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Abstract

In Henrik Ibsen’s plays, A Doll's Hous@&he Wild Duck The Lady from the Seand

Hedda Gablertthe theme of captivity is demonstrated in the female protagonists Nora,
Hedvig, Ellida, and Hedda. The theme of captivity also serves as a perforgugsheéor
the portrayal of these characters. Ibsen’s female protagoniststaredage to an object
or person that manipulates the character’'s mental and emotional senses. Tdterhara
inner captivity reaches a climax where a decision must be made to abeldains of
captivity or forever remain enslaved. Since the nineteenth century, the acijpe &iths
benefitted from Ibsen’s electrifying work that established the newgastyhe of

Realism. The contemporary actor can apply the theme of captivity to perfatmanc
thoroughly reading the text, understanding Realism, creating a chaegseate from

self, and training the voice and body.
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Ibsen’s Female Characters in Captivity: An Exploration of LiteraturePamtbrmance
The words of the great Norwegian playwright, Henrik Ibsen (1828-1906),

reverberate across the centuries, exclaiming words of poetry and prosen paski
purpose. Henrik Ibsen has written many influential plays that haveefocbanged
western society, dramatic literature, and theatre performancaekHesen’s notable
female characters continue to illuminate the role of the woman in perfornvilitbehe
creation of these characters and situations, lIbsen fashions a new stglest€ re
playwriting and in-depth characterization. In Ibsen’s plays, theléeataracters often
encounter the issues of incest, hopelessness, unjust laws, unrequited love, and suicide.
The theme of captivity is also prevalent in Ibsen’s work, encapsulating tladefem

characters in a myriad of bonds. Henrik Ibsen’s scripts A Doll's Hause Wild Duck,

The Lady from the Seand Hedda Gabledemonstrate the theme of captivity as a

literary tool for the development of the female protagonist and as a penfmrgaide for
the portrayal of the female protagonist.
The Theme of Captivity as a Literary Tool
for the Development of the Female Protagonist
An Introduction to Captivity
The term “captivity” connotes images of caged animals, slaves in bondage, and
prisoners behind bars. Captivity in relation to the literary development cériede
protagonist, and the performance portrayal of the female protagoniates all forms
of mental and emotional (non-physical) bondage to an outside entity. The theme of
captivity as the dominant idea of a literary work, explores the imprisonment of a

character’s inner being. Captors using non-physical imprisonment impahatrecter’s
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normal judgment and passion, forcing the character into mental or emotional sabjecti
Non-physical captivities attack reason and feelings, claiming controbostesiracter’s
interaction with this outside entity. Ibsen’s female characters aimsiof mental and
emotional captivity to objects, attitudes, and people. Captivity can begin as amolunta
act of submission, but it is not a true form of bondage till the individual is no longer in
full control of his or her mental or emotional faculties. A character in capheas a
misconstrued identity leading to a lack of understanding or belief in self. imshserk,
a second and sometimes third captor also enslaves the character in increasmgj le
captivity. The deep oppression of an imprisoned identity forces these cha@aohexrset
decisions for life or death.

The theme of captivity has several applications in the areas of litesatdre
performance. Through an understanding of the literary theme of captivitgaither rwill
be able to more profoundly connect with the struggles of Ibsen’s female qnistsg and
unite this theme of non-physical captivity to the realm of human nature. Thecactor
also benefit from an increased understanding of the textual theme of captlioggirs
plays, and portray the character's mental and emotional bondage throughte reali
acting style. The literary idea of non-physical captivity is intetgral significant
understanding of Ibsen’s characters, and a meaningful representation ohtrestecs.
The theme of captivity begins as a literary tool in the development of théefema
protagonist through the genius of playwright, Henrik Ibsen.
Ibsen’s Life and Times

The theme of captivity as a literary tool in the development of the female

protagonist comes from a life of bleak circumstances and paramount curlusitje of
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playwright Henrik Ibsen. Ibsen was born in 1828 and grew up in abject poverty as a
result of his father’s bankruptcy. Ibsen’s mother suffered many hardsmipserves as a
model for later female characters (Hardwick 33). In early warden uses poetry with

mythological themes, but switches to a realistic style with the_playPillaes of Society

(Durbach 4). This realistic style was a break from the fanciful ope@stock characters

of the time as Ibsen became a detailed observer of true human life. In the book

Performing Women: Female Characters, Male Playwrights, and the Modgen Géy
Gibson Cima states that Ibsen’s work treats real-life issues in ant gmioslistic
manner (229).

Nineteenth-century Norway dealt with a large array of dangerous andtwogce
social problems, often glossed over in polite conversation. Ibsen’s ealiging style
and contemporary subject matter echoed to the heart of many pressingAsshies

Einar Haugen, in the book Ibsen’s Drama: Author to Audieexglains the importance

of Ibsen’s work in nineteenth-century western culture as a way ofjerdesocial
understanding on the topics of, “divorce, incest, paresis, political corruption,
suicide...arson, murder, seduction, child neglect, and financial swindles” (50).slbsen’
work includes controversial subject matter which serves as a tool fortiedusad
enlightenment. In the nineteenth century, authors began to recognize the importance of
educating and informing the reader (47). Through the inclusion of informative and
revealing subject matter, Ibsen rejects the literary tradition ofistie@nd emphasizes

the nature of reality. George Bernard Shaw, a contemporary of Ibsen, deéirksught
process of rejecting idealism for reality as “Ibsenism” (DurbachIB3gn’s realistic

ideology changes the course of dramatic literature and performanug Hsen’s
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contributions in the area of realistic drama also include the betterment ohwohe
theme of captivity is born from the actual situation of nineteenth-centoumyew.

The literary theme of captivity in the work of Henrik Ibsen is based on thal soci
captivity of nineteenth-century women. Ibsen recognized many problems faeing
women of his day, including a masculine biased judicial system (Farfandr). Ibs

explores this issue in the play A Doll's Houkeough Nora’s experience with a

counterfeit loan and the ensuing consequences. Women held a minority status in
nineteenth-century western culture, similar to other underprivileged groupssstineh a
ethnically different, the physically challenged, and the poor. Ibsenmzeabthe rights

of these unheard and powerless people groups, and believed the underprivileged should
join together to fight for improvement (Mcfarlane 89). Ibsen grapples wtisacial

problem of poverty in The Wild Duck he Ekdal family endures biting poverty that

affects living conditions and available food. Ibsen also recognized the akaingit
relationship of poverty and womanhood. A poor woman in the nineteenth century lacked
resources to fashion an agreeable life, and often felt enslaved in agmafria
convenience. Women of the nineteenth century had narrow possibilities and ware alw
looking for a way out (Hardwick 74). Ibsen’s personal experiences and knowledge of
nineteenth-century western culture create a foundation of insight intcetiteoar of
memorable and challenging female characters.
Ibsen’s Female Characterization

Henrik Ibsen’s female characters provide a compelling portrait of thestbém
female captivity in society. This theme of captivity, as a tool in the dpurednt of the

female protagonist, begins with Ibsen’s great interest in what msrtesbe a woman.
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Hardwick notes that Ibsen presents women as complex riddles with a deep mdsing a
curiosity (34, 36). Ibsen recognized the confusion of portraying women inditera
which was often over-simplified by other male playwrights of Ibsenis tiThese
playwrights constructed victimized female characters or a universaldecharacter
lacking individuality (Cima 15). In contrast, Ibsen created charadtat$ranscend the
bonds of a mere acting role and portray humanity. The human beings in lbsen’s plays
struggle with many diverse difficulties, but retain an insatiable fightesiyre. Ibsen’s
female characters are further expanded through relationship.

In Ibsen’s characters, the theme of female captivity is often observedlthrou
relationship. Ibsen creates a large number of father-daughter relgt®msti the
daughter as a replica of the father. The daughter is often held captive to thegymemor
expectation, or person of the father. Ibsen’s character of Hedda Gableaplis dee
influenced by the memory of her father, General Gabler. Farfan observeetua’s
father leaves a domineering and multifaceted legacy (3). Ibsen’s charfaiitara is also
influenced by a paternal relationship. Nora feels transferred from the hdmeefather
into marriage. Nora exclaims to husband Torvald: “I mean, then | went from Papa’s

hands into yours . . . it's a great sin what you and Papa did to me” (Ibsen, Four Major

Plays: Volume 1109). The character of Hedvig in The Wild Duslalso a victim of an
overly domineering father figure that defines this character’s captisggn’s use of the
strong father adds to the female character’s struggle with captivign’'sbdaughter
characters face a climactic choice of forsaking or dying to thevitegst of their fathers.
Ibsen characters are dynamic and innovative portrayals of human beings that have

transcended tradition and reshaped literary trends. The theme of femalgychpther
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layers these characters, providing another element to the intricate and stgaggte.
Henrik Ibsen’s characters mirror reality and deal with a multitudeatfiems, including
the captivity of the female protagonist.

Nora in A Doll's House

Captivity to moneyThe theme of captivity as a literary tool in the development of

the female protagonist is seen in Ibsen’s play A Doll's Holise theme of captivity

directly affects thelevelopment and decisions of the character Nora Helmer. This
character’s perilous journey to self-enlightenment begins with the cggbtuimoney.

Hardwick comments that the play A Doll’'s Houseabout the power of money (38).

Nora is enthralled by the power and freedom of money available only to men. The
captivity to money begins as a tasting of the freedom of this world. The anperof

money is seen in Nora’s first line of the play: “How much? (Ibsen, Four M&gsP

Volume 143). Nora decorates for the Christmas holiday and lavishly purchases
decorations, gifts, and a Christmas tree. Nora even gives the Chrisgmdslivery boy

the extra change, enhancing a bountiful image of plenty. This image is brotagtutcus
upon meeting the character Torvald Helmer, Nora’s husband. This character questions
Nora’s use of money: “Bought, you say? All that there? Has the little speht#eti out
throwing money around again?” (44). The couple is immediately at odds in regards to
financial matters. Nora feels a great freedom to spend money due to Torvatdfmated
salary raise: “Torvald, we can squander a little now. Can’t we? Just\adabit. Now

that you've got a big salary and are going to make piles and piles of mqddy?”

Torvald dislikes spending and borrowing money and is particularly wary of spending

extra money from the anticipated raise.
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The theme of Nora’s bondage to money is further enhanced by the couple’s
discussion of monetary loans. Nora offhandedly mentions the nature of borrowing mone
to which Torvald responds aghast: “Nora, you know what | think about that. No debts!
Never borrow! Something of freedom’s lost-and something of beauty, too-from a home
that's founded on borrowing and debt” (44). Ibsen creates this early protestaiiost ag
debt to set the tone for financial issues throughout the play. Despite Torval@d heat
objections to debt and frivolous spending, he generously supplies Nora with forty extra
dollars for household expenses. Nora quickly rejuvenates and asks for a Christmas
present of money: “You could give me money, Torvald. No more than you think you can
spare; then one of these days I'll buy something with it” (45). Nora becomesenhdy
an obsession for money through which she hopes to gain a sense of freedom. Torvald
looks disapprovingly at Nora’s habits calling her a “spendthrift [bird]” thas ug “a
frightful amount of money,” but Ibsen soon reveals that the motivation of Nora’s
monetary obsession stems from a time of poverty (46). The couple lived througbda peri
of financial burden in which Nora had to make homemade Christmas decorations and
presents. This picture is juxtaposed with the current Christmas season af plenty

Ibsen gives further depth to Nora’s monetary conviction with the arrival ofNora
old friend, Kristine Linde. Nora immediately discusses the Helmer fasudgesses
despite an absence of ten years. Nora exclaims: “My husband’s been aregenmin
the bank, just think! From now on we can live quite differently- just as we want . . .
Won't it be lovely to have stacks of money and not a care in the world?” (49). Nora has
begun to surrender her will and identity to the comfort and freedom of monew. Ibs

carefully layers Nora’s jubilant monetary reactions to portray th&i@n of a carefree
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and almost foolish woman. This illusion is soon broken by Nora’s revelation of the
source of her monetary obsession, a secret loan of four thousand, eight hundred crowns to
provide for a trip to Italy to save Torvald’s life. Nora is very proud of these ssitte
efforts of saving Torvald’s life, despite her illegal actions of borrowing madardwick
comments: “[Nora] has got herself into a mess on behalf of those she loves and she is
proud of her steady, if unconventional efforts to extricate herself’ (40). Nora is
profoundly satisfied with her quiet work of sacrifice, but this is neverthelesiegal i
action. Women in Ibsen’s day were not permitted to borrow money without a husband’
approval, and the consequences of such actions were dire. Nora does not initially
understand the ramifications of the law and the true state of her mental and emotiona
captivity to money.

The captivity of money deceptively provides Nora with a sense of freedom in the
world of men. Nora finds clever ways of utilizing the household allowance from Torvald,
as well as stealthily working on copying jobs. Nora does not view this pliglapésity
to money and comments: “It was wonderful fun, sitting and working like that, garnin
money. It was almost like being a man” (55). Nora is blind to her initial captovi
money, but slowly feels the pressure and tension of repaying the loan. Tofualdss
salary raise will provide the additional funds necessary to repay the loanpead N
happily exclaims: “Now I'm free. Oh, how lovely to think of that Kristine! Giage! To
know you’re carefree, utterly carefree . . . it is so marvelous to live ancppg!héb6).
Nora’s apparent obsession with money is a truly elated rejoicing at theeedom from

the captivity of the loan. Unfortunately, this freedom does not bloom to fruition as Nora
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sinks deeper into monetary captivity and a secondary captivity to the deafande
society.

Captivity to male societyora is a captive to male society through the secret loan
provided by Nils Krogstad. This money lender reveals that Nora has forgedheseisfa
signature and committed a crime: “If | introduce this paper [the loan documexatiiit,
you’ll be judged according to the law” (67). Krogstad uses Nora’s forgeryaeakmail,
entrenching this female protagonist in a second layer of captivity to the etleg male
society. Hardwick remarks that Krogstad is in control of Nora’s fate &g begins to
understand the ramifications of this legal transgression and works to appeastading
trying to convince Torvald to retain the money lender’s position at the banKsNora
secondary level of captivity becomes exceedingly provoked when, despite Nora’s
pleadings, Torvald sends Krogstad’s notice.

Torvald, a member of male society further encapsulates Nora in captivityg¢o mal
society by enforcing his will. Nora exclaims: “Call [the notice] backvald! There’s
still time. Oh Torvald, call it back! Do it for my sake- for your sake, for thieldm’s
sake! Do you hear, Torvald; do it! You don’t know how this can harm us” (79). Nora is
in danger of undergoing serious legal action that would affect her relapomghi
Torvald and the children. The captivity to male society proves to be a more difficul
burden than monetary captivity. In the article, “The Female Jouissandenalysis of
Ibsen’s Et Dukkehjem,” Rekdal notes: “Nora slowly recognizes and becomesotsnsc
of her transgression of the law. Just as sky-lark is her father’'s and [@’shmalage of
[Nora], so the image of her as a law-breaker is also created by [TorvEdd). (Torvald,

a member of male society, sets a firm opinion against borrowing loans in the bggifini
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A Doll's House and makes a stiff declaration against the moral aptitude of a law breaker.

Nora’s captivity expands into a tertiary level of bondage to Torvald’'s patngrézid
moralistic attitude.

Captivity to TorvaldTorvald’s patronizing and moralistic attitude serves as a
third snare of captivity for the character of Nora. Torvald is constantigtenhing Nora
with pet names, and views his wife as a child and a toy. When reprimanding Nora,
Torvald croons: “My little songbird must never do that again. A songbird needsa clea

beak to warble with. No false notes” (Ibsen, Four Major Plays: Volu6®).1 Nora is

continually petted and treated like a child in the marriage to Torvald. Allpbggait
mentions that Nora begins as a doll-child to her father and is then transfehreddtet
of doll-wife to Torvald. Both men are barriers to Nora’s growth as a respensi
individual (39). Torvald further cements Nora'’s role as a doll-wife by oftguinag
performances of song and dance. Nora mentions to Mrs. Linde the viable danger of
Torvald tiring of her appearance or habitual play-acting. The themguvitais present
in Torvald’s possessive and selfish treatment of Nora. Durbach states thateNoes
power from the only possible source: sexual manipulation (45). Nora cannot directly
communicate with Torvald about the loan as this would not be fitting for a doll-wife.
Nora is a captive to the patronizing expectations of Torvald, as well as thiestimora
expectations.

Torvald holds to a high level of morality regarding money, business and family.
Torvald harshly condemns Krogstad for a lack of morals and for poisoning posterity:
“Every breath the children take in is filled with the germs of something degehéfr@).

Torvald’s moralistic tirade further enslaves Nora in a life of confusion, daabtself-
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loathing. Nora is captured by Torvald’s moralistic view and is terrified ateut

influence as a mother. Nora refuses to interact with her children based on ®orvald’
views. Nora passionately states: “No, no, no, don't let [the children] in to me! [Gould
hurt my children-! Poison my home?” (71). Nora is a captive to the tertiary bondage of
Torvald’s patronizing and moralistic expectations.

Nora’s three levels of captivity to money, to male society and to Torvald’s
patronizing and moralistic expectations prove to be an unbearable burden. Nora is
desperately seeking release from captivity and seductively turns to DrirRaneiled
cry for help. Nora uses flirtatious language and a pair of silk stockings withtémion
of seducing Dr. Rank into giving money. Nora promises Dr. Rank: “Tomorrow you'll see
how beautifully I'll dance; and you can imagine that I'm dancing only for y8a}.
Nora’s desperation at the third level of captivity is observed in the sexathé&et of Dr.
Rank. Durbach recognizes that Nora distastefully seduces Dr. Rank, whom shesknows i
dying of an inherited disease in a final attempt to rescue herself fdrahglsg levels
of captivity (46-47). Nora’'s deep concern over each of the three levels of gaphigi
loan, Krogstad's retaliaton, and Torvald’s response, forces her tauntinghjuiceder.
Rank. Rekdal notes: “Nora’s fear of death and maddness [is paralleled with] her
unrestrained erotic games with Dr. Rank” (163). Nora’s behavior causesrilrtdra
make a daring confession of love since he has misunderstood Nora’s sexual advances as
sign of true affection. The levels of captivity continue to pressure Notseagapples
for relief from the burden.

Nora contemplates suicide as a respite from the three levels of captiagst&d

further threatens to ruin Nora’s name after suicide: “Are you forggthiat I'll be in
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control then over your final reputation?” (88). Nora’s death would not save the Helmer
family from the severity of Krogstad’s accusations. Nora recogrhize utter
powerlessness and pours all of her fears and anxieties into a performdreéacdntella
dance. This is a dance of death, and Nora dances to postpone death as the result of
captivity (Rekdal 167-168). Nora recognizes that her comfortabléhlogsl is coming to
an end and hopes for a miracle--the climax of captivity.

The climax of captivityThe climax of Nora’s three levels of captivity: to the loan,
to male society, and to Torvald, is reached when Torvald reads a lettglaiagion
from Krogstad. Torvald finally faces the details of Nora’s loan and thedamigeature,
and reacts abominably. Rekdal comments that Torvald exerts ridiculous dominance and

behaves in the manner of an interrogator (173). Torvald spews villainous words at a

woman who was just his “little lark” and “dearest possession” (Ibsen, Fowr A&ys:
Volume 1100). Nora says very little as she endures this tirade of selfish comments and
accusations which quickly turns to a torrent of jubilation with the returned loan from
Krogstad. Torvald happily forgives Nora and reinstates her position as iflfwrvald
croons: “For a man there’s something indescribably sweet and satisfyjingwing he’s
forgiven his wife . . . It's as if she belongs to him in two ways now: in a sensgive’s

her fresh into the world again, and she’s become his wife and his child as well” (108).
Torvald’s refusal to take the blame for his wife leads Nora to the climaaptivity

where she decides to leave her marriage, children, and livelihood. Norarex¢lanave

to stand completely alone, if I'm every going to discover myself and thie wor there.

So | can't go on living with you” (110). Nora makes the decision to break out of the final

chains of captivity and leave Torvald.
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The final stage directions of A Doll's Housead: “From below, the sound of a

door slamming shut” (114). Nora discards the chains of captivity for an independent
existence. Allphin-Hoggatt remarks that Nora’s decision impacts hedewslopment:
“Nora has been a robot caring for her children physically, enjoying thérrdaips and
dances, really being a child with them. That fateful door-slamming night abecce

being a child and assumed the maturity of an adult” (32). The theme of captivigesha
the development of Nora Helmer, and is broken asunder with the decision for
independence. The mental and emotional pull of captivity also affects the develgpment

the character Hedvig in The Wild Duck.

Hedvig in_The Wild Duck

Captivity to Hjalmar.The theme of captivity as a literary tool in the development

of the female protagonist is prevalent in the character of Hedvig in The Wild Duck

Hedvig blindly adores her father Hjalmar, and is held captive to his selfish madds a
unrealistic ideology. At age fourteen, Hedvig is blissfully content to tivee simplistic
world of imagination. Hedvig also has the opportunity of playing in the family(s thihi
is filled with various live birds. The Ekdal family created an indoor forestrffmyenent
that is home to Hedvig's wild duck. Hedvig’s childlike imagination is formed byipday

with this wild duck. In the article, “The Wild Ducknd Critical Cliché,” Hallett

recognizes Hedvig's vast imagination. This female protagonist spends herlifgnol
fantasy and make-believe (61). Hedvig's life of fantasy is encouraged pgiesits and

grandfather. In the book, Ibsen’s Wom&empleton observes that Hedvig seems much

younger than her fourteen years because she has been encouraged to remairY §pung (
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Hedvig has the mannerism of a child due to Hjalmar’s selfish treatAedtas-
Salomé remarks: “With trustful respect she looks up to Hjalmar’s great phrases because
deception and lies are completely alien to her” (73). Hedvig is a captive todtjgl
egotistical treatment and is continually trying to please her fattechwonsiderably
boosts Hjalmar’s egotism. Templeton notes: “Hjalmar believes, and makksgtshare
a mutual love in a special relationship- a father-and-daughter couple . . . buttihs t
that for Hjalmar, Hedvig is principally a subject for self-serving sesnializing” (173).
Hedvig is enslaved by Hjalmar’s egotistical attitude, and longs for soeaps of
affection. On one occasion, Hedvig excitedly anticipates a treat from&fja dinner
party, and is disappointed when he carelessly forgets. Hjalmar launchesenbak
tirade after seeing Hedvig's disappointed face, which Hedvig patientlyesdur
Hjalmar’s negligence and harsh words are met with adolescent adorationcangl isle
overjoyed by a sudden apologetic hug. Templeton notes: “Hedvig feels towardHjalm
the mixture of physical and emotional longing characteristic of the pubesdemhgse
father is the only man in her life” (173). The captivity to Hjalmar causes Hedvi
contentedly to work for her father and when asked about future goals, she rgsolutel
states her plans to remain at home. Hedvig comments: “I'm going to stay atlveays

and help Daddy and Mother” (Ibsen, Four Major Plays: Volum@3). Hedvig's paternal

affection is visible in the usage of the term “daddy” and her desire to stay at home
Andreas-Salomé notes that Hedvig's greatest desire is to forever remain at home and she
does not desire to free herself from her family (77). This peaceful exastetioeatened

with a revelation from Hedvig’s mother of the child’s potential illegitimacy
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Climax of captivityThe climax of Hedvig's captivity to Hjalmar is reached in his
violent response to the news of Hedvig's true pateraitylreas-Salomé notes that
Hedvig’'s world darkens with Hjalmar’s reaction to this news (75). After lagrof
Hedvig's true biological father, Hjalmar exclaims: “Don’t come neay lHezlvig! Keep

away. | can’t bear seeing you” (Ibsen, Four Major Plays: Voluf®6). Hedvig is

traumatized by Hjalmar’s treatment and looks for means of restitutiorr. sfteher
harsh dismissal, Hedvig stands, “frozen by fear and bewilderment, bitingp$iéo keep

the tears back; then she clenches her fists convulsively” (Ibsen, Four Majar Plays

Volume 1207). But despite Hjalmar’'s incredibly harsh treatment, Hedvig desperatel
longs to please her father. From the depths of her soul, Hedvig sobs: “I think fiibdh
all this. What did | do to him?” (196). Hedvig is entrenched in captivity to Hjalhadr t
continually serves his selfish moods and ideologies with the hope of small sign of
affection.

In Hjalmar’s treatment of Hedvig, this father has manipulated his daughterd
and emotions forcing Hedvig to work for his love. When Gregers Werle, Hjalmar’s
friend, suggests that Hedvig sacrifice her prized wild duck to demonsteagxtent of
her love, Hedvig is adamant: “I'll ask Grandpa to shoot the wild duck for me” (Ibsen,

Four Major Plays: Volume 198). Hedvig’s captivity to Hjalmar causes her to sacrifice a

most prized possession for reconciliation. In the article, “The Hiddemitaoture in

Ibsen’s RosmersholmGreenberg comments on the extent of Hedvig's sacrifice for her
father and her connection to the wild duck: “When [Hedvig] is cruelly rejested b
Hjalmar, Gregers suggests that she sacrifice her wild duck for her fatheknmshg that

Gregers is referring to the wild duck, but on the unconscious level she interprets hi
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words as an exhortation to sacrifice her own life” (146). In the midst of dgptiedvig
makes the climatic decision to give up her own life in a final love offédrigjalmar.
Andreas-Salomé notes that Hedvig's sacrificial suicide represents a trend in Ibsen’s
female protagonists of giving one’s self for freedom. (83). Hedvig's resporssecafe
as a love offering leaves the dichotomous result of dying with captivitghasv
becoming physically free from this captivity through death. Ibsen’s eexile

protagonist, Ellida Wangel in The Lady from the &éso struggles under the power of

bondage in captivity to mental illusions.

Ellida Wangel in The Lady from the Sea

Captivity to mental illusionsThe theme of captivity as a literary tool in the
development of the female protagonist is evident in the development of the character

Ellida Wangel in The Lady from the Sd#lida is a captive to her own mental illusions

and is wracked with mental fantasies regarding a former lover, theg8tr&llida also
becomes obsessed with the world of the Stranger- the sea. This obsession tsthe sea
apparent to family and friends and the character Arnholm states: “Mrs. Warsgeims]
... you have a particular tie to the sea and everything connected with it” (Hosen,

Major Plays: Volume IR38). The title of the play, The Lady from the Ssao connects

this character to the sea. Ellida is often called “the lady from theasekthe “mermaid”
(237). Ellida takes a daily swim and is enchanted with stories about “thetfialsea”
(245). Ellida’s mental captivity to the Stranger is manifested in an obsessioihesea
and a life of fantasyAndreas-Salomé discerns that Ellida’s captivity to mental fantasies
of the Stranger cause his power to grow limitless and completely dongifafa).

Ellida’'s mental captivity to the Stranger is a growing force &figdher marriage to
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Wangel. In reference to the Stranger, Wangel comments on the man’s unealdhly

over Ellida (Ibsen, Four Major Plays: Volume2ib2). Ellida’s mental captivity to the

Stranger threatens her marriage and family.

Ellida’s mental captivity forces her to resent her marriage to Wangel sinc
comes after a symbolic marriage to the Stranger. Ellida’s mentakfastcause her to
view her marriage to Wangel as “involuntary imprisonmeAtidreas-Salomé 116).
Ellida is consumed by the captivity of the mind and condemns her marriage to Wangel:
“the plain, simple truth is that you came out there and- bought me...I see thégthis |

we’re living with each other-is really no marriage at all’ (Ibsen, FouoMRjays:

Volume 11 297). Through Ellida’s mental captivity, she fantasizes a captivity afagar

to Wangel and becomes alienated from her stepdaughters. Allphin-Hagtsdt f
comments that Ellida acts indifferent to her husband and children and retredtg into t
captivity of the mind (33). This captivity of the mind hinders Ellida’s role atharpand

she comments: “I've been so completely without roots in this house, Wangel. | have no

place with the children- in their hearts, | mean. | never have” (Ibsen, Fajor Mlays:

Volume 11 306). Ellida’s obsession with fantasies also clouds her judgment in regards to
Wangel and the true nature of their marriagedreas-Salomé perceives: “[Ellida] takes

no notice of Wangel’'s deep attachment to her . . . she turns to her husband but only as
would a sick patient turn to her doctor who might possibly bring relief from §aig).

The mental captivity of fantasies has hindered Ellida’s view of Wangel'stiaffie

Ellida’s mental captivity also inhibits her from participating in intimaiations with

Wangel who asks: “Why, then, in all this time, have you not wanted to live with me as

my wife?” (Ibsen, Four Major Plays: Volume263). Ellida is not able to participate in
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sexual relations with Wangel due to the strangling mental captivity @di@stabout the
Stranger. Ellida believes the Stranger took over Wangel's body to father her lshild w
soon died. Ellida confides to Wangel: “The child had the stranger’s eyes . . . noarnyou c
understand why | never again want- why | never again dare to live withsyynuawife”
(266). Ellida’s captivity of the mind prevents intimacy between husband and wife.
Templeton maintains: “Ellida suffers from a mysterious depression that dgmn her
baby died. She no longer has sexual relations with her husband, and is experiencing an
emotional and mental anguish” (197). Through the captivity of the mind, Ellidaé®lie
her dead child possessed the Stranger’s eyes as proof of the Stramgesling power.
Ellida longs for freedom from her supposed physical captivity of marriage as well as her
deep mental captivity consisting of fantasies of the Stranger. Andreas-Salomé detects
that Ellida is not a physical prisoner to anything and chooses to remain inkthe sic
conditions of her mind (117). The climax of captivity is reached when Ellida must
choose between the Stranger and Wangel.

Climax of captivityThe theme of captivity reaches a climax in Ellida’s decision
between the Stranger and Wangel. Ellida longs to break out of the bonds of captivity and
make an independent choice. Ellida resolutely comments: “I have to talk to gheg&ir

myself. It's the only way | can make a free choice” (Ibsen, Four MagysPVolume Il

305). Ellida can shatter the shackles of mental captivity through the freedomad.dhoi
is recognized: “Since the Stranger only represents for Ellida her ownf@ope
understanding of what she wants from life, it only takes a final maturityliofodareak
his power and let him sink imhothingness” (Andreas-Salomé 107). Ellida is given the

power to conquer the demon of mental captivity through Wangel’s sacrifice. Wangel
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abolishes Ellida’s false image of marital captivity, to enable her to conquacttied
mental captivity to the Stranger. Wangel notes: “Now you can choose your owimpath

full freedom . . . because | love you so much” (Ibsen, Four Major Plays: Volusi8)ll

Wangel’s gift of free choice enables Ellida to vanquish the demon of mentafityapyi
refusing the Stranger. Ellida victoriously dismisses the Stranger: ‘Witiurasn’t a
shred of power over me now. To me you’'ve become a dead man who came up out of the
sea- and who's drifting back down again. There’s no terror in you now. And no
attraction” (320). Ellida destroys the hold of mental captivity to the Stranger by exerting
her own free will. Andreas-Salomé comments that the Stranger’s return is necessary in
order to free Ellida’s mind from captivity (115). Ellida’s successfullyoees her mental
captivity to the Stranger and sees with fresh eyes the beauty of Wangel'She theme
of captivity also affects the inward life of another Ibsen protagoneddd Gabler.
Hedda Tesman in Hedda Gabler

Captivity to the attitude of selfishne3$ie theme of captivity as a literary tool in
the development of the female protagonist is observed in the character Hedda in Hedda
Gabler This character is a captive to the attitude of selfishness, and factsrage to
live differently. Hardwick notes that Hedda is egotistically in love watl &nd incapable
of caring for others or having true joy (54). Hedda is captured by a constanfoicuner
that makes no time for anyone else, including her new husband. Hedda’s captivity
selfishness directly affects her marriage to George Tesman.

As a new bride, Hedda is completely uninterested in husband, Tesman’s affairs.
It has been noted: “Hedda has used [Tesman] as her provider, and will hate dittle

with him as a human being” (qtd. in He 448). Hedda does not feel any love or interest
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towards her new husband, and chooses to concentrate solely on her own interests. When
Tesman asks if Hedda has been worried about him, she responds: “No, that never

occurred to me” (Ibsen, Four Major Plays: Volun#/6). Hedda shows no interest in the

life of her husband and withholds affection. Hedda responds to Tesman’s use of the word
love with the curt statement: “Don’t use that syrupy word” (250). In anoth@mnicest
Hedda exclaims to Tesman: “Love? You are absurd!” (264). Hedda’s capbiagjfbhess
rejects any element of love toward Tesman. Hedda also denies any conmettt@ndw
family and responds to Tesman’s statement of, “now that you belong to the, fawtty

a sharp, “I really don’'t know” (232). Hedda'’s captivity to self is also evidetiia play’s
title. Ibsen’s titling of the play: “Hedda Gabler,” reflects Hedddentity of self over
husband. Hedda’'s married name is Hedda Tesman, but the play’s title uses Hedda’s
maiden name enhancing this character’s identity apart from marneathe érticle,

“Hedda and Bailu: Portraits of Two ‘Bored’ women,” author C. He comments: “Tdne us
of Hedda’s maiden name (Gabler) for the title...[suggests] the difficuleesl&lhas in
adjusting to the middle-class environment of the Tesmans- to become, in a real sense
Hedda Tesman” (447-448). Hedda refuses to merge her life with Tesmanj®pthe
company of his family by showing great disinterest and rudeness. Harderdions

that Hedda refuses to like anyone and is continually hurtful with insults of backd pr
calculated piercings (51). Hedda deliberately insults Tesman’s aunt whoelhdsg g
sacrificed to provide extra money for the new couple. Upon seeing Julianani&siaia
Hedda scoffs: “[The maid] let her old hat lying out on the chair” (Ibsen, FojorMa

Plays: Volume P30). Hedda intentionally hurts the caring aunt in the despondent

bondage of selfness. It is difficult to understand Hedda’'s motivation for her dark
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behavior, but in explanation of her hurtful treatment of Juliana Tesman, Hedda suggests:
“These things come over me, just like that, suddenly. And | can’t hold back” (254).
Hedda is entrenched in captivity to selfness, and has been recognized as, “one of the
meanest Romantics in literature” (Hardwick 49). Hedda'’s captive attiusigfishness
is also exhibited in biting jealousy.

Hedda’'s obsession with self arouses an inane jealousy of others. Hedddys great
jealous of the character Thea Elvsted, and remarks: “[She is] the one witlitatiagr

hair that she was always showing off” (Ibsen, Four Major Plays: Volul38). Hedda's

selfishness results in feelings of jealousy over the appearance of TeedEHardwick
notes: “lbsen’s stage instructions describe Hedda as having hair of an agreedhlen
brown but not particularly abundant,” Thea'’s hair is [the opposite]...this is theagravy
emptiness of a narrow vulgar world” (64). Hedda’s captive attitude of selfisteads to
an obsession with Thea’s hair as she is often touching Thea'’s hair and thretatdning
the hair. Hedda asserts: “I think I'll burn your hair off, after all!” @bsFour Major

Plays: Volume P72). Hedda’s jealousy over Thea’s appearance stems from captivity to

selfishness and boredom with life.

Hedda is bored and restless; her captivity to selfness has deepened éoviehlas
of daily life. C. He comments: “the boredom in [Hedda’s life] is deadenddp)
Hedda'’s captivity to selfishness has removed any excitement and joyifeokriddda

notes that she has one talent, to bore herself to death (Ibsen, Four Major Playg Molum

257). Hedda is captured by an obsession with self that threatens her very exStenc
He further perceives that Hedda yearns for an escape from the ennui, kitisfafne

inherent dangers of freedom and the possibility of a scandal (454). Hedda longspt® es
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the bonds of languor but is unwilling to dismiss the egotistical bend to put self above
everything else. Scholars have commented that Hedda'’s ideal is to live uleutft

she is unwilling to change her self- protective nature (Cardullo 23; Hardwick 63).
Hedda'’s captivity and obsession with self is in direct contrast to thegamura drive of
character, Eilert Lavborg. Hedda desires this same boldness and quest for lifétbat is

much afraid of scandal” and “a terrible coward” (Ibsen, Four Major Plagisinve |

266). Lavborg encourages Hedda to break out of the bonds of captivity and follow her,
“hunger for life” (266). Hedda longs for the same courage as Lavborg to livefbibauti
When L@vborg desires to commit suicide, Hedda passionately asks him to diulhgauti

in a selfish attempt at finding vicarious satisfaction. Hedda’'s captiiglf and habitual
boredom provides the means for Lagvborg’s death. Hedda happily comments: “[It is]
liberating to know that there can still actually be a free and couragetus iaghis

world. Something that shimmers with spontaneous beauty” (298). Hedda views
Lavborg’'s death as a worthy escape from the monotony of life, but soon learns the truth
of his death in the climax of captivity.

Climax of captivityThe climax of captivity is reached when Hedda learns that
Lovborg’s death is not intentional and far from beautiful. With Levborg’s failure to die
courageously, Hedda feels the growing sense of hopelessness amidst titg oépelf.
Hedda bemoans: “what is it, this-this curse-that everything | touch turnglowscand
vile?” (299). Hedda'’s captivity to self is a dark trap of depression and gloom. Hedda’s
bounds of captivity also grow tighter with the realization that Judge Brac#é cexgal
her connection to Lgvborg’s death resulting in scandal. Hedda comments withgyrowin

hopelessness: “So I'm in your power judge, you have your hold over me from now
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on...I'm in your power. Tied to your will and desire. Not free. Not free, then!ldan’t
bear the thought of it. Never!” (302). Hedda faces a new captivity, this time to an
individual, which is in direct contrast to Hedda’s captivity to selfness. Hedda décide
commit suicide, dying in the throes of one form of captivity to prevent another. C. He
observes: “Ironically, Hedda, who has had the desire and ambition to manipulate the fate
of others, ends up living under someone else’s control. It is the reversed pattiern of li
she [and she] cannot submit” (450). The captivity and obsession with self prevents Hedda
from loving, interacting without jealousy, overcoming the ennui, and trying te&cha
day courageously. Hardwick discerns that Hedda began life with passion and ends a
failure (51). Hedda aimlessly dies in the captivity of selfishnessthidrae of captivity
as a literary tool in the development of the female protagonist is marledththe
mental or emotional manipulation of an object or person. The theme of capsuity a
serves as a performance guide for the portrayal of the female protagavisting the
actor with a powerful foundation of character development and understanding.
The Theme of Captivity as a Performance Guide
for the Portrayal of the Female Protagonist
The theme of captivity in the works of Henrik Ibsen serves as a performance
guide for the portrayal of the female protagonist. Mason observes that Ibsemplayste
to be performed on the stage (1). Ibsen’s female protagonists were writhgmaasic
characters for the stage and have forever changed the history of aceranstyl

performance.



Forshey 27

History of Performing Ibsen

Acting styles prior to Ibsefhe pre-lbsen acting style was derived from the
material of melodramas and well-made plays. Early melodramas grdifferent from
Ibsen plays, containing a clear depiction of good and evil. Mason notes: “The
melodramatic protagonist, usually in conflict with external forces réktaer divided
against the self, struggles to win a battle while the antagonist tries to héoaktton.
The play usually moves toward an idealized, simplified truth” (31). The melodrama
contrasts with Ibsen’s complex plot, characterizations, and the varyimeg $haf
captivity. For the actor of Ibsen’s day, early scripts contained spateeiah for analysis.
Cima recognizes that the material of nineteenth-century melodrardd&3ench well-
made plays required a small amount of analysis in comparison to the in-depth plots of
Ibsen (24). The early actor did not need to analyze a character for perterarad was
accustomed to a skeleton-like script (25). The actor considered ihietadre a mere
template for performance and had great freedom to make revisions and onasgidhs
Early nineteenth-century acting also placed a large emphasis on the |igrebdtize
actor. Cima notes: “The attitude toward acting in the pre-lbsen era . . . agedine
audience to derive pleasure from being swept away by the hero-stat&arynén direct
contrast, the audience attending Ibsen premiers [were] curious about the plays
themselves. The play was the thing” (58). Ibsen’s writing changed unu#ngjaf
characterization and acting style. The Henrik Ibsen’s plays exploded onhe#test
scene, uprooting customs and forging a new acting style.

A new style of acting: realisnihe work of Henrik Ibsen created a new style of

acting based on the multi-dimensional characterizations and seriousisigsigts. This
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compelling subject, strengthened by layers of captivity, forced actalesvelop a new

way of creating characters and delivering lines. Cima recogni&esny styles reflect,
enforce and critique cultural models of behavior. New styles...can suddenlywaiite

the out-datedness of certain notions of performance- not only in the theatre but also in
daily life” (1). Ibsen’s work served as a catalyst for the creation dalestie acting style

for the theatre. Nineteenth-century acting theorists were also prorsomnibutors to
Realism in acting. The renowned theorist Constantin Stanislavsky developdohgn ac
methodology that strongly upheld the words of the playwright, enhancing the work of
Ibsen and the style of realism (25).

In the study of acting, the question of what determines reality is paramount.
Realistic acting is often a confusing term for theatre scholars, andufiara changes,
the acting style must reflect the transformation of new mores. Ibsktsifying works
included startling cultural issues such as feminine bondage to the male légial apd a
mother’s desertion of her children. The new acting style developed out of tlssityeoé
realistically portraying Ibsen characters, and in this regaresh’foe@ahanced the
importance of the playwright. Mason conveys: “The late nineteenth centuthsea
emergence of a relatively new phenomenon, acting styles named foriglagvimstead
of actors or directors . . . critics began to speak . . . of ‘lbsen actors,” even intjgasluc
not directed by Ibsen” (3). This phenomenon of naming an acting style for theiglay
placed the script in a prominent position empowering the playwright to express the
realities of his or her society (Cima 25).

The work of playwright Henrik Ibsen caused actors to analyze an entptaw

esteem the playwright’s words. This new style of acting was built onnal&bion of
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textual analysis that consisted of creating character based on cluekgdroyithe
playwright in the text and stage directions. The theme of captivity presentklya sta
realistic view of a female’s captivity to family, society or selfellvs plays changed the
style and perception of acting to one of character research and understandingcéudie
members began to appreciate this new style of complex characteribatigmesented
compelling and often mysterious characters. Mason comments: “Publicattentied
from the fashions and morals of the acting company to the morality of Nora . . . and
Hedda” (iv). Audience members showed interest in the plot of the play ra#methie
stardom of an individual. Actors were now held at a high standard of acting with trut
and reality. Ibsen’s “fourth wall realism” as described by Coldewey &nedtirger,
demanded an acting style that appeared true to nature and layered with tbtecchara
bondage (577). The performance of Ibsen’s characters provided an unparallekthehall
that included a unique and revolutionary form of character development. Cima remarks
that Ibsen’s plays gave actors the opportunity to utilize a new actingastyldistinguish
their work (21). Henrik Ibsen’s scripts, consisting of the daring themeradiéecaptivity,
forever revolutionized the field of acting by defining a new style of aclih. acting
style requires a thorough understanding of the character’s psychology taK'timé
past” and “discover the playwright’'s ‘master-keys’ to the characteesemt concerns”
(28). The new Ibsen acting style transformed the conventions of the theatre andc&amend
the role of the nineteenth-century actress.

The role of the nineteenth-century actress in Ibsen’s new $tyetheme of
captivity in the works of Henrik Ibsen expanded the role of the nineteenthcentur

actress. Ibsen’s work greatly influenced the acting profession for both ntbferaale



Forshey 30

performers, but for the first time women were given substantial actiaeg. Miith Ibsen’s
characters, actresses were finally able to portray realistic andiimeinsional women
(Cima 26). Ibsen’s multi-layered theme of captivity expanded the role tértrede

protagonist, directly affecting the actress. In Ibsen and the AcRebfs remarks: “No

dramatist has ever meant so much to the women of the stage as Henrik Ibsen” (85). Ibse
expanded the material and opportunity of nineteenth-century actressesdayalyt
layering female characters in levels of captivity. For the first,tem&resses of Ibsen’s
day were able to develop characters rich with depth and psychology. Cimaizesog
that female actors were about to develop psychologically real acting throegh(3%3.
Ibsen’s creation of in-depth female characters, who struggle through numeerssoay
captivity, enhanced the actress’ opportunity fully to experience theofrafting. Cima
further comments: “[Female actors] were eager for a chance to tran$iemselves, to
make the audience conscious of a new way of performing, particularly a new way of
performing womanhood” (21). For the first time, a female performer could &elyura
portray the thoughts, feelings, and captivities of women. Elizabeth Robins, a&nthete
century actress, exclaims: “To those of use who were given a share in sloapigy f
stage some of Ibsen’s characters, it is an unfading glory of memory . . . whenhied by
we ‘mounted right to the top’-and heard harps in the air” (56). Ibsen’s chanacigide
actresses with a strong voice in the performance of women.

Ibsen’s female characterization radically altered the developmems of t
nineteenth-century actress by providing female characters rich wiibpibg that
mirrored life. A turn-of-the-century American actress, Minnie Maddéske, radically

changed her development of character through the works of Ibsen. Fiskectsiim
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the study of Ibsen, | had to devise what was . . . for me, a new method. To learn what [the
character] was | had to imagine all that she had ever been” (gtd. in Cintaské)js new
method of characterization consisted of studying the script to discover thesddghe
character, and imagining the character’s past history. Through complextena
development, Ibsen provided the actress with the opportunity to dig deeply into the ferti
soil of characterization. Another early Ibsen actress, Alla Nazinspeat a large amount

of time in the study of Ibsen’s characters and appeared to changegtigyisr each
character. Bryan notes: “A small woman, Nazimova seemed to dominate the other
characters in Hedda Gablehen she later played Nora Helmer, Nazimova seemed
smaller than her normal five-feet-three . . . Nazimova said, ‘| make ng#ielfor

shorter by thinking | am taller or shorter” (267). Nazimova was able togehber

physical portrayal of Ibsen’s characters through in-depth study ottip¢ sanslated

into performance. Nineteenth-century actresses greatly enhancedftiod acting

through character research. The actress Eleonora Duse was complime@tsat dpy
Bernard Shaw for extensive character analysis. Shaw comments: KbeigeNora more
intimately than Nora herself did” (qtd. in Bryan 81-82).

Ibsen’s plays, deep with character history and situation, served as atdataly
the advancement of the role of the nineteenth-century actress. In the sggksm,
voracious research became a trademark of the Ibsen actress. The notsble@réss,
Janet Achurch was complimented for dedicating her whole self to the pbfayora
(Bryan 5-6). Actresses trained in Ibsen’s new style of realism ecenpletely dedicated
to the development of character. Understanding an Ibsen character becamanallong

careful process of peeling back the multiple layers of psychology and bondage. Alla
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Nazimova spent four years developing the role of Hedda Gabler, and Minnie Fiske
recommended a solid three years of preparation for an Ibsen role (Cima &liesst
of Ibsen’s characterization, nineteenth-century actresses developetingnstyle firmly
founded with research, generating performances of life-like naturabsmat Achurch’s

aforementioned performance as Nora in A Doll’'s Howas also praised for realistic

acting. Robbins notes: “ [The performance seemed] less like a play and more like a
personal meeting- with people and issues that seized us and held us, and wouldn’t let go”
(11). Henrik lIbsen’s psychologically deep female protagonists, encumbehed wi
complex themes of captivity, served as a tool to enhance the role of the nineteenth
century actress. Actresses of Ibsen’s time were presented witlethal gfift of vividly
penned female protagonists that continues to influence contemporary theatre.
Contemporary Ibsen Performance

Influence on modern-day actoi®he plays of Henrik Ibsen influence modern-day
actors in the performance of the female protagonist. Ibsen has been said tiqyvéhe
opportunity to, “do the deep and delicate thing . . . to paint with a fine brush . . . our
plastic humanity” (Cima 1993). The plays of Ibsen, with the multi-layeredeof
captivity, continue to provide actors with deep material for charactenzdbsen’s work
has been considered, “glorious actable stuff,” a legacy present in modern-day
performance (Robins 31). Ibsen’s plays, founded in the acting style offRRehkve
strengthened every area of theatre. Mason notes: “Even for actresseavwehnever
played Ibsen, the parts they have played in modern drama would never have been writte
but for Ibsen” (5). Henrik Ibsen’s complex female characters and thewrhiall theme

of captivity have set a precedent for the creation and development of ensuirigrroles
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women. These characters still offer a great appeal to modern-dagestoesause of the

level of complexity (Mason v-vi). Ibsen’s realistic style of playwgthas illuminated

the path of character development to the present. Finney observes Ibser'sstapgleal

and influence: “The power of his female roles has continued to attract [tber¢ali
performers down to our own day, as evident in the homage paid him by Julie Harris, Jane
Fonda, Liv Ullmann, Glenda Jackson, and others” (93). Ibsen’s roles and the theme of
captivity in the performance of the female protagonist have set a stangendavmance
accessible to contemporary actors.

Portraying Ibsen characterd.he modern-day actor can incorporate the
multifaceted theme of captivity in the performance of Ibsen’s work.fecessary for the
Ibsen actor to do a thorough first reading of the play feeling for rhythmdgegtore and
characterization. The actor must also read a second time, concentrghliog siructure
and climax (Harrop and Epstein 199). The text is the actor’s first sourcegsftiimto
Ibsen characters. Cima comments that Ibsen provides the actor with mesyoc!

unraveling the plot (26). In the early readings of A Doll’'s Hotise actor will begin to

recognize Nora’s tensions to money, male society and Torvald. Each addegaialr

will provide the actor with more clues to Nora’s reaction to and treatmentioi@ze! of
captivity. Robins remarks: “By the power of [Ibsen’s] truth and the magic of htsypoe

he does something to the imagination that not only gives the actors an impetus, but an
impetus in a right direction” (54). The longevity of Ibsen’s work and applicabality t
contemporary acting is a result of a profound writing style. Harrop andikpstenph

the wealth of material available in an Ibsen text: “Actors will find a lobfafrmation in

the text about environmental influences, childhood backgrounds, education, social



Forshey 34

interests . . . professions, class and economic level. All of these may be used to add
dimensions [as if] to give colors and shadings to the [character]” (190).cldrenall
greatly benefit from a thorough reading of an Ibsen play that builds an undergtahdi
character background. It is important for the actor to avidly consult Ibsepisus stage
directions for character insight. Harrop and Epstein further recogniee’sbs
contributions to Realism in acting through the detailed use of stage diredtioss
technique was use to describe the character’s outer experiences ahthecveeer
workings of those characters (177). The actor can gain insightful chaaoteledge

through Ibsen’s stage directions. In the play The Lady from thell$ssmn provides

helpful stage directions to expose Ellida’s inner thoughts at her climax of captivit
Ellida’s emotions are described as, “a rising tumult of feeling,” and hee as, “soft

and tremulous” (Ibsen, Four Major Plays: Volum&1DB). As Ellida faces the climax of

her captivity to the Stranger, the stage directions read: “[Ellidajsséat@im briefly as if
struck dumb . .. [she strikes] her hands together” (319). These actions within the stage
directions enhance the text to solidify Ellida’s freedom from captiVitg reading of
Ibsen’s plays provides a basis for character study that is enhanced throstyluyhef
modern Realism.

As noted earlier, the acting style of Realism begins with the landmark works of
Henrik Ibsen. The contemporary actor is faced with many twentieth- andytiuest
century theatrical works that deal with more familiar pictures of yedllie modern-day
actor must also recognize the early tenets of realism in the pages & egn Harrop
and Epstein note: “For the actor dealing with the spectrum of realism frem [tos

contemporary playwrights], the task is not an adjustment of technique as it would be from
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Shakespeare to Ibsen, but an acceptance of [the truth of] a particular sAG6tL7().
The actor must adopt the realities of nineteenth-century life from ofptbimannerisms.
Harrop and Epstein further comment that the actor needs to find the realityteEnthe
century costume and set dressing (167-168). Despite the affluence oataeteh the
actor must also remember to portray the character’'s humanness. It is‘imoishlism,
the actors’ task is to create the dynamics of this ‘individual’ who has . . . to reségrabl
‘person next door,” with all the economic and social problems that impinge upon an
individual within the particular context of his or her time” (168). The contempadboagnl
actor must achieve a level of reality congruent with his or her cleardtte Ibsen actor
must also divorce self from the performance of Ibsen’s protagonists.

An Ibsen actor has an enormous responsibility of preserving the legacy of the
great playwright’s words while creating a dynamic and unique chardbtieactor must
be careful to play the character and not self. Harrop and Epstein refer to this phenomenon
as a fallacy and remind actors to serve the needs of the character and redintye dé
the actor (178). Robbins also warns: “Make no mistake, you must let Ibseroplay y
rather than insist on [you] playing lIbsen” (56). The actor is in grave dangausing
private emotional pain and ruining the true essence of the character when including
personal information in the characterization process. The Ibsen actor must nev@ebas
tumultuous father-daughter relationship in A Wild Duoi of a personal relationship.
Harrop and Epstein further observe: “Character is still a mask creatdoblog and
selectivity, it is not the simple revelation of the actor’s self . . . the truthatitm is still
the truth of the dramatic action written by the playwright” (189). The Ibstanm &

building a character mask that should be based in reality, but not the persatyabfeal
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the actor. In preparing for an Ibsen role, the actor must also be fregittgments of the
character’s morality. Cima notes that actor does not have to accept theynooralit
responses of a character, but the actor must understand the character's(éBhicélse
actor must separate his or her own sense of morality from that of the crerActe
nineteenth-century German actress, Hedwig Niemann-Raabe could not am@épt N

decision to abandon her children in the final scene of A Doll’'s Haurstrefused to act

this material. Bryan relates: “Popular German actress Hedwig NieRaabe strongly

objected to the ending of Ibsen’s drama [A Doll's House}he irrelevant pretext that in

similar circumstances she would not desert her children” (268). Niemarme'Raa
decision to ignore the truths of Ibsen’s character, forced Ibsen to pen aataltemding
which the playwright considered, “a barbaric outrage to be used only in emergjencies
(gtd. in Durbach 14). Ibsen actors must not allow personal convictions to change the
characters’ decision. An actress who cannot understand why Nora leaves Towiald or
Hedda commits suicide should not play either character (42). Ibsen’s fematpoprsis
struggle through a myriad of captivities that are pivotal to the central threatbfplay.
The Ibsen actor will face a complexity of morality issues within hieene of captivity.

The character of Nora makes the decision to leave her husband as a response to the
captivities of money, male society and husband Torvald. The character of Héehgg ta
her own life in a sacrificial love offering amidst the throes of captivity tddtber
Hjalmar. The character of Ellida is an extremely weak captive to thasias of her

mind. The character of Hedda leads an acerbic existence that responds tawyg chpt
selfishness with a suicidal gun shot. Ibsen’s women undergo a myriad of situladéibns t

must be respected, researched, and adopted in the actor’s portrayal of treetersha
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The early twentieth-century actress, Elizabeth Robins, set an examepamting self
from performance: “I had the best of reasons for not trying to mitigate Hedadabsive
qualities. It was precisely the corrosive action of those qualities on a womadda's
circumstances that made her the great acting opportunity she was” (2teVviiepment
of Ibsen’s female protagonists requires in-depth research to stay truect@theter’s
reality and leads to dynamic performances.

The study of the theme of captivity in development of Ibsen’s female protegonis
should be a long and diligent process with the goal of a smooth transition to perfarmance
The actor must apply the extensive research to an effortless performaheestage.

The actor’s voice is an integral element to the performance of an IbseHaderop and
Epstein recognize that the actor must be heard at all times, even a stggs whould

carry to the back of the house (188). This basic acting function is necessasyito &

good portrayal of Ibsen’s female protagonists. An early twentieth centurypapers

critic recognized this problem of voice in an Ibsen performance by attildss

Englund: “[The actress], who has had considerable experience in the works of tlre maste
found difficulty in adapting her voice to the auditorium, with consequent distraction from
her reading” (gtd. in Bryan 106). The Ibsen actor must project the voice to provide the
audience with a complete picture of character nuisances within the levefgioitga

The actor’s voice must also reflect the cultural tone of the time period. Hardop

Epstein remark that the actor must find the character’s natural vocal mahieér, w
encompasses vocal mannerisms and accent (178). The actor playing Ibsescoymste

a character’s natural speech patterns through the text. The charactevigf kethe

Wild Duck is a child with vocal patterns reflecting age and innocence. This character
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refers to her father as “daddy,” and frequently uses the adjective “lovigy&ly food,”

“lovely cold beer”) (Ibsen, Four Major Plays: Volum&39, 145). The actor must adopt a

vocal pattern consistent with Ibsen’s textual clues. The actor canradsodight into the
formality of voice in the set and costume designs. Harrop and Epstein fuoteehat

the formality of speech should equal the formality in costume and sets (177). The actor
voice should enhance the image of a time and place. The body is another crucial eleme
in the performance of Ibsen.

The performance of Ibsen’s female protagonists is not complete withoutaattent
given to the actor’s body. Textual clues and character development begin the pfoces
actively engaging the body in the performance of Ibsen and the theme oitgaptiv
Harrop and Epstein observe that an audience can further understand a charagter throu
physical activity (189). The character’s physical responses clagBning for the actor
and audience, so the Ibsen actor should develop a bodily point of feeling for each
character. The actor must determine the location of the character’s eeatgyto direct
movement. Harrop and Epstein clarify this concept: “Our outlook on life is very often
indicated by the way in which we physically approach life. Chest and shouldeinttprus
can suggest aggressiveness . . . stomach predominance can suggest softness [and]
sensuality” (189-190). To physicalize an aggressive character like Heddada
Gablerthe actor should develop a center of movement in the upper parts of the body.

The Ibsen actor needs to also be aware of gesturing when adding physical
dimensions to performance. Acting in Realism demands natural movement andsgesture
that are appropriate for the character’s environment and emotional s@xellid earlier

mention of Ibsen’s stage directions during the character Ellida’s cliheaptivity in
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The Lady from the Sealso provides material for physical gesturing. Ibsen prescribes

many movements for this character such as “hands to her head,” and “flingiri§g’herse

that can provide insight into the actor’s use of gestures (Ibsen, Four Majsr Ytdyme

II 319). In the genre of Realism, the use of body movement and appropriate gesturing is
encompassed the need for activity. The contemporary actor has adopted stagssasy
occupy the character’s body on stage, which has become a trademark of aalisrg Re
(185). In portrayal of Ibsen characters, the actor may be blocked to completetya ofari

physical activities during conversation such as the interaction with a photo i@abum

Hedda Gableror the business with the silk stockings in A Doll's HouRee Ibsen actor
must be able to bodily engage in the physical demands of the script without distracting
from Ibsen’s intent. Harrop and Epstein observe: “One of the traps . . . of rea@listgc a

is that the actor will fall into an overly busy mannered way of performing that ca
become distracting to the audience and this obscure depth of character crahtion wi
surface mannerisms” (186). The performance of Ibsen’s female protagoraafsivity

is enhanced through the use of the body.

The plays of Henrik Ibsen, A Doll's Houséhe Wild Duck The Lady from the

Sea and_Hedda Gabledemonstrate the theme of captivity as a literary tool in the
development of the female protagonist through bonds of captivity, the climax of the
character, and then the character’s response. Nora'’s is a captive taahgelertds of
money, male society, and Torvald, and responds these chains of captivity by leaving.
Hedvig is a captive to Hjalmar and sacrifices her life as a love offegilida is a captive
to mental fantasies and is freed by the gift of free choice. Hedda is eedapselfness

and stays ensnared in captivity with suicide. The theme of captivity alsc sasrae
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performance guide to the performance of the female protagonist throughatencoé

the distinct Ibsen acting style. This acting style of Realism broke duswvalls of
nineteenth-century cultural captivity by enlarging the role of theesgtand continues to
affect contemporary performance. The modern-day Ibsen actor appliesnigeahe

captivity to performance through a through reading of the script, understanding of
Realism, removal of personal motivations from the work, and use of voice and body. The
theme of captivity in the work of Henrik Ibsen provides a fresh literarymgaahd a tool

for creating dynamic characterization for performance.
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