
ota Tov aoTrol BedTEOoV Vo TEQTEL, OTL OEV aVAdEXVUOUV TO «wEAl0, UAG oL O-
MB€g», mov dev Poionel naveis ma oV mEaypoTRO™TA ARG Hovo oy Teyv.
«While critical controversies over Ibsen in different countries varied in emphasis
most objections were consistently repeated and hence can provide us with a means
of identifying specifically the changes his play introduced to the theatre. The most
persistent complaint was that his plays did not elevate, but focused primarily on
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degrading aspects of human conduct; consequently they were dismissed as
appealing solely to people with morbid interests. Certainly they confuted what was
then conceived to be the fundamental purpose of art, namely to create only what is
ideal and beautiful» (0. 169). H ouvmonmxi xoitxr ta €Bake zow e tovg omadoig
tov Tyev, mov ovopaoe «Ipeviroic» xat Tovg avabepdtos pali pe tovg Zootoht-
OTEG natL Ayvoonrtotég. OL TeQLOOOTEQES TAQUOTAOELS TOV diyalay ToV ®GoUo" €l-
Y€ pavatirovg omadovg xou gavatirovg £x0p0vs. Avté mov mpoxdheoe TV avti-
dpaon dev Nrav TG00 1 POPUC, TOV YONOOTONOoe TOAG OToLyeln Tov «raho-
YOUUUEVOU» €00V Tou Scribe xat Twv GAAwY, ahhd TO TEQLEXGUEVO KOL OL Y0QO-
ATEES. ¢ OGS T dpapatovgyr TeXVIRT TOU ®atoldyLlay uévo v «avemnitoe-
TTTN» TEOERTAON TG «EnBEONS» (0TOVS BovxdAaxes ovolaotind og 6ho to £0Yo, G-
TG TO OTTOLTEL TO «AVOAUTIRG» ORANA), TV EAenn dAONS RO «OEATOLRGTNTAC.
Elxov pav dAkn ahibeia, fabiteon, moaypamxdteQn, Tov OuyYEVEVE HE TG ahij-
Beieg ™G Yuyavaivong, xEuEs xar 0duvnegs: o Bernard Shaw magopoimoe v -
Peviry mapdotaon pe pa emioxeyn otov odoviiatpo («that attending an Ibsen
play was like the fascinating but painful experience of going to the dentist», 0. 172).
H mapaxorotfnon g mapdotaong yivetar yia to Beat) puo eveoyntiry diaduxa-
olo, TV amaLTel TPOTOYI, EYO1YOQON %ot AHORA *a ®AmoLo pdyBo, dev elvar ma
SLoo%ED0O, IOV TROOPEREL EECQO, 0dNYEl O° EVay ROOPO PETVTIRO %L AVUTOQATO
%o SIVEL TIVEVUATIRG, «[LOLONUEVT TQOPT]» OE ATTOYAVVMUEVOUS avB®ITOUE TTov dev
TOAMVTTQOOEOUV.

H duagpopetindmra twv dpapoanxdv oywv tov Tyev eiye cuvémneies 1600 o
™ oxnvobBeoia 600 xoaw TV vmoxrpuukt]. «The sources of the Ibsen character’s
appeal was different from those in conventional drama, consequently the
performer’s technique had to alter. Beauty in appearance, voice and gesture were
not essential attributes for the actor of Ibsen. Furthermore, traditional gender roles
were often reversed, a heroic quality being required of the women, while actors
playing Ibsen’s men had to suffer “the shameful extremity of a weak soul stripped
naked before an audience looking for heroism”. But perhaps the most formidable
challenge faced by the Ibsen actor was the questionable moral quality of his
characters, which could easily alienate them from the audience. The real challenge
to the performer of Ibsen was therefore to make the character “sympathetically
unsympathetic” as Shaw put it. All in all, Ibsen required the actor to be an
interpretative artist, critical of the role and discriminating in choice» (0. 174). O n-
Bomoldg dev €mpene va TAQOVOLALEL RATTOLOVG CUPBATIROUS «TUTOVS», CAMG TV
alnhovyia ecwTeQur@Y Yuyxtrav xotaotdoemv. H péBodog tov Zraviohdgoxt xw-
olg Ta dpapatind Egya Tov Tpev dev progel va vonbel (o (dog €xel maiEel tov Dr.
Stockmann otov Exfo6 tov Aaov). O "Tyev mp6opeQe 0T VOTOUQAAMOTIXY VITOXQL-
Ty éva vpu medio eEGornog” woTGo0 1) «tpaypatirtp» oxoMj s nBomotiag dev
anédmoe 10 PAB0S TWV PEVIRMV XaEaxTHEWV. ATG ™V dAA oL ZupuBoMoTég amé-
dwOoaY TOUG XUQUKRTHOES TOL pe Tedmo ouhlapiopévo: o Lugné-Poe oty oxnvobe-
oia mg Kvodg s @diacoag. I1diaitepa mepllymrot 1itay ot yuvvoureiot QOAoL, ®u-
plmg g «emavaotdrolac» Nopag: mv €naiEe 1 Eleonora Duse xauv m Agnes
Sorma. Zt Biévvn otouvg wpevirots pdlovg eiyxe ewdwwevBel o Friedrich
Mitterwurzer, 6nwg apydtepa otnv EAada o @muds Owovépov. O Alfred Kerr a-
mordheoe tov Tpev mammov Tov poviépvou Bedtpov nat onpewwvel: «The best and
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most momentous thing that Ibsen has given us are the impulse to truth in an
artistically untruthful time; the impulse to seriousness in an artistically superficial
time; the pleasure of agitation in a time of stagnation; and the courage to grasp
whatever contains something human, wherever it grows» (0. 179). I'ia. T Bearounn
moéoyn PA.: W. Friese (ed.), Ibsen auf der deutschen Biihne, Tiibingen 1976° N.A.
Nilsson, Ibsen in Russland, Stockholm 1958+ Th. Postlewait, Prophet of the New
Drama: William Archer and the Ibsen Campaign, Westport/London 1989- G. Taylor,
Players and Performers in the Victorian Theatre, Manchester/New York 1989 J.
Robichez, Le Symbolisme au théatre, Paris 1957+ R. Bernhardt, Henrik Ibsen und die
Deutschen, Berlin 1989 M. Franc, Ibsen in England, Boston 1919+ H. Gegersen,
Ibsen and Spain, Cambridge/Mass. 1936° D. Knowles, La Réaction idéaliste au
Théatre depuis 1890, Paris 1934 W. Pasche, Skandinavische Dramatik in
Deutschland, Basel/Stuttgart 1979 R.A. Schanke, Ibsen in America: A Century of
Change, Metuchen/London 1988.

Tn ouvéyewa g oxqvirtg TEGoAYNG Twv €pymv tov Tpev mapovoldlovy o
Frederick »av m Lise-Lone M. Marker, Toronto, ouyypagels ™mg povoypagiog
Ibsen’s Lively Art: A Performance Study of the Major Plays, Cambridge 1989 and av-
i avthel xoL To deBpo tovg 11) «Ibsen and the Twentieth-Century Stage» (0o. 183-
204, ue ewmdveg). Tn xoovid tov Bavdtov tov peydhov Noppnyou dpapatovpyov,
10 1906, moaypatomoniBnrav teels onuadlaxés tapaotdoels: Bovxdlaxes amd
tov Max Reinhardt pe oxnvoypagio tov Edvard Munch (pe mv mepignun povon
molvBoova ot uéom tov aakoviov) oto Bepohivo, Rosmersholm and tov Edward
Gordon Craig pe mv Eleonora Duse omv Itahic, xaw Hedda Gabler amd tov
Vsevolod Meyerhold omv Ayia ITetpotmoln® mv (dia x0ovid TaQovotdieL xat
Nopa, evd) oto Chicago o Richard Mansfield diver v ot apeouxoaviry maQd-
otaon 1ov “Tyev Peer Gynt. O 2095 cudvac, wov dev €yel et 10Té var aoyoheiTon
HE TO OXNVIRG ovutay Tov Nopfnyou, SLogoQOoTOLEITOL UE TOV TILO ATOPOCLOTLRG
Te0mo amd 1o 19° audva, divovtag €ugaon oy momTvdmTa, TIS adpates duvd-
UELG TTOU XVQLAQYOUY OTLG OTAOELS KL OVMTEQUPOQRES TWV AVOQWITWY* OYL TO ATTIRG
OaAGVL, aAAA TO ATEQUVTO TOTTO TG AVORWILYNG YuyIig.

O Egil Térnqvist mapaxolovBel v mpéoiym tov ‘TYev oTov ®vNUaTOYQApO
naw ™V hedpaom, 12) «Ibsen on Film and Television» (00. 205-216) ®ow ot ouve-
vtevEn, Tov John Barton pe ) Janet Garton 13) «On Staging Ibsen» (00. 217-226),
éva andonaopa and my ewoaywyrj ov Arthur Miller omyv €xdoon twv Collected
Plays tov “Tpev 1957: 14) «Ibsen and the Drama of Today» (oo. 227-232), o Errol
Durbach napovoidCet 15) «A Century of Ibsen Criticism» (00. 233-251), 6ov ava-
Metar ovvropa n pogElotxy dmoyn, 1 mepipnun perém tov Bernard Shaw
«Quintessence of Ibsenism» (1890) (todpa xow petagoaouévn ota eMnvird H me-
unrovaia tov hpeviouov, ABiva/Tidvviva «Awddvi» 1993) xabdg xat 1) gepvioT-
%1 otpdtevon, apydtepa n ovpfohotiry epunveio (Lugné-Poe, James Joyce), 1
Yuxavolvtxg (vro-xepevini] eounveia, o Freud avéloe 1o Mixgpd Eyolf nou
Rosmersholm 1916), n »ewpuevivy avdlvon (Halvdan Koht Life of Ibsen, Muriel
Bradbrook Ibsen the Norwegian 1946, John Northam Ibsen’s Dramatic Method 1953,
Eric Bentley), n vtep-xewpuevirn xortnij (totopic twv 1dedv, Brian Down Ibsen: The
Intellectual Background 1946, Wilson Knight Ibsen 1962, Errol Durach Ibsen the
Romantic 1982, Brian Johnston Text and Supertext in Ibsen’s Drama 1989, xvoiwg
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yia ™ drahextixy Tov "Eyehov now v enidpaon tov Kierkegaard) rabdg xaw oxn-
virég epunveies tov Tyev. H Sandra Saari diver oto téhog wa frphoyoaguxi emt-
Bedpnom tov pawvougvou Tyev, amd ™ floyoapio xat Tig EXIGOELS TV EQYMV TOV
wg ™MV Tapaotactoypugia xat to scholarship: 16) «Works of reference» (00. 252-
260)" mepropitetar faowrd am vopfnyux xat ayyhdpmvy Bipioyoagic. To woto-
oo perémua Tov Alxn ©QUAoU Yot TLS yuvaixeg 0to Whevird £0yo («Ou yvvaineg
oto B€atpo tov Tyevr, atov Topo: Moogés xar Oéuata tov Bedroov, ABiva 1961,
00. 9-126) Ba avalnmoet xavels pdrona. O tépog ®helvel pe €va evpetjolo (00.
261-270).

O 9UTEQOG TOUOG OUYREVIQWVEL TLS OVAROWVAOELS (GUVOArd 33) TO TehevTaioV
deBvoig ouvedpiov yua tov “Tpev, mov €ywve and to 23 wg Tig 28 Tovviov 1997 oto
Gossensaf3 tov Notov Tupdhov, 6mov o “Typev ouvnBile vo mapabepilet Toug raho-
ROEWOUG ufveg, otav Covoe om Pobun: exel yvipioe to 1889, 61 etwv, xar v
18y00vn Efoaia g Biévyng Emilie Bardach, v omoila epmtevmure zar dgnoe
way ahnroypapio Tov AT OE YOOVLA XaL O auTO TO ONEELo Hotdlel 0To ynoad
[Mohapd. Tnv opydvmon tou ouvedpiov eixe avordfer n xabnyitowe Maria
Deppermann, ov diadéyOnne 1o ZépPo Zoran Konstantinovic omy €dpa g Zv-
yrorurng Puhoroyiag oto Iavemonjuwo tov Innsbruck. To Bepatind mhaiolo tov
ovvedpiov, «O “Tpev avdpeoa otig TAoELS ®at eVIAOELS TOU NatovpaAlopoy ot Tov
Svppohopoi», Bétet éva faowrd meoPAnua ™ TESoAPNS ToL Upeviroy EQYOu, 1 o-
7olat TTQOTRETEL OE TOAMES Ml DLOLPOQETIRES TOOOEYYIOELS: OL KUQLOTEQES (OWG Elval
Ol QECMOTIHES - VATOVQUALOTIREG PE EPPAON TTNV ROWVWVLRI] KOLUTLXY ROw TO EeyU-
UVOUOL TOV AUOQUAMOUOT TOU AOTLROU ROOUOV, KAl OL VEOQOUAVTIXES - CUUBOMOTIREG
7oV dvouv EUQaon OTa OTOLYEID TOV ACIROT TOMTIOHOY, TIG VITEQPUOLRES SUVALELS
%ol TV Yoyt avdaivon Babovg, tov odnyel oto G-hoyo, oTa ®EUEPE EAATIOL TOU
TTEOOUS %L TO SAUUOVIKG arSpa. Ol avarowvdoeLs autég opadomototveat avaloya
ue to O€pa Toug oe Bepatinég evomreg: O “Tpev o 0%V TOV POVTEQVLONOU, OTIG
Kahég Téxveg, 0TOV ®vuatoyedgo, 1 Bemio Tov dduatog oty 0Toog)] Tou adiva,
fin de siecle (1900 »aw 2000), ToofMjnata alotTris 0TO UETA-OQLOTOTEALRS HO-
VTEQVLOUO, HOVOLXRES QOUES OTO dpdpa #an oTig peromonjoets Tov “Tpev.

To €Bdouo ovvEdpro elye mpayuatomomBel oto Grimstadt tng Nopfnylag, exel-
VI T w1} TOAN, 6ov o veapdg Typev rjtav entl €51 xodvia fonbog paoparorolol
%L €pade va ) woel. L my andgaon va mpaypatomom el 1o ouvEdQLo OTo unEo
%0016 Tov Nétov Tuvpdhov, pmeootd oto emPinund oxnvird twv Dolomiten, evn-
nepwver t6oo o Ipdhoyog (00. 9 €€.) 600 ®oL M ELCAYWYRY AVAXOVOON TOV
Giinther Ennemoser, ov avahvet tig diapoveg tov “Tyev oto ymetd avtd (oo. 15
€E.). Ty Baow ewoaywyn €xave 1) Maria Deppermann, «©€atpo wg ovpfolro tov
molTiopov» (00. 19 €E.), mov Eexwvder pe pua yeviry tomobgmon yia to B€ato, -
ondter votepa mv meoooy s omv avtibeon Natovpahopot - Zvpfoiopol
omv terevtaio dexraetion Tov 199V cudva, yuow var OLORAMQMOEL UE et YEVIr avd-
Avon Tov gawvopgvou Tyev péco omyv emoyn tov. Eneidii o moAhég etonynoerg ei-
Ve OTO YEQUAVIXA oL Xonotomototy Eévn Biphioyoapia meig Tovg YAmootovg
«OTTOLRLORQUTIXOVS» TTEQLOQLOROVS TV ayYAopavay, pag divetar 1 evraipio va
rapaféoovpe o G oxeTrd peleTiporo (andpua ®at oTe ayyMud) ®oL Vo ov-
umAnodoovue ™ Bfioyoapio ov tagabéoae oty avdiuon Tov TEONYOUREVOY
Bipriov: Wladimir Admoni, Henrik Ibsen. Die Paradoxie eines Dichterlebens,
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Miinchen 1991 Fritz Paul (ed.), Henrik Ibsen, Darmstadt 1977+ Th. Mann, «Ibsen
und Wagner (1928)», Gesammelte Werke, top. 10, Frankfurt/M. 1974, oo. 227-233"
Knut Brynhildsvoll, «Die Antinomie von Drinnen und Draussen als
strukturbildendes Prinzip in den Dramen Henrik Ibsens», otov téuo tov idiov,
Studien zum Werk und Werkeinflu3 Henrik Ibsens, Leverkusen 1988, oo. 33-65
James L. Calderwood, «The Masterbuilder and the Failure of Symbolic Success»,
Modern Drama 4, vol. 27 (1986), 0o. 616-636- Corazon Colet Castaldi, Spatial
structure in Ibsen’s last plays, Ann Arbour 1979 Freddi Rokem, Theatrical Space in
Ibsen, Chekhov and Strindberg: Public Forms of Privacy, Ann Arbor 1986 Ludwig
Binswanger, Henrik Ibsen und das Problem der Selbstrealisation in der Kunst,
Heidelberg 1949 Fritz Paul, Symbol und Mythos. Studien zum Spdtwerk Henrik
Ibsens, Miinchen 1969 tov (diov, «Familie und Determination in Ibsens Gespenster
und Rosmersholm», otov topo Th. Wolpers (ed.), Familienbindung und Schicksal.
Wandlungen eines Motivbereichs in der neueren Literatur, Gottingen 1996, oo. 175-
196* Erik Osterud, «4 Doll’s House - Ibsen’s Italian Masquerad», Nordic Theatre
Studies 10 (1997) . Gerd Enno Reiger, «Noras Rollenengagement», Orbis litteraris
32 (1977) oo. 50-73- David Rene, Reality and the Heroic Pattern. Last Plays of Ibsen,
Shakepeare and Sophocles, Chicago 1967 John Northam, «Ibsen’s Use of Language
in When We Dead Awaken», atov topo: Errole Durbach (ed.), Ibsen and the Theatre,
London 1980, oo. 105-117 Erik Osterud, «Myth and Modernity: Henrik Ibsen’s
Double-Drama», Supplement to Proceedings VII Intern. Ibsen Conference, Grimstad
1993, Oslo 1994, 0o. 46-49 (otov (dio tépo Fritz Paul, «Metaphysical Landscapes in
Ibsen’s Late Plays», 00. 23-30): Thomas F. Van Laan, «Ibsen’s Beginnings», Journal
of Dramatic Theory and Criticism 3 (1989) oo. 19-36° Maurice Gravier, «Le drama d’
Ibsen et la ballade magique», Ibsen-Yearbook 1970/71, go. 140-160" tov (dtov, «La
conversion de Rebekka», Ibsen-Yearbook 1978, oo. 120-137- Orley L. Holtan,
Mythic Paterns in Ibsen’s Last Plays, Minneapolis 1970 Thomas F. Van Laan, «The
Novelty of The Wild Duck: the Author’s Absence», Journal of Dramatic Theory and
Criticism 1 (1986), 00. 17-33* tov (dwov, «Ibsen and Shakespeare», Scandinavian
Studies 67 (1995), oo. 287-305- H. Heiberg, Ibsen: A Portrait of the Artist, Cora
Gables 1969 E. H. Hoffman, «Ibsen’s Doll House. A Myth of Our Time», Yale
Review 69 (1979), oo. 374-387- M. Carlson, «Patterns of Structure and Character in
Ibsen’s Rosmersholm», Modern Drama 17 (1974), o0. 267-275" E. Fuchs, «Marriage,
Metaphysics, and The Lady from the Sea Problem», Modern Drama 33 (1990), oo.
434-444- K. Hanson, «Ibsen’s Women and Their Feminist Contemporaries»,
Theatre History Studies 2 (1982), oo. 83-91- B. Jacobs, «Ibsen’s Little Eyolf> : Family
Tragedy and Human Responsibility, Modern Drama 27 (1984), oo. 604-615- A.
Kittang, «The Pretenders-Historical Vision or Psychological Tragedy?»,
Contemporary Approaches to Ibsen 3 (1977), oo. 78-88: P. Merivale, «Peer Gynt:
Ibsen’s Faustiad», Comparative Literature 35 (1983), oo. 126-139- A.Weinstein,
«Metamorphosis in Ibsen’s Little Eyolf», Scandinavian Studies 62 (1990), oo. 293-
318 %1h.

H Bepatin evomra «O “Tyev ot ounvij Tov HOVTEQVIOUOU» EexLvaeL te To G-
0po twv Lise-Lone Marker now Frederick J.Marker (Toronto, fA. mapandvm),
«Ibsen and the New Stagecraft» (00. 37 €., Toug ayyhxotg Tithoug dgv TOUG peta-
@OALw) mOU avaliovy TG W) VATOVQUALOTIRES gounveleg tov Tyev amd toug
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William Butler Yeats, Par Lagerkvist, Maurice Maeterlinck, tig oxnvoBeoieg tov
Edward Gordon Craig («Peer Gynt» oxitoo 1900, «Ta makixdoia tov Helgeland»
1903, «Rosmersholm» 1906 pe v Duse, 1926 «Ot pvnotijoeg tov Bpdvovs, wa and
TG Televtaieg ounvobeoieg Tov), Tig ounvoypagies tov Adolphe Appia («Mixodg
Eyolf»> 1924, «Kvod tns dAacoag» ) #aTomaveTaL 0T CUVEXELD IE TIG OxNVODEaieg
tov Vsevolod Meyerhold xatr tov Max Reinhardt. Zm Oguhny mapdotaon tov
1906, «Rosmersholm» pe v Eleonora Duse, mov xotéEe pe dwagwvies, yoti to
TEQAOTIO YUAATIO OXNVIRG ETQETE VOL KOTEL YLOL TIG TTEQLODELES, AVAPEQETAL 1 ES-
pevn avoxoivwon, mg Laura Caretti (Siena), «Rosmer’s House of Shadows: Craig’s
Designs for Eleonora Duse» (00. 51 €E.). ‘Onwg €xave xar agydtepa, otov Auler
ue Tov Zraviohdgpoxt o Mdéoya (1912), dov Gho to €pyo oxnvobeniinxe wg 6-
oapiat Tov (dLov Tov Aphet, wg e@LAATNG, £ToL xaw 0t Rosmersholm to oxnvirs ot
Ghn m dpdom PAEmovtav pe to pdtio s Rebecca West, tov yuvétay 1o x€vipo 6Ang
g dpdomg: «For Craig, Rebecca is life, fire, the flame of life besieged by forces
attempting to suffocate her, to imprison her free existence, attempting but not
succeeding. For him, there is no defeat in the last scene, no victory of the crass, the
cowardly, the sluggish who would like to extinguish the spirit of life which, in his
eyes, Rebecca represents» (0. 59). 't autd ayvonoe g AeTTOUEQELURES TTEQLYQUL-
PEg Tov (dLov Tov “Tpev yia 10 OaAGVL, TOV E0WTEQIXS didroopo xth. «Craig totally
ignored this minute description and, as was his habit, extracted his vision of
Rosmer’s house from the words actually spoken by the characters. Having thus
demolished the gloomy wooden wings, and got rid of the tables, chairs, sofa, the old
family portraits on the walls, the carpets, the pots of flowers in the window, Craig
gave new space and mystery to an interior of light and shadows. In other words, he
created a stage set which was no longer Rosmer’s property... but which belonged to
the state of mind of the characters... » (0. 59). H mopdotaon magarorovBeitar pe
Baon avéxdota oxitoo tov Craig o€ Wuwtxt] cvhhoyn ot Phwpevtio (Ta ExeL ex-
dwoeL 1 0w  Laura Caretti, «Craig, la Duse e I'arte del teatro», in: I'. Isola/G.
Pedulla (eds.), Gordon Craig in Italia, Roma 1993) yonowiomotei xow m yvwonj e-
oryoagr mg mapdotaons and ™y Isadora Duncan (My Life, New York 1927 [1955],
00. 198-207): «The curtain slowly rose. [...]. Never have I seen such a vision of
loveliness. Through vast blue spaces, celestial harmonies, mounting lines, colossal
heights, one’s soul was drawn toward the light of this great window which showed
beyond, no little avenue but the infinite universe. Within these blue spaces was all
the thought, the meditation, the earthly sorrow of man. Beyond the window was all
the ecstasy, the joy, the miracle of his imagination. Was this the living room of
Rosmersholm? I do not know what Ibsen would have thought. Probably he would
have been as we were - speechless, carried away. / Eleonora’s hand grasped mine»
(6., 00. 202 €E.). H Duse nrav zatevBovoiaouévn. H dua dhhage xow 1o ouvnOi-
OUEVO VTTOXELTLXKG TG Vog. Aivovpe To Adyo mdht oty Duncan: «Duse with her
marvellous instinct, had donned a gown of white with great wide leaves that fell at
her sides. When she appeared, she looked less like Rebecca West than a Delphic
Sibyll. With her unerring genius, she adapted herself to every great line and to each
shaft of light which enveloped her. She changed all her gestures and movements.
She moved in the scene like some prophetess announcing great tidings» (0o. 65
€E.). Qg 16te M Duse eiye maiEel xvpiwg voarovpahionrolg pdhovg. Metd To
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Rosmersholm oyediale va avefdoer pe tov Craig myv Hiéxtpoa tov Hugo von
Hofmannsthal. H ouvepyaoia dev moaypatomonjfnxe yia toug AGYous o avepe-
oa mapamdvm. O dlog o Craig onpeldvel 0to NueQoAdyLo tov to eENg (Index of the
Story of my Days, Cambridge 1981): «It was a sucess and is - Duse was magnificent -
threw her details to the winds and went in. She has the courage of 25! She, Ibsen
and I played our little trio out and come home happy. I have this morning rec’d a
lovely letter from her - she asks me to work with her in joy and freedom and do 3
more Ibsen plays at once. She says “I will never have other scenes - any more of that
other horrid family!” It is not happiness to find this still alive in the theatre» (0. 292).
To yodupo ™mg Duse, pe dumhd ot TOUTAG VTOYQOUUOUEVES OELOES, €XEL G €ENG:
«Merci - C’ Est ma premiere parole ce matin. J'ai travaillé hier soir dans le réve - et
- lointaine - Vous avez - travaillé dans - des conditions trés pénibles - et d’autant
plus je vous dis MERCI. J’ ai compris hier soir votre aide - et votre force - Encore:
MERCI. J’ Espére que nous travaillerons encore, et avec Liberté et joie. E.» (0. 68).

H Joan Templeton avaivel tig avuBetinég mpooeyyioels oto €oyo tov Tyev,
7oV €xavav o vatovpailotis Antoine xat o ovpufoiionis Lugné-Poe oo IMapiou:
«Antoine versus Lugné-Poe: The Battle for Ibsen on the French Stage» (00. 71-82).
Katd mv mepignun mpdm twv Bovxoddxwv amnd tov Antoine (Wdiwtixij tapdota-
oM %o EVTEEN YLOL TOUG KOLTLXOUG) EMAQATNOE, OGS ONUELDVEL O (DLOG, EXTANEN
omv aiBovoa, irritation, otig Tehevtaieg oxNVES raL dyxoc. To XOWVE TV ®QUTIRMY
xwotomxe oe V0 oTEUTOTEd VOTOVRAMOTES ®oLrtkol, oav tov Jean Jullien, Tov
BewonTind g «tranche de vie» xoaw Tov «le quatrieme mur», VTEQUOTIOTNRAY UE
ndabog To €0yo, rat foriray mwg To dénouement Tov eivar epduilo ™mg EAnvirrg
Toaywdiog. Ot EMARQOITEG TUYREVTQWOAY TOL TVUQE TOUS OTO «OXADIESH TOU TRV~
dwafwov xewévov («brume Scandinave», oe avudiaotohi pe ™y «clarté» g
yohxrs dpapatxris oxoAg), 600 mov megvdet and to ITapiol xa oty ABva row
£VIGOOETAL OTOL {AQARTNOLOTIRG TG «fopetopaviag» (BA. B. ITovyvep, «Ou fépeteg
hoyoteyvieg xat 10 veoeAAnvixs B€ato. Iotopixd didypapua xal eggvvnuxol o-
BAuatiopoi», otov topo: Keiueva xar avrixeiueva, Abjva 1997, oo. 311-354). Av-
16 oeiheton kot oe peydro Babud ot extevels mapahelyeis wov xape o F'drhog
netagoaonis Rodolphe Darzens. To 1891 o Antoine avepder v Ayoidnamia,
mov elye nahiteEn amiynon otov xéopo. And to 1892 wg 1o 1897 Spuwg Ha maiket
“Tyev ue Tov o ovotuoatxo Teomo o Lugné-Poe xal Ba xaBlepwoet 1o «oupBoit-
ouxd ‘Tyev» oto Ugog evég Maeterlinck: 1892, H Kvod tn¢ OdAadoag (o (dtog mai-
Cel tov Wangel), oto Théatre d’ ceuvre Ba avePdoer om oewd: Rosmersholm,
Ex600s tov Aaov, Agyitéxtwv ZoAves, Mixods Eyolf, Brand, Ztnolyuara tng xoww-
viag, Peer Gynt, Kouwdia g aydmns wawJohn Gabriel Borkman - jua ovompatixn
EXUETAMAEVON TOU LPEVIXOY QETEQTOQIOV, v o Tal xelpeva Tov Noppnyou dev
TEOOPEQOVTAY LOLALITEQC YLOL TO OTATXG OUUPBOMOTIZG OTIA TV YOUNAGY TOVOY,
TV TEVoEMV %ot owndy. Or nbomolol xvoiviay 0to oxotddl oav oxés. Xonot-
nomoinoe €va «décor de suggestion» (dev owletaw xapic oxnvoypapice, £0tw mg
puroypapic) xar pa «diction spéciale» mov €powale pe Yparumdic. «Chanting
invariably recalls religious services, and reviewers often commented that going to a
performance at the ceuvre was like going to mass. Relatedly, the actors moved
gesturally, not naturally, and as litte as possible» (0. 78). To 1897 o {(dtog 0 Lugné-
Poe avaBewpnos v eopnvevuxy avnj yoouwi. To 1898 mapovoudler évav
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Rosmersholm mo peahotnd xar Cwvravé (PA. w=ar Jacques Robichez,
«Introduction d’ Ibsen en France, 1877-99», Revue d’ Histoire de Thédtre 9 (1957),
0o. 23-35).

H Merete Kjoller (PAmpevtia) maparorovbel T oxnviry otadiodoopic tov
Peer Gynt omv Itahia: «Peer Gynt on the Italian Stage (1928-1996)» (o0. 83-88), o
Andrey Yuriev (Ayto ITetpotvmoln) avaivel tov Avroxpdrooa xar Iaiidaio péoo
OV TOQAS00N TOV PETULMVIXGY puoTneiwy (00. 89-121), mov avafimvay xu elyav
yiver ™mg podag v emoxn tov Popaviiopov. Zm Bepatiny evomra yio tig Kakég
Téyveg vrdoyovv dvo avarowwoeis: ™ Sibylle-Karin Moser (Innsbruck) yio tov
Edvard Munch xau dhovg Zravdwvapois Lwypdgovs: «The Woman as the Focus
of Norwegian Painting in Modern Times. Attempts at Transcending Traditional Art
Analysis and Interpretation» (00. 125-146, eoveg), 1dlmg Gumg e To poster Tov
Peer Gynt and tov Munch, xow g Astrid Saether (Oslo), «The Significance of
“Place” in the Age of Decadence. A Reading of three Plays by Henrik Ibsen» (oo.
147-159), maparohovBadvrag v eEEMEN TOV oxNVIrOY YWEov ota €pya Tov Tpev:
ouviiwg #AeloTd dwpdTio 1j cakdvy, povo otovg Bovxdiaxes gaivovial ta fouvd,
eved atov John Gabriel Borkman vdyovv oL eQimator pévo oto tehgvtaio €0yo
‘Orav Evvovue gueis oL vexol VITAQYEL TOUYUATIROG AVOLYTOS XWEOS. 0TE00 TO
«EEw» nat «pPEoo» Tallel onpovtird EOAo xat oe dhha €gya: Rosmersholm, Hedda
Gabler, Apyitéxtwv Xolves. ArohovBel n Bgpatiai evémra: ‘Tyev otov xivnuato-
yodeo, pe g €8s avarowwoelg: g Maria Brunner (Stuttgart), «Fassbinders
Welttheater in Nora Helmer (1973) als Zeit-Bild» (00. 163-178) yio T diaoxevi tov
yvootov I'eppavot xivnpatoypagiot), Tov John Orr (Edinburgh), «Ibsen in the
Cinema and Theatre of Ingmar Bergmann» (0o. 179-188), tov Helge Ronning
(Oslo), «Dr. Ibsen goes to Hollywood. Reflections on the Intersection between
Ibsen’s Dramatic Art and the Moving Image» (00. 189-204), Tov Egil Tornqvist,
«Screening Hedda Gabler» (00. 205-213).

H Bepotinj evémra yio ™ Bewpla tov dpdpatog oty oteogn Tou awve Eexi-
vael pe €va evdlagéov pehémua tov Fritz Paul (Gottingen) yio v owoygveia
wg TEMEWUEVO 010 Rosmersholm (00. 217-233)" petafi dhhov eEetdletal 1o epw-
TNUQ, AV T TEQLOOOTEQX QYT TOV, TTOV TEAELHVOLV e TO BAVATO TOV TEWTUYWVL-
o, uroEoUY va. artoxANBovy «teaymdiEs», EEXVAOVTAG atd TO YVWOTS QY0 TOU
Francis Fergusson, The Idea of Theater, Princeton 1949, émov dwafdler tov Owdimo-
da tipavvo wg droreinevo ywa tovg Bovxoiaxes (1881). H owoyéveia wg mempm-
HEVO, 6TtwG Bot SLTUITWDVEL ETLOTNHOVIRA YO OYSTEQM 1) YUY avAALON, VITAQKEL WG
%evrod potifo xav otov Hauptmann (ITowv @é€er o 1jAog), otov Maeterlinck
(Pelléas et Mélisande), ovov Strindberg (ITatéoag, Xoods Bavdrov): n owwoyevelonri
wotopia yiverar yvwon] otadiaxd, pe my texviri tov avaivtroy dpduatos. H a-
vayxn ™S agiiynong eivar téoo peydhn, mov o Georg Lukacs xau o Peter Szondi
yapaxtiollav to €0yo tov ‘Ipev petapgreouéva pubotoprpate. Mévo 1 dpapa-
TOVEYIAY TOL pateoTole Hrav og BEON VoL HETUPEQEL TO «OVOROAO» VTG VALKO g €-
mrvyio om Beatonn oxnvi. O McFarlane yoapaxtioile mv npevini texviny og
«carefully defined symbolic topography of setting» (Ibsen & Meaning. Studies,
Essays & Prefaces 1953-87, Norwich 1989, 0o. 334 €£.), o Maeterlinck oto doxijud
tou ywe tov Tyev wg «dialogue du second degré» (Maurice Maeterlinck, «Le
Tragique quotidien», otov t6po: Le Trésor des Humbles, Paris 1911, ehAnvin petd-
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poaon tov Katavitaxn, Abjva 1913). Eivar autdg o dtdhoyog, mov «diapdaleton
og dudgopa enimeda nan BAb, Tov €xel oBOEL Ta pevird €Qya amtd ™ Mibn péoa
otov alhompdoarro 200 ardva. H @A xevroui texvini elval 1 astovoia tov dom-
VTOG TTROTMIOV OTO TAQOV, TO 0TOl0 OTO TAEEABSV €xeL nabopioel ) poipa Twv
Towtaywviotdv. Exetvol dev elvan toaryirol oweg, yiati dgv dpouvv, dev amopaoi-
Covv, elvau avurelpeva, Bipata oroyevelordv deapdv. Ewduxd to Rosmersholm -
Y€l amaoyohMjoel mpoowmrd tov Freud (1916), mov EeBdfer amd myv wotopia ™mg
Rebecca West uay apopexTivy ox€on Ue Tov Totépa g, dAlot Sumg, 6mmg o
Georg Goddeck prémovv oe Gha ta dhpupa Beatoird €oya tov NopBnyol vhxd yia
Yuyavoahvury eounveia (Psychoanalytische Schriften zur Literatur und Kunst,
Wiesbaden 1964).

O Heinrich Detering (Kiel) avaliet to dpdpa mg agaipeong atov Tyev nol tov
Strindberg (00. 235-255), Eextvdvtog pe 1o YvwoTd yaeaxtoiopd tov Nitoe yio to
Nopnyo doapatovgyd wg «YEQOVIOKROQNG», YUQUXTNOLOUG OV EMKQOTNOE O
Strindberg, 0 omoiog dev ouppeEILTay Tovg NBLKOTS TEORANUATIONOVS TOV Zxa-
Swvafov cuvadérgou tov. Q¢ mpog tov Tpev To dpBo avaliel T0 QGAO TOV YOI
105 ot Noga® omv amooivheon g aropuxromrag BéRaa o Strindberg 1irav mold
o euoonaotrds and tov Typev, o omolog dev apveltal TOTE TOV ATOUKG YOO~
XTHOO TWV OXNVIRDV TOV TROOTHTMYV. Id1a{teo eVOLAPEQOV TEOVTLALEL RO TO €-
népevo uehémua, tov Victor Castellani (Denver), «Ibsen and the Return of Myth:
When We Dead Awaken» (00. 257-273)" Egnwvidvtag amd ) dwastiotwon wg 1 eAln-
vixn] wubohoyia »ahUTTeL pOvVo €va rES HEQOG TWV «UuBIRMV» oToLYElmY 0TO £QY0
tov “Ipev, avarahinter 0to TehevTaio €070 TOU £VOL HOVOIKG OUVOVOONS EAMVL-
%@V pibwv: o wibog tov Muypahiovae (Covrdvepa tov €pyov Téxvng), Oppéag xat
Evpudinn xar Adxnotig, mov €ranlay onpavirotvg pdhovg otovg ITpopagponhinoig
Cowyodgous (PA. xar Norman Rhodes, Ibsen and the Greeks, The Classical Greek
Dimension in Selected Works of Henrik Ibsen as Mediated by German and
Scandinavian Culture, Lewisburg 1995). T'tct T0 (QIXL00TIXG %A PAVTAOTIXO-TQOLE-
06 oto £€pyo Tov “Tpev ypdger o Lutz Riihling (Gottingen) (00. 275-292)" €xeL avtd
™V agemEia TOV 0ToVg AXinovg BEUAOVS Ko TAEASGOELS TS TATEIdS TOV TETOL-
£C TQOMPELS RO deLoLdapovieg dev BEIOXOVTAL HGVO OTA «QOUAVTIXG» EQYC TOU,
aMG %ot 0Ta «QEAMOTIRG» (0TOVG Bouxdiaxes 10 OTov T(TAO, EVIOVA %Ol OTO
Rosmersholm, guowd omv Kvod tns Odiacoag).

2y enduevn Bepotiry evomro, Tyev 0To TEAOG TOU aLdVa, OVIFREL 1) CVAXO(-
vwon tov Ning Wang (Beijing), «Postmodernizing Ibsen: Toward a New
Interpretation of the Fin-de-Siécle» (00. 295-307), mov aoyoheitar ednd pe mv
Ayoiorama, n Raminta Gamziukaite-Maziuliene (Vilnius) avolier ™ poogn tov
avtoxpdropa Iovhiavot oto pubiotéonua Odvarog twv Oedv (loviiavis Amootd-
¢) tov Dmitrij Mereshkovskij xau otov «Avroxodrooa xar I'akidaior tov "Tpev
(00. 309- 322), v mopelo Tov Emile Zola an6 10 Oguxions otov Epmpectovions
rat ard 1o Natovpahoud oto Zvupfohond avarier o Hans-Joachim Miiller
(Innsbruck) (oo. 323-330), ya ta gavrdopota otov Tyev, Rilke xat Breton yodget
o Moritz BaBler (Tubingen) (oo. 331-351, PA. emiong George C. Schoolfield,
«Rilke’s Ibsen», Scandinavian Studies 51, 1979, 00. 460-501) zow 15 QWOWXES EQUN-
veieg tov “Tpev mpayuatevetan o Alesej Zerebin (Ayia [Tetpoumohn) (00. 353-364).

Zm Bepomnny evomra yia tov Tyev omy awoBnm tov ueta-aQLoToTeAROU
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UOVTEQVLOUOU OVIJXOUV Ol CVAXOLVMOELS, TTOU avalntovv dourd ototygia Tov Q-
yalov Bedroov oto povrépvo dpdpa tov Tpev: tov Thomas F. Van Laan (Rutgers),
«Ibsen’s Transformations in the Aristotelian Tragic Pattern of Action in The Wild
Duck and The Master Builder» (00. 367-377), tov Theoharis Constantine Theoharis
(Harvard), «Catharsis, Ancient and Modern in The Master Builder» (00. 379-388),
divovag €upaon ot vitoein] epunveion g xdBapong, tov William Mishler
(Minnesota), «Mimesis and Sacrifice in Ibsen’s Love comedy» (00. 389-397), tov
Vigdis Ystad (Oslo), «Ibsen and Anagnorisis» (00. 399-410), g Ane Hoel (Oslo),
«The Provocative Pregnancy in Hedda Gabler» (00. 411-422). 2t Bepatiny evom-
TAL YLOL TG LOVOLXES DOUES aTO dpdua xat Tig peromotoets tov Tpev anorovBel wa
avaxroivwon tou Siegfried Mauser (Salzburg) yia ™ 6mepa Peer Gynt tov Werner
Egk (00. 425-433), tov Theo Hirsbrunner (Bern) yia 1o povowrd 0€atpo g Lok~
Aag yipw ota 1900 avdpeoa oto Natovpahtopd ot to Zupufoiopd (oo. 435-441),
tov Gottfried Franz Kasparek (Salzburg) yio ™ povounj ota dodpata tov “Typev
%o TG peLomonjoets toug (00. 443-449), tov Oswald Panagl (Salzburg) yia ™ pov-
o vtérpovan atov Peer Gynt (00. 451-463) ot d00 GAAES AVAROVADOELS TTOV O
OOV TO PITAhETO %O OUYYEOVES pehomonjoels. O tépog xheivel pe €va workshop
POLTNTAV %A TO PLOYOAPIHE TV OUYYQUPEMY.

O 10(T0g TOPOG eV E)EL TO SLATTAOTO CUTO YUQUXTIIOM TV UVUXOWVMDOEMV KOL
pehemudrov, ohhd amotehel po povoyoapic amd €vo povadind ovyypaped, ™y
Joan Templeton, xaBnyijtoia Ayyhung xaw Zvyroruxiis Aoyoteyviag oto Long
Island University, Brooklyn Centre* didaoxe yia mohhd xoovia zaw oty Fahio zon
exdideL o meELodnd g Apeouaviniig Evaupeiag tov Tyev «Ibsen News and
Comments». H mpoogéyyiom oto 8€pa «Ou yuvaireg tov Tpev» yivetaw téoo ot Pro-
YOaps 600 %o 08 dOAUATOVEYIXS EinedO. ZT0 TEWTO eMinESO TEEMEL VO LU~
Seyrel navele, mwg To £0Y0 avolyel véoug dpGHovs gounvelas. Eervavtag and m
Swamiotmon tov Tyev, twg dev vrdEyEL TimoTe oTa £QYQ TOU OV dev €xEL «LijoEL»
(g eowTeEWXS Plmpa) o (drog, n ovyye. Eentvdel pa avadignon otoueiny mg flo-
Yoaiag Tov, To 0TOolet GUVOEEL E TOOTO YOVLILO RO [E QavTacio ®ol el ue To
OXNVIRG TANOVOPG TV €YWYV TOV, EOTIALOVTAS TOV QxS TG avAAVONG OTIS YUVL-
%E(ES LOQYES.

Ta oxedov povipa potifa tmv €gymv tov Nopfnyov, g mrdygvong, g Xo€o-
ROTTOG, TOV YOEDV ATt TO TAREMDGV, TWV ROUPHDV VITEEAQETEWY KTA., YEVIRMDS TOV
YO1HaTog %at g OAEBoLag xuLaYiag Tovg Tdvew otoug avBpdmoug, Ba Aéyape, To
ramrahonxd background twv dpapdtwv Tov Typev, elvar avtofroypagpuud Plopa
EVIOVO, M PTAOYELC %aL 1) OTEQNON OPEAYLOQY GA) TN VIO TOU ®at atalhdyOnxe o-
76 avtd pévo otadiand xat oAl apyd. H poogn mg ratameougévng yuvaizag zot
TOV UTOQYIXOU KO OTEVOUVAAOL TATEQX £0N0E 0TV OLROYEVELD TOV® TTAVTaL PAov-
og e oupTddeLa Yo T pnTépa xaw ™V adehgii tov. Zmv Aase tov Peer Gynt quho-
TEXVNOE EVOL TTOQTOETO TS UNTEQAS TOV, 0TV Ayoiomarmia ™mg adehgrg Tov. Qg fon-
03¢ PaEUAKOTOLOU ElYE HLCL OTLYILOLC OYEON UE VITNEETOL, OERA YOOVIOL HEYahUTE-
o1 Tov, ov xatéMEe 0’ Eva eEWyapo, YEYOVOS IOV %EATNOE PUOTIXG' TaL £QYCL TOV
elval YeEUdTa At TETOL puoTijoLa, aveEyviaota oroyevelord yeyovaota, mov on-
MTOLACOUY TLG SLATEOOMTLRES OYETELG KO AELTOVQYOUV 1S #QUET] EVOYI} OTO UITO-
OUVEIONTO 1] %L 0T OUVEIONON TOV ORNVIXDV XOQUXTHOWY TOU (XU KO 1) T~
doxtovia eugaviCetar mg potio). Tnv emoy1] avt] OVELQEVETOL TNV XOLVWVIXY] ETU-
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VAOTOON ROL OL(AVETOL TN WxEY ®ow ®AeloT] paoloaixn ®owmvic tov Grimstadt.
O €pmTag He TV %N QTS [LeL OVOLYVQLOREVY OLXOYEVE(D TG TOANG, N omtola Alyo
aydtepa Ba avayxraotel va tavtoevtel ToA) peyohitepd g dvroa, catpileton
omv Kouwdia s aydnns (1862) eivar n ovpfatiny otdon mg yuvaurelog vroto-
YIS OTOUG ROLVWVLXOUG VOROUG, IOV B0t CUVAVTOOUUE, 08 GITELQES TAQAANAYES, TO-
OEC POQES OTaL £QYaL TOV. ZTO TRMTO TOV dpapatixd €Yo, Catiline (1850) vrtdoyovv
1OM ot do Timot yuvarrav, ov Ba eivar yapaxrteLotikol yio oxeddv Gha ta éoya
tou:  Furia, ehxvotny, emnivduvn, amavmuxy, ov wg femme fatale xataotpépet
TOUg AVOQEG, ®L 0l TV omola eArveTaL Gpmg %at o (dtog o “Ipev, xaw 1 Aurelia, n
gvyevixtj, xhow, adivam yvvaixa, mov Buoldletal xot ™mg omolag T0 TETOWUEVO
Boloretan ota €L TV avdewv (Tatépa, ouiiyou, adehpoy #Th.). Avt) elval 1
«oudvia yuvaira», Tov avitaafdiletar Tpog ™ yvvaika-xataxmui (to alter
ego tov ouyYQ., Rebecca West, Hedda Gabler, Hilde Wangel, Rita Allmers xth.),
ovolaoTrd pa yuvoureion Tutohoyia Tov mpogpyetal and tov Evpwnaird Popa-
VILOWG® %o 0L V0 avtaymviovrat yiat Tov dvopa. X’ autd €YRELTaL TO GUVNOLOREVO
WEVIXG «TRIYWVO», e TNV TapaAhayy Twg raw dUo dvopeg pmogel va aymvitovrat
yia e yvvaiza. O dtuyol €pmTeg €XouV emiong autoPloyQapLrd VITGoTOWIA” O
“Tyev rirav ouviBog dethdg ®aL e TO TEWTO EUTGALO TEETGTAV OF QPUYN. A@iivo-
vtag g omovdEg Tov (dev mEpaoe and Tig eLoaymywes eEetdoelg oto Mavemoni-
wo oto Oslo) d€yetar ™ B€om tov dpaparoveyol oto Béatpo tov Bergen: exel
yvoiCet zaw ™) Suzannah Thoresen, Timo aveEGEM G ®aL AUTEVOUNG Yuvairag,
xou ™ Oev) untépa g, ™ Aavéla ovyyoagéa xar dpapatovpyd Magdalene
Thoresen, axGUa TLO YELQUPETNUEVT KL OVOUELYUEVY OTO PEUVLOTIRG ®ivnua (TN
Brémovpe Eavd omv Kvod 1 Odiacoas), mablaopévn xal extravagante (tng doe-
OOV ROL OL VEGTEQOL GVTQEG), ULat LoEeN tapdpota e ) Mme de Staél. H Kouwdia
T0V fowta Bepatomotel van TG duorohieg mov eixe o Tpev oV aEy Ke TO Yapo
TOV, IOV TOV coBavitay wg amwiela eevBepiog.

AMG now dALeS PeYAAES LOQYPES TMV «OUVATHOV Yuvaurmdv» Tov Typev €xovv ov-
yrerouuéva mpotuma: 1 Nopa m Laura Petersen Kieler (1849-1932) »aw mv woto-
ola g, n Pera Stockmann, 1 dtapotiopévn véa daoxdha entiong, n Rebecca West
™ Magxnoia Ebba Piper. Ot veapég ®oméleg, mov €QWTEVTN®E 0T YEQANOTAL, M)
Emilie Barach oto Gossensa3 1889 %u dhAeg, povaCovv pe m Hilda otov Agyiréxro-
va Zoiveg. Ze PeQrES TEQUTTAOELS M Broyoapxy €pguva @tdvel og peydro fadog
%o axQiPelar T aoTeAéopaTa ™G CVOYXETIONG auTis, floyoapiag xat dpauatovp-
YoV €0yov, elval €V PEQEL EVIUTTWOLAKES KAl QIXVOUV €Val VEO QoS OTO dQapd-
TOVQYIXG «EQYoTOLO» TOU NoEfnyou, 0 0molog eutveSTay TAVTO Atd TV XOWo-
VIRY HCL TQOOMTLAY TOAYUATIROTNTA YUQ® TOV.

To mpwto #epdrato, «Roots» (00. 1-22), avahiel ta toudird Tov yovia, To yu-
vaurela Tedomma g ooyEveldg tov. To devtepo, «The seminal women of the
early career» (00. 23-39), mapaxorovBel ™ dMuLoveyia TOV THTOV TG «poLaiag
yuvairag», 16oo o) L1 Tov 600 %ot 0To dpapatind Tov £pYo, To TolTo, «Love and
marriage» (00. 40-73), avohiet Tig OYEOELS TOV PE T Yuvaixa Tov xou ™) Oeni mg
unTéQa, ®xaBms raw ™V epwry Tearymdia oto Ta makixdoia tov Helgeland waw v
Kouwdia tov éowra wg @euviotny odupa 1o t€taQto xepdiawo, «Love and
kingdom» (0o. 74-109), avolvel Tovg yuvarreiovg Qohovg atovg Mvyotijoes Tov
Boovov, otov Brand, t yrvmnt) avtiBeon tov ox€oewy Tov oma otov Peer Gynt e
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TG EQWTXES VEQALDES, VA 1) Solveig TaQapEVEL YLat TOV oW TO (VOO TG aryve-
mrag (0 dLog TaEayvmEITEL TV aydmm Tg)” TeQLEXEL ERIONG WaV avdAvom Tov
Avroxgdrooa xar Iakidaiov. To méumro repdhawo «The poetry of feminism» (00.
110-145) roaromdveton pe mv availvon g Nogag »ow T OxEoN TG UE TO QEULVL-
Opo* M OLVYYQ., O€ avtiBeon pe AAMOUG AVAAUTES, TLOTEVEL 0T CUVELONTY QEULVLOTL-
%1} dudotaon tov €pyou. To xe@. 6, «Mrs Alving ghosts» (00. 146-162), avahiet, 6-
OGS VITOdEWVIEL 1]0M 0 TITAOG TOV, TOVS Bouxdlaxes, 10 ®e@. 7, «A new woman and
three housewives» (00. 163-180) tov Ex0o6 tov Aaov wav mv Ayoidsnama. To
«Taming wild women» avahier wg xeg. 8 (00. 181-203) ™myv evdlagpépovoa popgr
g Rebecca West oto Rosmersholm waw mv Ellida xouw tov Bolette Wangel ot Kv-
od s Odiacoags. To enduevo xe@dhato agrepmvetal e§ ohoxijoov omv Hedda
Gabler: «<The deviant woman as hero» (00. 204-232), eva) pue Toug €0mTeS ™G OYL-
ung nhriog Tov aoyohreitar 1o d€xato xeqdiaro: «The glories and dangers of the
rejuvenating feminine» (00. 233-277), mov meQLExEL ®Ow ot avdivon tov AgyLté-
xtova 2oAves. To mpotehevtaio xepdlato €xel Tov titho «Women who live for
love» (00. 278-301) #aw mooépet yapaxtoiopovs g Rita Allmers oto Mixpd
Eyolf »aBa¢ ®o TG HOQYES TV VEXQWY Yuvaurawv otov John Gabriel Borkman, eva
10 tehevtaio, «The revolt of the muse: When We Dead Awaken» (00. 302-322) a-
oyohettar pe to Eavalwvravepgévo dyalua Tov emhoyrot avtoy £0yov Tov Tpev.
“Evag enihoyog, «In Conclusion: Ibsen’s women and Ibsen’s modernism» (oo.
323-335), ou vroonpewnoets (0o. 336-372), wa emheypévny Pifioyoagio (oo. 373
€E.) na évo evpemioto (00. 380 €E.) xheivouv tov tépo. Ot epunveieg mov pofdiher
1 ovyyQ. ouxvd Eagvidlovv, alhd eivar meloTivég, Wialtepa oL daouvOETELs TG
Broypagiog e TLg Yuvaireleg HOQPES TwV EQYMV TOV, (MG EIVOL TAVTMG OF OQLOUE-
VL ONUELD HATIWG HOVOILGOTATO. «OEEOAOYIHES». TO EQY0 XaQurTEILETOL UG K-
O «YUVOURELO» YOOpt], dlaPdleTar evydoLoTa #an YwEig dtaheippara: 1 ovyyQ.
dwaB€Ter eEumvada, yovtpo, detodutrdtra ®at douobnuxy mavomra xou wo-
oVoLdLet €vav “TPev OTQATEVUEVO OTOV Cy(dVa TMV YUVOLROV YLOL TCL IXOULONTA
TOUG, MG G}l OQYUVWUEVO OF RATTOLO OUYAEXQLUEVO RIVIUQ, OTQATEVUEVO OTO
Ao TOV YEVIXGTEQOU OUUOVIOUOU TOV" TC BLUOUATOL TNG TOTTEWVMUEVNS YUVAIROG
Moy 10n .ccndurrj Tov epsterplia, evad 0” GAn T Lwtj Tov Tov TepLoToilay yuvaureieg
TQOOMITUKOTNTES, ATAMOAYUEVES OTTG HOVWVIKES TTQOXATAMWPELS 1] RO ETAVALOTATN-
uéveg evavriov avtayv. Eivar ahifeia, 6t 1o B€pa «o “Tpev xnan oL yuvairneg» mept-
%heleL €va TOM) peydho PEQOS TOU TUVOMXOU EQYOU TOU %UL TNG TROCMTAOTNTAS
TOV, TOV SQAUATOVQYIRMDV KOL ROLVWVIXDV TOU avalnToemV, ®at eival (o ad g
rotoxAedeg e eounveiog Tov oxnviroy ovpmavtog Tov Nopfnyou. Muwa diln Ba
utoQovoE va ovopaotel «n xafuoteonuévn Noopnyios, yuatl o xoopomohitg doa-
HATOVEYOS, OV CUHUETE(E GYQUIVOL OTLS KOLVOVIRESG Ko TIVEVPOTKES eEehEeLg
xou Qupioeig mg Evpdmmg, €Phemne pe Tovo xow vigomy v #owmviry omofodoo-
WRGTNTO. TG TATIOAS TOU O€ OYEOM PE TIG TEONYUEVES o wvies ™ Evpdmmg, wa
dLapoQEd TTOV TOV TTOVOUOE %Ol TOV aTtaayOANoE. MeYdho HEQOS TOU EQYOU TOU VaL-
@EpeTaL 0” auT T drapod. Oa pToEOVoE Va L RaVElS, TUQUAAACoOVTUS TO AGYO
oL oM™, 6T 670V ®a v Takideve, 1 Noppnyla Tov mhjymve. ‘Opwg n rowvmviry
avtj Teaypomrdm e aveEimia Hrav opEayLouévn oV %#adLd Tov: axopa %at
2OTA T LTOMAA ROMORAIOLA OTOV HECOYELUXO 1ALO YOAQEL EQYQ Oa Tovg Bovxdia-
#€G™ 1O dxG Tov TaEEBAY, Ta 0dUVNEA Prdpata TG TadKIS TOV NALriag, 1 PTo-
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KELXL ROL OL TOTTEWVMUEVES YUVOIRES OTO OTTTL TOV, EVAS AVONTOG KO ORANQOG TTOTE-
00 ne TepwoLaxtj xowvwviry B€om, dev Tov dgnvay toté anepionacto. EESonile
ouvERME TS T0 TAREABAY, Yodpovtag To €va €Yo mtiow amd o drho. ‘Otav Tov
QWTNOAY, TL £IVaL EVOC OUYYQAPENS, ATAVTNOE AarmVird: £vag dvOpmTog Tov Y-
el hoyoteyvird €oya domov va ebdvel. Méoa oto leitmotiv tng Cunjg tov, «n Nog-
Bnyla Tov T YdVEL, TEQUXAELETOL ROL TO LOTIPO TV YUVALRMV, TWV TOTEWOUEVOV
ROL TOV ETOVAOTATLRAV, TTOV €AV TNV AUEQLOTY CVUTAOELOL TOV NOOAGYOL e TO
daeaotird BAEppa, TOV YUUVHVEL TOUS AVORWITOVE OTOV NEMLOUS %ot ot dethia
Vg, ToV €0woe €va OMG®ANEO TTavéQaua ™S TaBoLOYIOS TOV AOTLOUOU, %Al WG O
VOTOUOG TS ETTOXNS TOV TTOAYUOTOTOMOE TOUES ™S Yuyrs, tranches de I” ame oy
tranches de vie, yia va @tdogtL otov 2arivo, Tov 6y*0, T0 artéomua, tov o €mperne
vo. agarpedel. O Bondds Tov paguaxomoLoy, Tov 11ehe va yivel ylatdg, denoe o-
AG%ANQO HOVOELD YuYIHIS AVOTORIKS UE TOAUTLHG EXOEUATO, OLKOYEVELORA LOTOQL-
%4 wov Bavpale o drog o Freud. Ou gpdpot tmv avainmjoedv tov, ota fabid fjord
™G aTEidag ToV, 1Tay N eLAxEIveL xow N ahiBera. MEoa 0to orOTELVO QUTO RGOUO
TOV TQOTECTUVTLXOU CLOTLOUOYU %Cll XQOUOTIOUOU, TMV YUYIRMDV OTOEPADOENV, TOV
Pevdav pag ohdxineng Lomjg, ™ vrotayrig xaw g Buoiag, Tov eSpov Yo to T Ha
TEL 1 ROWVOVIQL, TG ETUTAAOTNG AVOQLXNG OVITEQOTNTAG, O CUTAV TOV EYRAELOTO KO-
OO TOU OROTOUG ROL TWV PUVTIOOUATOV, TOV QAVIAOLOOEMY KOL XQUUUEVV EYRAN-
UATOV, OL YUVAIXES TOU TEQVOUV 0oV NALayTides, oav doTea Tov avatéMovy, Q-
Couv xar offvouy, oav eEntivd AOVAOTUL TOV paQaivovTal TEOMEE 08 dWUATLOL
TETQWVAL, LOVYMACUEVE RO OELOTIQETY, VYO TS TOV LOQMTA TOU AYXOVE RaL TNG O
yoviag. "EEoya 1o opapatiomre o Edward Gordon Craig om oxnvoBecio tov
Rosmersholm to 1906: 0 #éopog g Rebekka West eivau €va tehaddpro oviymio mo-
030VQ0, AT TO OO0 PITAVEL EVOL DLOTEQUOTIRG PG TTOV oyrathtdLer GhoUG %at G-
Ao, L €vag anépavtog yordiiog ovpavdg. Ta fudpata tov Nétov cuvdgovral ogr-
XTA pe T CUMIMYPM TV yuvaureimv popeav and tov Tpev. Zootd 1o £ide o Ayyhog
0QUUATLOTHS TOV OUYYQ0VOL BedToov.
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H €xdoon tov iphiov tov George Kernodle, From Art to Theatre. Form and
Convention in the Renaissance, Chicago 1944 amotelel 1o tehevtaio x0ovird 6pLo
yuo va Yiver #owvog TOmog #at 0T OeaTQOoAoYLY] €QEVVA 1) ONUACTOL TWV AVAYEVV-
OLUAWY GUAMKRMDY YLOQTWY YLt TV EVQWITAIXY LOTOQI0L TOV BEATEOV" TNV TTEQITTMHON
g Tahiog pdhota ov entrées solennelles zau ta ballets de cours elyav xdnow
XOWVY %ATAYWYY] ROL ATOTEAOUV dueca T oL Tov Yahxou Bedtoov. AMNG %o
otg Bplappevtnég «elo6dovg» Mg avayevvnolaxts OMavdiog mTaoLoTdvovToL



