Jon Fosse’s Late Moder
in Autumn Dream

Lars Seetre

The contrast between the illusion of stopping time through repetition
[...} and the reality of linear time — death, developed from the opening
lines — strikes the spectator with mxﬂ.mo_.in:gQ force. The conclusion is
of course Ironic: the audience is well aware of the characters’ self-decep-
tion, but the irony doubles back — another reason we can no longer
smile.!!7 :

Repetition remains the great unifier in life and literature; but inhuman
repetitiveness, repetition leading nowhere — wich all its isolating and

soul-destroying consequences — has become the mark of our age.!1®

For more than two decades now, Jon Fosse has published extensively and
has firmly established himselfas a major modernist. Like in his prose fic-
tion of novels and tales, Fosse also in his plays to a great extent employs
the techniques of focus on objective detail, repetition and thythm. At
the same time, he selects his dramatic form from Ibsen, Chekhov, Mae-
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terlinck, Strindberg, and from playwrights in the traditions of Con-
straint and Conversation Plays — from those major figures in the
dramatic tradition that Peter Szondi in his classical study Theory of the
Modern Drama (1956) refers to as writers of “drama in crisis”. '? In
other words, Fosse clearly and openly epicizes and perspectivizes his dramas,
and develops further the dramatic forms from before and around 1900.
In those forms thematic foci are on the past, on memory, or more gene-
rally on temporality; on characters’ #nner selves and spiritual lives; and on
dream (yearning, longing, and fantasy building). These are also Jon
Fosse’s major dramatic themes. In addition, in his dramas is frequently
embedded @ fourth theme, as a special further development of the masters’
critical conventions: the theme of language, signs, names, words, and
what they are able to carry smn|_aow4M<|—: this theme sometimes meta-
poetic problems are involved.

Jon Fosse is by now the most frequently staged Norwegian play-
wright in Norway and abroad, even compared to Ibsen. In his plays — as
in his fiction — late modern man’s everyday experience provides the tra-
gic subject matters, including questions of God, death, and the claws of
Angst in our era. Like Fosse's fiction, his plays, too, consist of thematic
and formal repetitions that go on and on and are sensual in their effects.

Now, the repetitions are not only of a serially, churning, and dissol-
ving kind. Another kind of repetition convinces us that the plays are
also very well composed, almost like modernist novels. And this feature,
t00, no doubt belongs to the epicizing of Fosse’s dramatic writing.

In what follows I will discuss the possibility of dramatic meaning in
Fosse’s epicizing and perspectivism in one of the milestones of the play-
wright — Autumn Dream (written 1998, first staged 1999).'2Y T will show
how the major themes (the effects of temporality, the substance of inner
selfhood, the function of dream, and the nature of language) are distri-

L19. Peter Szondi, Theory of the Modern Drama. A critical edition, ed, and cransl. Michael Hays,
forew. Jochen Schulte-Sasse (Theory and History of Licerature; 29), Minneapolis: Univer-
sity of Minnesora Press, 1987 (Cambridge: Policy Press, 1987). (Thevrie des modernen
Dramas (1880-1950), orig. 1956, Frankfure/M.: Suhrkamp Verlag, 1965.)

120, Published as Draune om hawsten in Jon Fosse, Tearerstykke 2, Oslo: Det Norske Samlager,
2001, pp. 103-255. An English version of Fosse's drama is available (electronically and
as photo copy) as Awtinn Dream, transl. by Kim Dambek, ar Colombine Teaterftr
lag/Prod. AB, Gaffelgriind LA, $-111 30 Stockholm, Sweden, Kim Dambsek originally
translated the title as "Dream of Autumn”, but confirmed to me in April 2001 chat he by
then opted for “Autumn Dream” as the English citle. In this article the English quota-
tions from the drama are my own translations, and are based on the published Norwegian
edition cited above, which also provides the Norwegian quortation.

buted on the two kinds of textual tepetitional forces chat I have indjca-
ted. My hypothesis is that in searching for phenomenal meaning, the
play promises a totality by way of creative compositional repetitive devi-
ces, while, on the other hand, this meaningful totality is tmgm_ﬁinm:w
(or ironically) undermined and short-circuited by a .\.,?E:xm and dissol-
ving repetitional force. Is then anything indicated m@%m.w the .Emmamn.w
that the text establishes, and dissolves? .

My own terms for the play’s two forces of form are cobesion. and colla-
tion, ironically tugging in opposite directions. These will lead me to
comment on a formal or stylistic change that seems to be underway in
Fosse's dramatic production, in the direction of the prosaic.
A fundamental consequence of epicizing is increased perspectivism, and
in my reading I shall pay particular attention to Autumn Dyean's use of
eyes, gazes, and the sense of vision as devices, but also to epicism’s and per-
spectivism's nm,.m;m:o: to death. T am particularly concerned about the
cryptographic qualities of the play. As a basic trait Autumn Drean possesses
an orphic quality. In rudimentary ways, this drama also plays with the
myth of Orpheus and Eurydice, as we shall see, involving both cha-

racters, playwright, and readers, as well as the very problems pertaining
to 1ts own dramaric form.

Il The level of “action”

Autumn Dream is set in a large churchyard, where five characters convene
at funerals for loved ones. The Man, The Woman, Mother, Facher, and
The Man's ex-wife Gry meet each other in shifting groups as well as
ensemble, conversing by a sin gle bench surrounded by graves — and some-
:,w:mm meandering while reading tombstone inscriptions. In the course
of the action, which shifts back and forth in time, The Man’s Grand-
mother, his Father, his (not dramatized) son Gaute, and The Man hjm-
self have died, finally leaving only Mother, The Woman, and Gry
behind.

In spite of this, no “tragic rhythm of action” characterizes Autwmn
Dream. Compared to Francis Fergusson’s reformulation of Kenneth
Burke (and Atristotle)'*! into the meaning-productive series of purpose (of

121. _U.E_,nrm Fergusson, The ldea of a Theater. A Studdy of Ton Plays. The Ars of Draar in Clun-
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action), passion (suffering), and perception (insight, for new action),

Fosse’s drama would yield little phenomenal meaning. It would reveal
merely paision — human pain and suffering, as well as s:ns_a_umv_n :mwur._w
am.m:..m UmMﬂo:&.._m to cover almost the entire text. In my _.,En_nnmnp:n::mv
.Holmuwommm.m dramatic rhythm is rather linked to dramatic form and to

linguistic structures. :

. Auntumn Dream has no act divisions, but .Hm-mnmsm segments mwn,m_u__.m-
hed by entries and exits, as well as by time level m:_?m.“ H:mn‘m are six dif-
ferent time levels, plus an undramatized seventh one, in which The Man
and The Woman have known each other in a past long mmw. - grmn.rmw-
pens? The existentially lonely Man, grieving over a stifled marriage,
reencounters the lonely, unmarried Woman, a Emmﬂ;m. they v.onr have
dreamt about. They move together in hotel rooms and in a seties om,o_n_
houses, and The Man leaves his wife Gry and his son Gaute. While time
levels keep shifting, The Man and The Woman il about mwmnw and
their present, about loneliness and desires, and they indulge in coarse
genital intercourse. They converse about disappearances and the decea-
sed, and about the tombstone inscriptions that they, and the n__nrmnmv
keep reading (“Dorthe von Obstfelder Hmuml_mom: (122, Hw.:w Knut
Hjelmeland 1959-1982" (122); “Ida Gjentoft” (147)). They even

indulge in lengthy, sexually coarse speculations about how the deceased

were conceived. .
The Man and The Woman also talk about dreams mbn_, fantasies,
and about names and language: how it occurs that E
may be experienced as sad, and how that which language names, in
this case: birds, cannot be seen when we enter the m_uwm,m of the signi-
fied, e.g. when travelling by aeroplane. This conversation extends to
observations of how words and language kill what is named, an
:.m_ﬁnmmmpo: one might have, e.g., when one talks about sex, and mvo:,n
God. While waiting for the funerals, they also speak about the substi-
tutionalism in both life and chings: Everything under God is mmmn.mm a
series of towns, streets, houses, and graves that are merely locations
and shells for human beings to occupy temporarily and _&w: move
away from, in substitution for others. momw men m:m,mém:_wmm nnM
only substitutions, it occurs, in long chains — just like words an

names substitute for things and for each other.

122, An interesting discussion of tragic thythm in relation to nm_vmm.lon in ﬁw_ﬂmw_goww plays
can be found in Clayton A, Hubbs, "Reperition in the Plays of Chekhov”, gp.cit., pp.
115-124.

At this churchyard The Man’s Mother and Father and later on Gry
arrive, too in order, respectively, to wait for the various funerals (Grand-
mother’s, Father'’s, the eventually mortally ill son Gaute’s, and finally
The Man’s). — Mother suffers severely from Angss that her son will die in
the company of the new Woman, and she conjures up images of a mea-
ningful past with the whole family intact. Amidsc scenes of reckoning,

she dreams of a similar future with family come-togethers, including

the new Woman too, whom she starts to accept. — The three ladies gra-
dually take to each other, and without any specific funeral being drama-
tized (other than in the form of the perpetually repeated phrase “Tida er
der” (‘I is time”)), Grandmother and the three men die and are buried,
The play ends with Mother, Gry, and The Woman being reconciled,
slowly walking out of the churchyard arm in arm.

Il Thematics

This sketch of the play's action has ind icated the typically Fosse’an eve-
ryday subject matter, and brought out the four major thematic strands,
We identify the inner self of loss and loneliness, and — as almost always in
Fosse — that self is in part helplessly displaced outwards into a coarsely
sexualized and dehumanized bodiliness. The theme of dreams figures in
the longings to re-create and bring forth the other person, in the desire
for fleshly unification, and in yearnings for a life other than this. The
dream also figures in Mother's images of family life, and in discussions
of God’s all-encompassing love. However, as it occurs both to charac ters
and to audience, dreams also threaten to evaporate and to be displaced
from realization. Metapoetically, this might even apply to the Awrumn
Dream, i.e. to the drama at hand, or even to drama as such — thereby rai-
sing the question of its very possibility. In thar case, this drumy dream
then depicted as equivalent to a season (late modernity?) of death and
demise of that which, on the contrary, should dramatically depict inter-
personal life. Drama up to modernity,
form in which to render the “
according to Peter Szondi.!??

Fucthermore, the theme of temporality can be identified in the frequ-
ent time level shifts, in the characters’ groping in the past for the condi-

is

as we know, has been the poetic
falways] present, interpersonal event{s}”,

123, Szondi, gp.cit., p. 45.




tions of possibility of a happier future than the present, and, mm.wﬁm:%,
in all the “passage of time”-reminders in the Leitmorif phrases “Det er
tid” and “Tida er det” (‘It is time’; “Time is there’: 1.e. time to m:w:,m
funerals). That motif, though, also strangely reminds us that érmu,r it i
time to act (which is to take part in funerals), the “action” in question ww
to witness an acting life’s perpetual rest. So, the temporality nrmn,,n 18
also given in the deaths, the funerals, and the death paraphernalia of
tombstones.

Intertwined in all of this lies the fourth and specifically Fosse'an
theme .m,m names, words, and language. 1t is indicated m:._v_mn._aﬂ.mnmzw :._,nrm
compositionally repeated motifs of the sadness inherent in beauriful
names, and of the non-existence of named birds (112 £, 133, 147). But
the language theme is also given in the serial-like reading of the p@mwh?
graphy of the tombstones, as well as in the series of E_H_.,m_.wnmm occurring
in the abasing and sexually charged language of the main nmmnm.nm.mnm.
This seriality is parallelized in the already mentioned thematization n,;.
the empty sideways substitutions of man’s dwelling places (from Ocn_ s
creation, over towns, streets, houses, and to graves; 120 f.), as well as in
the continuously ongoing substitutions of old houses by The Man and
The Woman.

IV Perspectivism and stylistic change

How can this reading of motifs and thematics be ncnnoﬁuonﬁmn_, ina n..mma..
ing of the play's forces of form? — Let me turn first to the play’ & _um_.mﬁ.cw-
tivism} We are able to perceive the four thematic strands because the
play-is epicized: They are told, :mﬁ_.wnw.m to us in the nﬂ»wmnmmnw..ﬂmm_m_..
gues, and in the playwright’s totalizing outlook (this is part of the
Ibsen-Chekhov'ian form convention, reinforced by the use of elements
from the Constraint and Conversation Plays). But Awtzmn Dream is also
imbued with an even heavier perspectivism, so powerful that it takes on
an orphic quality: The whole drama exists as if in an E.:_u?m._n:n border
area — it undermines and makes uncertain the status, the reality, and the
possibility of precisely the selves, the dreams, the past, present ,m:n_
future, as well as the carrying force of language. — How? — mw. continu-
ally, mainly in stage directions, underlining the characters’ sense of
vision, their gazes, and that the things they speak about are merely seen,
in perspectives of apperception. In this manner, Autumn Dream places

itself and what it speaks about in a border zone between phenomenality
and the possible spectrality of negation dissolution and death.
Let me include a few examples om.m_im formal structure, before
I proceed to a reading of the play’s two forces of form (the cohesive and
the collative). — Firstly, in the opening scene, we witness how The Man,
among the graves, presses lips and eyes together and thereafter suddenly
opens his eyes, and how he then “ser sbrdst a1 ; ingenting, og medan han sty
slik kjem ei kvinne giande” (107):'*4 He now sees The Woman that he has
longed for, dreamt about, and creatively imagined. But what, then, is
her status? Can she last? Can be last, who has re-created her in his lon-
gings and dreams, and now brought her back after a long separation?
This certainly — not doubles or copies, but plays with the myth of Orp-
heus and Eurydice. — With the genders relations changed, the next time
level provides a second example, There, it is the fearing Mother who, as
it were, both creatively and destructively directs ker gaze ar The Man
and The Woman, who, after an instant, temporary exit from the churc-
hyard. She perceptively “creates” them, and, mﬂmﬂcmmm:mocm_% sees her
own son with The Woman disappear “frd alt, frg sict eige liv, rett inn i
sin eigen dgd” (150 £.)."*> Wich the same textually underlined gaze the
Mother then sees the two of them return among the graves (163 f.). And
in this fashion it goes on: At each time level shift, someone with his or
her perspectival gaze — in a double movement, creatively and descructi-
Sn..:.ﬁ.. sees who and what goes away, and who and whar is broughe forth
in this ?m::mb all the time leaving an ambivalent uncertainty behind
about the status of the seen.
A third instance makes this structure spookier still: It is even we, as
readers/audience, who by looking at them, find ourselves perceiving che

S

whole drama in a similar fashion. It figures as a paradoxical structure of
redemption and disappearance, highlighted in the end in the emblem of
the three reconciled ladies exiting: “arm i arm gér dei tre kvinnene sakee
iiE™ (25%5).126 T'hey have lost their loved ones. We have read, seen, brought
forward, and now see dissolving in the dim stage lighting, precisely
those figures. Where are they going? Where did they come from? What
status do they have? What meaning is brought out? — Even the play-

wright himself is part of this structure; he — the dramacist — endeavours,

124, "... [he then] spens bis eyes widk, azes obliguely outwards inso nothing and while be is sterding
like this a woman approaches”.,

125. "... from everyching, from his own life, straighe into his own death”,

126. “... arm in arm the three women exit slowly”.




like us, to (re-)create something in an old drama form, attempting to
hold it together. He does so in his creative, compositional perspective;
but what does he achieve, what meaning does he bring forth? In other
words we might say that it is the whole crisis-ridden modern Ibsen-
Chekhov'ian drama form and Em\n_mg_omsm:ﬂ of ic chat Fosse, in his
compositional perspective, here puts on the block. But not o:_<lm|m.m
playwright, also we as readers and spectators are with our perspectival
gazes made part of the venture of (re-)creating this form, trying to keep
it alive in asking it to render phenomenal meaning for us. A meaning,
so to speak, slightly harder to come by, it turns out, than it might seem
at first sight. Righr there in the twilight zone, we are made to experi-
ence a form convention being revived at the same time as it is shown

1|.!|.|..|.IiJ..||u||l!:.|I1|,...|ul|l‘ul|.!|l.l|. ey

about to ebb, to disappear, to dissolve. So, its status and meaning

remain uncertain, Still, an paradoxically, it is an ingenious perspectival
creation Fosse has made and has forced us to be speccrally pare of in
Auntumn Dream.

Reading Fosse’s dramatic production like this enables us to ask the
important question of what stylistic change there might be underway in
his arc. To use Peter Szondi's Hegel'ian terminology in Theory of the
Modern Drama: What new precipitation as form or formal features — out
of the complex of the included thematics — might be seen embedded in
Fosse? What formal precipitation might be witnessed here as a possible
furcher development of a dramatic form tradicion, still keeping it alive

and even making it so appealing to many readers and audiences around
20007 My hypothesis is that to find an answer, we have to focus on the
elements in Fosse of a radicalization of the modern epicizing trends of
the 19th century “crisis forms” — into modern, churning prosaiza-
tion of the dramatic text, and I surmise this feature has to-do with the
inclusion in Fosse of the theme of names, words, and language. In order
to substantiate that hypothesis 1 shall have to bri ng to the fore the ironic
tug-of-form between this play’s ¢ohesivy and collative forces.
Part of my horizon in this analysis is, besides Szondi and Th.W.

>ao_‘:omﬁm~woﬁmca Hzrm.nm.u&aﬁ@%ﬁg\.&mzﬁu@&ﬁonﬂdﬁ.mmmn.
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tainly on epicized and perspectival territory!).”™” Lukidcs’ study gives

resonance to Aztumn Dream's lack of an encompassing existence, and to

127. I refer in particular to Adorno's reading of Beckett in “Towards an Understanding of End-
game”, in Bell Gale Chevigny (ed.), Twenticth Century Inserpretations of Endgame.
A Collection of Critical Essuys, Englewood Cliffs, N.J., 1969, pp. 82-114 {orig. in Noten
zur Liseratnr, Bd. 11, Frankfure/M: Subrkamp, 1961, pp- 188-236).

the characters’ massively repeated fears of disappearance and death in
love (the lovers long to be paradoxically “§leine saman” (133, et pas-
sim),"*? but realize early on that “viss vi [ ..Ts16 oss saman / sd ville ale
[..] @.‘m.m_.m:mahﬁwﬁ 245 f),130 Similarly, they complain about the
unbearable mix of “Kjerleik og dgd / berre kjarleik og dgd” (132);
..wwum / Dgd og kjerleik” (236)).7T In his study, Lukdcs writes that
“[Being-Human] in the New World is to be solitary™. "% Lukics refers
to modern solicude as “transzendental[e} Obdachlosigkeit”!33 (‘trans-
cendencal homelessness”; "> or even: ‘roof-lessness’). Precisely like the
young couple’s situation in Fosse's play The Name, The Man’s and The
Woman's homeless situation in Autumn Dyeam is the very image of this
E%c::ﬁmsmam:mm:g experience: There is no nuclear family,
neither is there any encompassing dwelling-place or transcendental
“Obdach” any more; there are only scattered rooms, and a series of old
houses that The Man tries to repair, buc which they keep abandoning,
one after the other. And at another level — when they search at the chur-
chyard for meaning in cheir existence, they do not find any links to God

there, but merely the deceased, and the cryptography of the inscriptions
on their tombstones.

The formerly closed, transcendental cohesion between man and
world has in modernity been replaced by subjective perspectives. The

i i -—
modern art form, the novel, writes Lukdcs, therefore endeavours O create

an artificial cohesion and totalit by way of che subjeccive compositional

grasp of the writer himself, But, — this is a tenet in Szondi's study,'?>
fal,..|r|||..i.|..l.||ll.r-||l.l.llj<:,‘. s . oy S .
also in_modern drama there is “epicizing” and subjectivization, since the

h " i ¥ -
late 19% century’s new themes can only be “told” (e.g. in characters’ per-
. - - = R B .
spectives, or by various kinds of narrators or mﬂmmm:._mgmmn&o:im-ﬁmx-

-_—

tual arrangements), or else be presented ncavomm&o:mzw by the play-
wright's artistically creative, encompassing and grasping hand: The

128. Georg Lukics, The Theury of the Nuwel. A historico-philvsaphical essay on the Sorms of great epic
Literature, transl. Anna Bostock, London: Merlin Press, 1971.(G. L., Die Theorie dis
Raomans, Ein geschichtsphilosuphischer Versuch idber die F aruien der grofien Epik, orig,
1916/1920, Neuwied/Berlin: Lucheerhand, 1974.)

129. "... alone together”.

130, ... if we became a couple, then everything would disappear”.

131. "Love and death / merely love and deach”; “Death / Death and love”.
132, Lukics, gp.cit., p. 36.

133, German edition, obucit., p. 32.

134. Lukics, English edition, op.cit., p. 41,

135, Theory of the Modern Drama, ap.cit.




thematic past and the thematic self can in the dramatic form o::.‘ _u,n.
nartated, not depicted in any absolute dramatic manner. All of this is
related to the perspectivism of modern drama, that we have already seen
some examples of in Fosses late modern play. ‘
These formal features are precisely functions of modern man’s soli-
tude. But in depicting the historically specific, more intensified solitude
of late 20 century man, the structure of Fosse’s drama finds in its inte-
rior the competing forces of both a subjective, rotalizing ncn.;u.om.io:m._w
grip, and an idling prosaic series of dissolving, reified linguistic repeti-
tion structures — of the kind that probably Beckett first showed us the

11
“meaningless meaning of. These two forces, brought together and made

to work within the same formal structure, turn Fosse's drama into an iro-
. _—

nical one, to be sure. However, the formal paradox is historico-philosop-
— . - - - . b 4 LI
hically conditioned, and it is tied in with Fosse’s fourth theme”: the

current problem of language. It is when a totalizing and phenomenal,
liveable meaning is no longer in sight — within the modern thematic
bounds of the past, the self, and in dream — thar also language itself

must be thematized, in which process it in Hegel'1an terms "passes

over” and sifts down into the late modern formal variant.
By way of some examples I will now proceed to sketch the two for-
mal forces of cohesion and collation in Fosse's drama, and how the four

nh“ul.lu
nrwammmnmmmwachoa_snm_pﬁosnoﬁrna‘
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 Cohesion?Form and existence

The characters’ lack of a “transcendental vault” is epicizingly compensa-
i ing and cohesive composition: This per-

ted for by an arti
spectivism is subjective of the playwright, striving to round _&m work
off in a Formuollkommenbeit. The composition extends promises of pheno-
menal meaning, and endeavours to anchor the drama in an existential

36
Lebenswels.**®
In Asutumn Dream this existentially anchoring cohesion can be seen

on three levels. Firstly, in nwm.é repetition of some central ::.Hmdmmmv\/

= 1 =) gy e
The estranged, loveless existence that the marmrcharacters-suffe

the beginning and at the end of the text, counteracted by an artificially
provided meaningfulness in the repetition of the frame motif, uttered by

——— e

The Man: ..Hﬁh,ﬁlwmr og dgd / berre w%ﬁ.ﬁ: (132), and at the
end once more: “Dgd / Dgd og kjarleik” (236). This frame endeavours

to imbue the characters’ variants of worthless love with a meaning after

all, gm anartistic device. Even the steamingly genital seg-

a_.slmpnmm_.m_u::n::H:Sm:noEvmmmEmmBBmEﬁmﬁrmm:ut.NNHm:mmw@.
The characters’ existential “homelessness” turns into artistic-artificial
“homeliness”. The drama certainly knows what might figure as
“Obdicher”.

Further examples: Mother’s lines after her first entry, and again near
the end of the text, about how she envisages that her son will die, and
that his new girl-friend will lead him into that death, create an encom-
passing frame even out of her nimnm:nmm_.bammwaﬁrm negativity she
senses in The Woman. The same frame-making is seen in a number of
repeated character gestures and in descriptions given in the narrative
stage directions (The Man “may have wept” at the beginning (107), and
towards the end the same goes for The Woman (213); both Mother
(164) and The Woman (220), in symmetrically composed gestures, put
hand and arm on The Man’s shoulder to the effect of comforting him
pgﬂwmw misery; and so on).

These romanesque or novelistic means of dressing meaninglessness,
grief and misery up as meaning and existential home-being are clearly
artistically cteated. — The second level of compositional devices can be
witnessed in the abundance of things and objects repeatedly employed

hmmuamﬁm@m To mention just a few, let me refer to the bench (which col-
lﬂ\um!:nmozw the grief-stricken); zbe tombstones (providing the cha-
racters with a sense of familiarity between then and now); the old bouses
(in his own understanding, The Man has invested time in a_dmm
them to take care of that which has and those who have been); further-
more, and finally, the wreath (held by the Mother, abundantly repeated as
the perhaps most § of the encompassing, reconciling Leitmotif-
objects): Bach time she gets up and sits down, touching her loved ones,
the wreath is mentioned by the narrator in the stage directions, and each

136. In Fosse’s dramatic production cis Bolistic compositional formal mmmm.@mmchmw ina fnum-
ber of variants, for instance: Specular (and mirroring) act structure {The Nawe, The Son):
architectural organization of scenes and Axffritte (The Name); the use of exics to and
encries from a locality off-stage (Awtamn Dream); temporal and sicuational shifts (Awrumn
Dreamy; frame narration/story, double characters (young/oldy, epic/narrative “relays”

(A Summer’s Day; Death Variations); compositional character narrating prologue and epilo-
gue, and marking changes in the scenic room (Affernoon); inner vs. outer rooms, distribu-
Tion of atfects and action sequences on characters (Someone Will Arvive; Winter); nmn_\:\w_ukm
lével shi inking of characters through objects (And Never Shall Wi Part; The Child);
characrers as funcgj f objects (Night Somgs).




time family and generational bonds as well as the possible link between
earth and heaven are discussed, the wreath is involved. Still, we should
make no mistake about it: When the three ladies Eurydice-like finally
disappear under our gaze, leaving nrc_..mvwm& and stage, drama and tra-

dicional (modern) drama form, the well-plaited wreath with its formal

E—

plentitude and symbolic overtones has been substituted for a bougquet of
st Griadin 8
\me@mamzzcnrnn.m:p:n_mBm\:._pawhnp&nm;rm _uocn_:mn.wraam
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expressive of that which is severed and dying, an emblematic image of
separated (floral) bodies — unanchored and disseminated members, artifi-
cially held together by force.

Thirdly, the reconciliatory, cohesive formal force of the play is above

all seen in the distribution of the theme o temporality to be handled epi-

cally by the work’s encompassing composition. To be sure, this totali-
zing attempt crackles and breaks down. However, it 75 a STrong artistic
force in the text. Although we are able to sense the time shifts as they
occur, they figure so frequently and rapidly that the artistic will to
assemble all time levels cornes close to being overpowering. What does
that signify? It means that this formal feature strives for repetition of
life situations, and, through repetition, works to have time stand still
(or: to have time pass only in circles). In other words: The cohesive for-
~mal force is one of redemption, and strives not to yield to (nor accept)
the irrefutable reality of linear time, and thereby death.

Unmistakeably Chekhov-like, we hear time and again: “det er sd
lenge sidan” (Mann, 220); “Alc er lenge sidan / og vi kan ikkje vaere her”
A%wngw “ingenting er lenge sidan” (Gry, 249): “Vi har jo nett
treft kvarandre / og s er det liksom vi har vore her alltid” (K, 217);
“Ingenting er det same” (M, 236); “Og alt er det same” (K, 237); “Alt
har skjedd / og ingenting” (K, 248).">7 Pervadingly, we hear utterances
to the same effect by those about to take part in the funerals: “Vi er tid-
leg ute”, “De er tidleg ute, de dg”, and “Tida er der”."® — It is time: This
powerful repetitional force totalizingly indicates that all m_.:mm, actions,
and relationships are in cohesion with each other, or even “are” the same.
Time, in this manner, is artificially depicted as an existential continuum

137. "...irissolong ago” (The Man, 220 "Everyching is long ago / and we cannor stay here”
(The Woman, 249); *... nothing is long ago” (Gry, 249); “But we have just met each
other / and scill ic feels as if we have been here for ever” (W, 217); “Northing stays che
same” (M, 236); “And everything scays the same” (W, 237 J; “Everything has happened /
and nothing” (W, 248),

138. "We are early”; “You are early, you too”; “It is time”.

of nmno:n:_._mam:, and even of Rim:um:on. However, this is the case only
on the condition that the reality of linear time, and thereby of death, 1s
@F this way, the illusion is created that time can be stalled —
by metaphorical, cohesive repecition. It is as though it were the same
funeral that is being waited for throughout the whole work.

But at the same time, though, Autumn Dream reveals its seams and
pleats. Every time the play’s action shifts from one time level to another,
the text underscores its own built-in perspectivism: that it is one of the
nr.wm.mwnmuu who sees by directing his ot her eyes and gaze towards the new
or the old time level’s characters and movements. e, we are “told” chat
it is a vindicated and mediated continuity that is eseablished between
time levels. Time and temporality, then, cannor figure as absolute (pre-
sent) — and certainly never could have done so, either. Here is one of the
instances: “{ Moy} Stansar,_ser i retningen av der mannen 0g kvinna gjekk, —
MOR: snakkar etter dei No ma du komme tilbake [...] Du m3 ikkje berre
forsvinne [...} Der begynner i g skjelvingar giennom kroppen hennar, bo stiver
Jramfor seg [...1" (150 £3'% _ and so on, throughour the text Am.w.,..wmwp_
209, 220, 230, 248, 254). By way of the relativized perspective, the
conjured-up “absolute” fullness of time disappears again, precisely in
the gaze, like for Orpheus: The underscored epic perspectivism reminds
us of the paradoxical — ironic — orphic guality of Autumn Dream: What
status do characrers, actions, Hro:m:nm“ﬂﬂva the dramatic form icself
actually possess here?

The morbid quality of disappearance, dissolution and death in the
play is what the final section of this essay will deal with. For the cohe-
sive force of the illusion of stopping linear time and of proceeding in
dream-like temporal circles js countered by a quite different formal

force, which de-subjectivizes the characters, and reintroduces death and
T —— I
temporal seriality as a reality for the Livin

8. It even lends to some of
these characters a tin ge of tragedy.

139, “{The Mother} Stops, sees in the direction in which the man and the woman went atvay, —
MOTHER: %RW afier them Now you must come back L...1 You must not jusc disappear
L...1 Her body begins 14 be transfused with trembling, and she gazes straight ahead of ber {,, )",




VI Collation: Form and dissemination

As in the former section, two things interest us here, viz. to grasp the
structure of the formal force in question, and also to identify the themes
that the text distributes to be handled by it. It soon strikes che reader’s

eye that it is the inner self, and the characters’ dreams, as well as the lan-
guage-philosophical theme that we ate forced to read as enmeshed in

collative aggregations: like metonymic, serial repetitions of motifs,

i . The structure of the formal force in
phrases, and perspectival structures. The

“question here is one of repetitions that are in principle endless. I will

focus on some examples.
First, the initial parrative stage direction (it is exemplary of later ones,
- -

as well) focuses on the perspectivisms of eyes, gazes, and inner consci-
ousness, as well as — semantically — on the inner human self, its dreams,
and on language. In the presentation of The Man, The Woman, and the

N et
setting given to them, we encounter an apocal

i ic di of penetra-
tion, based, as apocalyptic discourse tends 8, be, ona ,_ul_mlsm_lwlmilwi
ting perspectival gazes, and unfulfilled promises of insight, o meaning.
The figure enacts itself in a series of attempted interpretations, or: in

rela ing-fulfilli ng attempts:

Pa ein liten del av ein stor kyrkjegard. Sein baust. Det har nett
regna. Svarte tre, nokre lanv heng att, nokre lanv ligg gw&h
omkring. Ein grusgang. Ein malingssliten benk, Ein mann kjem
gdande pa grusgangen, gar ut or grusgangen, bort til ei gravstotte, les
det som stdr pd den, blir stdande og sjd mot den, gdr til ei anna
gravsipite, les ogsé det som stdr pd den, stir ei stund og ser pa den,
gdr sd ned igjen i grusgangen, gdr og set seg ned pd benken. Han ser
obp, og E«. Han srekker frakken betve om seg, ser ned

]

mot den vite grusen. Han reiser seg, gaper med munnen, bmm&m liksom
seie noko, blir stdande slik stivt ei stund, men pressar sd munn og
auge saman, ei smerte gir giennom andletet, sd spervar han auga ﬁ?
ser skrdtt ut i ingenting og medan han stir slik kjem ei kvinne
gdande, bo ser han, men prover & te seg slik at ban ikkje skal legge
merke til henne, ho veit ikkje heilt om ho skal snu eller g forbi ban,

npler, og han merkar henne sdvidt, bo ser ned, han set seg ned igjen

d benken, sjenert, brydd, han ser sd forsiktig mot henne, og kjenner
b2 5 37 2 c\|1N. a,

henne att (107).

The passage figures a narrator speaking (and interpreting!), but also
—_— . P i
more than that. It is based on the process of seeing and unveiling a pro

mised inner meaning. The figure that operates here has no less than five

levels, or relays, which all base their activity on perspectival seeing-

reading-interpreting that which in side rexcs normally are external
il - ool SCARE

descriptions.' By way of its shifts between direct and free indirect disco-
urse, the dramatic discourse in the passage presents us with nothing

short of a novelistic segment (epic!). It involves the five relays of play-
A Dovelstic segment (epic Daay-

wright, reader, an active narracor moving from outside to inside the cha.
racters (external to internal focalization), then the active character minds
T —— —

of The Man and The Woman, and finally: even the tombstone ipscri

tigns. All of them turn out to be atcempting to perform an unveiling
reading, but the apocalyptic figure goes on and on, and ends up — irre-
trievably — in the reading of inscri ptions for that which is dead.

In other words, the figure yields no inner meaning. It even reverses

the movement, making the irrecrievable dead “speak” through the gra-

vestones, to the characters, to the narrator, to the reader/specrator, and
nara Lo

to the dramatist, as well. In this manner the whole figure analyzed here
g@ serial and sideways, metonymic figtre — is also ﬂ%ﬁ:&.mm ™
one, which is collative and stands paradoxically opposed to the cohesive
force studied in the former section. Indeed, it adds further to the previ-
ously indicated orphic quality of Autwmn Dream. At work here is a not-

—_—

hingness which dehumanizes phenomenal human activity by way of

serial repetitions. 4!

Second, in Awtumn Dream a series of Dhrases and moi; I striving to

depict the inner selves and :._m dreams of the characters, are also figured
in collative, churning repetitions. They reveal no substances of selves,
11|I|L|)I|I|I||&‘I|II|III

nor any horizon on which dreams might come true. Instead, the sought-
for inwardness frequently becomes inverted, and tends to take the shape

140. “In a small seetion of a large churchyard. Late aucumn, I has just been raining. Black

trees, some leaves are still left hanging, some leaves are lying round about. A gravel pach.
A bench with faded paint. A man approaches on the gravel pach, steps ou
path, approaches a tombstone, reads wha it says, remains standing looking towards ir,
walks to another tombstone, reads also what that one says, stands for a while looking at
it, then recurns again down onro the gravel pach, walks over to and sits down on the
bench. He looks up, and he may have been weeping. He cugs his coar tighter around
himself, looks down towards the moist gravel. He gets up, opens his mouth wide, is, like,
abour ta say something, remains standing stiftly like this for a while, buc then presses
mouch and eyes together, a pain passes across his face,
obliquely outwards into nothing

t of the gravel

he then opens his eyes wide, gazes
and while he is standing like this a woman approaches,
she sees him but cries to behave in a manner so that he will not pay attention ro her, she
does not quite know whecher to rurn around or to pass him by, hesicates, and he notices
her barely, she looks down, he sits down again on the bench, shy,

embarrassed, he then
carefully looks towards her, and recognizes her” (107).




of a material, bodily exterior — not of the existential individuum, buc of
-||.|||ll|1l|_—|rr|[||l;l;|l.f||||<

sheer serial biology. Here are a few examples:'4? In the massively repea-
ted stage directions there is hardly an end to the wa characters do o
communicate with each other as full selves, but instead revert to physical

.A. |,lll..-l.., u 2 ‘ i
activities; they “ser ned” (to the ground), mmﬁ_a:, 1 grusen”, and stand
passively :&mzmz.:.__ 3 The narrative voice, moreover, hardly ever depicts
characters as fully developed individ uals, but reverts to interminable

repetitions of guantifying ways to qualify their actions, feelings and

thoughts. What they do, might feel, dream of, or think is rendered
144

merely by approximations: “lite”, “liksom”, “nesten, “ganske”, etc.
Neicher the will to act nor nﬂnm:ﬂ_wﬂm produce oneself seems to be
at the characters’ command.

Furthermore, selves and dreams are repeatedly turned into expres-
sions of mere bodily lacks, tactility, and sexual desire, rendered in a
deflated language devoid of individual traces (for instance: “eg gjekk hit
[...]1 for & treffe deg [...] treffe deg [...] har sakna deg [...] tenkce eg
[...1 kom ¢il 4 creffe deg {...] har jo sakna kvarandre lenge [...} saknar
deg [...] saknar deg [...}duer [...} nesten inne i kroppen min” (116,
125, 141 £3*%%, Spoken is a random language that the characters are
T———

I way: It isa Tanguage speaking above and
2 =6 e s Ve ang

unable to mark in any persona
past them, bur in théir voices,
e RS om0

Their togetherness is not one of plenitude; their nearness to each
other consists merely of being bodily and "metonymically” beside one

141, Apocalyptic (as well as parabolic) language and figuring is a common phenomenon in Jon
Fosse, in his dramas as well as in his prose fiction. For such discourse in Fosse, cf. also my
articles on the novel Margon og bveld ("Morning and Eve'): I staden for dgd — | scaden for
guddom: Ande, royster, lys og ord i Jon Fosses roman Margon oy kveld”, in EDDA,
272002, Oslo: Universitetsforlager, 2002, pp. 216-225; and "On the Terms of Words:
Masks of a Christian Life”, ; Seandinavica, Vol. 40, No. 2, Norwich: Norvik Press, Nov.
2001, pp. 285-299, For apocalyptic and parabolic discourse, see also J. Hillis Miller's
informed analysis of the paracdoxes and ironies of meaning, language and hgural rthetoric
in Conrad, in “Heart of Darkness Revisited”, Trapes, Parables, Performatives, Essays on Tiwen-
tieth-Century Literature, New York: Harvester/Wheatsheaf, 1990, pp. 181193,

142. Theodor W. Adorno’s reading of Beckett has been an inspiration in what follows; see his
"Towards an Understanding of Endgame”, in Bell Gale Chevigny (ed.), Twentieth Centiery
Interprecations of Enelyame.

143, “... look down” (to the ground), "kick their feec into the gravel”, and stand passively
"embarrassed”,

144, ... alitcle”, "in a way like ...", “almost”, “rather/precty much”,

145, “I came here [...] to meet you [...] meet you [...] have missed you {...] thoughc I ...}
mighc happen to see you ...} did miss each other fora long cime [...] miss you [...] miss
you [...] you are [...] almost inside my body” (116, 125, 141 £).

another. This is made churningly clear in the widespread repetitions of
phrases like “Vil du ikkje setje deg {...1 her, pd benken, attmed meg her
pd benken”, 46 gﬂmﬂﬂﬁm? unmarked language. The cha-
racters’ understanding of love, too, is inhuman, or ar least regressive and
infantile: Another of the sideways churning repetition structures is that
of the motif of being “dleine saman”, which The Man and The Woman
endlessly repeat, as if m%mx were a practically feasible option to
them. The material repetitiveness that we witness in cheir lines is a
phenomenon which reveals jtself linguistically, and that invades chejr
voices, turning what we now have to call their so-called selves into sheer
material biology. These “selves” present a late modern version of what
Th.W. Adorno in Beckett calls “the stubbornness of bodies": Repeatedly

——

through Fosse’s play, The Worman speaks of licking — and she as well
Wmmw,en..mnm@.m for — The Man's genitals there on the bench. Their so-cal-
led dreams repeatedly turn our to be merely of not leaving one another,
managing to be staying together, and of lyin naked next to one another
in bed, in a room, on a bench. Massive repetitions such as these figure as
a shaping force in Fosse's dramatic text, opening selves, minds, actions,
and dramatic form to an ipfantile, mategial ; ing of language.

At this point, we again encouncer the stylistic change that seems to
be underway in Jon Fosse’s late modern dramas. Language and its de-
subjectivizing, “estranging” power — made emblematically thematic in
the passages, referred to above, on how beauriful names tend to be sad,
on how birds we talk and dream about simply are not there when we
enter their sphere, and on how words even kill what they name — this
kind of language is what we here witness precipitating and sifting down

2 5 , = i — - .
as form in Fosse’s dramatic text: In its late modernity, it is mhw:.._.mmﬁ.m?

—_— e i .|”:..r|...
tial, uprooted language of r » of “liquidated subjects

(with an ontology run a4 absurdum)”, to use Adorno’s formulation. The
LED 3

characters repeat empty phrases in in terminable series, and indulge in a

contiguous actional automatism, frequently geniral, of bodies and

e e T ; Tl

touch. The Man even reduces tombstone inscriptions and the once
e e il e e

living humans they were supposed to represent, into vile and luscful
\lllpllllllllllll'

..amnmn._mnmsnm:omroinrm deceased were once conceived by their
e

parents” automatic and degenerated carnal activities (135-138). All of
this are functions of a lingyjsri

overrun, late modern biological

146, "Will you not sic down [...] here, on che bench, beside mie here on the bench”,




individual, with “a self” and with “dreams” turned outwards into dege-
“herated instances of the corporeal.

The sole “humanness” left in these characters figures in the dialogues
as empty, churning repetitions of how fortunate it was for Grandma to
be able to pass away, having lived for such a long time. It also figures as

the automartism of the most frequently repeated phrase in the text: how

important it is to come for visits to each other, and how nice it is to see
one another.'*’ But if this is so, we also have to ask — with reference to
what seems to be the final shred of twisted humanity in the text, v/z. the
characters’ frequently repeated trepidations and Asgst that everything:
people, relations, love, and dreams, 2%“@3&%._}
What, then, are they so afraid of? What do they fear so much?

I think some answers have been indicated already. The churning,
repetitional seriality, the collative apocalyptic force in narrator’s side
texts, and in these late modern characters’ discourse and actional auto-

matism, including the forceful seriality of the characters’ Angsz, figure as
a power that has invaded them and bereaved them of the plenitude of
‘human selves. It has turned them into nm_.m.,w...z:up:ﬁmm material bodies, in
grﬂm and affects, cares, affections and dreams have become
second-degree, and “governed”'*® — by an overpowering linguistic
might stemming from societal community at large. Jon Fosse's drama 15

an observer of this ongoing degeneration and de-ontologizing (to use

Adorno’s phrase). When feelings and thoughts;dreams and selves, lin-
ked to such prosaically churning linguistic struccures, become second-

. . - . . i R
mn,m_.wm:E_nmzu_,msvumnnmﬁ.mm_moam:cmmm:n_Emnm,_k.._anpnmmpnronwmn
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serfally (precisely into biological individuals and the mere stubbornness

of bodies). And so the play’s paradoxical formal handling of its themes
leaves its characters, and perhaps even its readers-spectators, with the

inexplicable, non-understandable, non-human affect par excellence: che
10n0-14

\_.:m:.‘ “che terror glimpsed”, “the sheer blind violence” that Paul de

i:mm}&mncmwmm in some of his essays. It seems to be an affect (human), but

it is also a function of late modern (inhuman) language and its enumera-
ted (or quantifiable) elements of prosaization, beyond the epicized per-
spectivisms_of modernity.'*’ Again, with reference to Peter Szondi and
his observation and critical understanding of scylistic change: The the-

Enmo*,mn_mp:ﬁ_mhmﬁ:m:nmnngﬁmméwnrnrmnroamo:.Bmi&..&mnﬂ
——————— {%l’l

147. To fathom the frequency, cf. pp. 173, 177, 178 {., 181, 182, 183, 192, 193, 194, 19§,
200, 201, 202, 203, 208, ecc.

148, Norw.: "forvaltet”.

by Fosse, precipitate as altered form in this sideways, serially-repetitive
dramatic form language that we have studied. ia

Vil

I'have discussed the conditions of possibility of dramatic meaning in
s . ’ ||IWII.
ucng Fosse’s Autumn Dream. In so doing, I have focused on two paradoxi-
cally contradictory, ironical forces of form in his -
nm_w_mmmo_w and mﬁ@@g _.mwmﬂﬁ@. On the onn.n”M“m noM éwhw s
esion, ; positional
devices and the handling of the theme of tem porality work metaphori-
cally and in space, endeavouring to provide the characters with an exis-
tential “home” and 2 meaningful exiscence On the other, the differently
powerful repetitional structure of meto ymic, sideways seriality and
automarism, takes hold of the narrator’s voice in the side texts, as well as
the themes of the inner self, of dreams, and of language in our time.
This structure threatens o dehumanize the characters, and to turn them
into derived functions of a linguistic and actional materiality and auto-

matism, exposing them to a radicalized .Emnoznc.vr:omo_u:mnm_ “home-
lessness”,

As I have shown, dramatic in Fosse’s late modernity still is

a mmmggm, but it is bein threatened by socie-
ﬁmEE. They challenge phenomenal and existencial
realicy, and open the already modern existential Obdachlosigkeir for
further reflection. But what, then, lies beyond the traces of dramatic
meaning that can still be found in Fosse’s lace modernity? Do the sha-
dows cast by a spectral deharmonizin g power that we have encountered
indicate a different realm — a ﬁg&» that also figures in the ticle of this
essay? My answer can only be tentative, and by no means conclusive, but
still: There is an emanation, or a breath, omw morbidity — also ::Wm,a to
the extensive graveyard imagery of Axtamn Dream — a morbidity that
the massiveness and abundance of lin uistic structures in our time,

glues man to. It invades human lives, and it expresses itself without
——

149. For turther discussions of such linguistic srructures, forees, and pathos, cf. e.g. Paul de
Man, Aestheric Ideology, ed. Andrzej Warminski, Minneapolis, 1996; and the more recent
m,cE Cohen et al. (eds.), Material Evenss, Minneapolis and London, 2001; see also de Man

Anthropomorphism and Tom Trope in che Lyric”, The Rbetoric of Romanticism, New .

4o.n_ﬂ. 1984, pp. 239-262, and “Hypogram and Inscription”, The Resistance to Theory,
Minneapolis, 1986, pp, 2753, ,




man’s existential involvement, but i# his voice. This morbidity,
however, frightening though it may seem, is something that always

already rules our lives, and that we paradoxically live but also keep

d ying in, every single day. In igs capacity to fathom, and to show the sta-
kes in and the reality of this, Autumn Dream is indeed about the crypto-

graphy of drama as well as of life. And in this capacity, the play offers

reflective insights; ‘it even appears as highly realistic stemming against

aesthetic as well as everyday ideologies.
e ——— T v - = C
At the same time, Fosse’s production shows us the precarious state of

drama in our time, what ambivalent status it Ppossesses, and how it is
— e . " . - + .
challenged as form. Still, he works with and inside the tradition of form,

in my view in the only viable manner, a way that takes responsibility for

a tremendously important and problem-oriented cultural heritage: by
entering the critical forms of moderniry, and openness and receptive
developing them further to meet demands on a Jaze modern stage. In a
sense, this is a rescue ._ulov to be done, but in Fosse’s dramatic strategy it
is also an attempt to open dramatic language up to societal moammm,@op
reby making drama “current” again. The scrong appeal of his plays,
I chink, may be seen in that light — that appeal is, unquestionably, testi-
fied to by the strong interest of large groups of readers and spectators
worldwide. .

Jon Fosse’s work is an endeavour to reopen dramatic expression to
forces of negation — that have indeed imbued it since Antiquity. For

drama — drama is about something much, much greater, and more

powerful, than ourselves,
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til Jon F

Ein resepsjonshistorisk tilgang

Rolv Netvik Jakobsen

Jon Fosse er, saman med Cecilie Lgveid, ein av dej dramatikarane som
fir teatertekstane sine utgict pd eit stort forlag sameidig med premieren.
Han er altsd ein listeraer dramatibar 0g i heilt banal meining ved at sko-
despela er tilgjengelege som litterre tekstar (Dette er ikkje lenger ein
vanleg framgangsméte. Men det var ein utbreidd praksis p4 1800-calet.
Henrik Ibsen t.d. ville vere ein litterar forfattar i den meininga. Og han
har med tida blitt det: Kven les no girsdagens dagsmeldingar av urpre-
mierar for 4 forstd Ibsens stykke?) Det spennande ved dramatekstane til
Jon Fosse, som av utsjinad er til forveksling lik romanane og essaysam-
lingane, er at desse tekstane berre heilt unntaksvis blir meldt som
tekstar, som bgker i dagspressa. Det er urpremieremeldinga som domi-
nerer. Det har sine fine sider. Dec tar vare pd det spontane mgtet mellom
ei oppfgring og eit publikum. Det gjer rett mot tekstens teatralitet, ar
den er laga for & bli spelt pd ei teaterscene,

Men dramateksten er jo ogsi skapt for & bli oppfert fleire gonger, og
urframfgringa er ikkje kanonisk. For § bedgmme sjglve stykket, og ikkje
den konkrete framfgringa den dagen, har meldarane eit problem som er
heilt parallelt med meldingar av urframfgringar av samtidsmusikk: kor-
leis skilje mellom teksten/partituret og oppsetjinga den konkrete dagen,
korleis “unscramble” omeletten? Meldingane av Fosses stykke. gir fleire
eksempel pi slike forsgk med § skil je mellom oppfaring og stykke. Av
typen: Musikken var god, men framfgringa var dirleg. Eller enda meir
problematisk: Framfgringa var god, men musikken var dirleg. (Derfor
blir det faktisk spennande nr eit stykke blir oppfgrt for andre gong.
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Denne boka tommar ni artiklar om vare to stgrste dramatiske forfactarar
0g har sin bakgrunn i ein konferanse arrangert av NFR-prosjekeet
“Blikket” ved NTNU, Trondheim, i 2002. Ibsen og Fosse skulle neppe
trenge noen narmare presentasjon. Alle kjenner Ibsens einestdande posi-
sjon i moderne teaterhiscorie. Fosse skulle ogsd vera vel kjent; han har
gite ut kritikarroste bgker i 20 r, og dramatikk har han til no skrive ; ti
av desse dra. Det som her har fgre de saman, er ei viss litteratur- og tea-
terfaglig und ring overfor desse to suksessfenomena. Kva er det som gjer
Ibsens dramatikk s slitesterk? Kva er det med Fosses dramatikk som
kan forklare den enorme gjennomslagskrafta den har hace pd scenar snart
verda over? Kore sagt: Kva er det med Ibsen og Fosse?

Enten perspekreivet er licteraturvicskaplig eller teaterfaglig vil svara
pi slike spgrsmal sjglvsage vera & finne eigenskapar ved tekstane sjglve.
Gjennomslagskraft og slitestyrke er i alle fall eic spersmil om tekstlige
kvalitetar, om poetisk energi og eir rike tolkingspotensial, som gjer at
desse tekscane i skifrande situasjonar evnar 4 utfordre lesarens eller
tilskodarens fridom cil & dikte med. Men dette er ei form for fridomsut-
oving som ikkje alltid kan rekne med 3 vera gjenstand for opphavsmen-
nenes sjenergse ndde: Ibsen harselerer | Peer G ynt over “de halvfjerssinds-
tyve Forrolkeres Kreds”, som han til alt overmagl plasserer i “Direkisten j
Kairo”. Samtidig let han hovudpersonen sjglv, den lice ubestemmelige
signifikanten Peer, bli utnemnt ti “Fortolkernes Keiser”. Det blir han
ikkje nettopp mindre kompleks av. Fosse har ikkje vore meir nidig i
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